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Borgarrad

Tonlistarborgin Reykjavik - tillogur starfshops

Lagt er til ad borgarrad sampykki tilraunaverkefni um Toénlistarborgina Reykjavik til arsloka
2020 og ad auglysa eftir verkefnastjora Tonlistarborgarinnar Reykjavik. Aaetladur kostnadur
fyrir jali til desember arid 2017 er 4.855.000 kr. vegna launa og launatengdra gjalda og
1.652.000 vegna starfs- og verkefnakostnadar, samtals 6.507.000 kr. sem greidist af
kostnadarstad oOfyrirséd (09205). Kostnadi vegna aranna 2018-2020 er visad til
fjarhagsaeetlunargerdar. Verkefnisstjori Tonlistarborgarinnar vinni ad eflingu tonlistar 1
Reykjavik 1 samraemi vid hjalagda skyrslu og tillogur starfshops um Tonlistarborgina
Reykjavik. Logd eru fram til kynningar drog ad erindisbréfi radgjafanefndar um
Tonlistarborgina Reykjavik sem verdur verkefnastjora til radgjafar og studnings.
Verketnastjorinn geri starfs- og fjarhagsaztlun fyrir hvert starfsar leggur fyrir borgarrad og
menningar- og ferdamalarad.

Greinargerd:

Reykjavik hefur & undanférnum 4rum ordid pekkt sem fostra tonlistar og i borginni byr mikill
mannaudur sem skapar fjolbreytt og kraftmikid tonlistarlif. Tonlist er mikilvaegt
samfélagslegt afl og sjalfsteed uppspretta menningarlegra og efnahagslegra gada auk pess ad
vera farvegur fyrir mikil soknarferi i frjou borgarumhverfi. Med pvi ad mota heildstaeda
stefnu og skyra adgerdadatlun um Tonlistarborgina getur Reykjavikurborg naert enn frekari
uppbyggingu 6flugs tonlistarlifsins med peim samfélags- og efnahagslega avinningi sem pvi
fylgir.

Dagur B. Eggertsson

Hjalagt:
Drog a0 erindisbréfi radgjafanefndar um Toénlistarborgina Reykjavik.
Skyrsla starfshops um Tonlistarborgina Reykjavik dags. 26. mai 2017.
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Raogjafanefnd um Toénlistarborgina Reykjavik

Abyrgdarmadur:
Borgarstjorinn i Reykjavik.

Inngangur:

Tonlistarborgin Reykjavik er tilraunaverkefni til priggja ara med pad ad markmidi ad efla
tonlistaridnad og tonlistarhagkerfid 1 Reykjavik. Verkefnid Tonlistarborgin Reykjavik snyst
um ad koma a fot O6flugu studningskerfi sem skapar hagsted skilyroi fyrir groskumikla
tonlistarstarfsemi um alla Reykjavikurborg og undirstrikar i verki lifandi og skapandi
tonlistarlif sem dregur ad folk og fyrirteki til starfa, busetu og dvalar i lengri eda skemmri
tima.

Hlutverk radgjafanefndar:
A0 vinna ad tilraunaverkefni um ténlistarborgina Reykjavik i samradi vid hagsmunaadila i
tonlistarlifinu.

Helstu verkefni:
e AQ vinna a0 forgangsrodun, utferslu og framkvaemd skilgreindra tillagna um
Tonlistarborgina Reykjavik.
e AQ vera til radgjafar og studnings verkefnastjora Tonlistarborginnar sem gerir starfs-
og fjarhagsdetlun fyrir hvert starfsar og leggur fyrir borgarrdd og menningar- og
ferdamalarad.

Raogjafanefnd skipa:

Fulltrai menningar- og ferdamalasvids (formadur).
Fulltrai tilnefndur af borgarstjora.

Fulltrai skola- og fristundasvids.

Tveir fulltraar tilnefndir af UTON.

Starfsmaour:
Verkefnisstjori Tonlistarborginnar Reykjavik.

Til radgjafar og samstarfs:

Radgjafanefnd hafi samrad vid toénlistargeirann, p.e. tonlistarfolk, eigendur ténleikastada,
upptokustjora, hagsmunasamtok og adra hagsmunaadila. P4 leiti starfshépurinn radgjafar
innan og utan borgarkerfis hja adilum med sérpekkingu a vidfangsetninu.

Starfstimabil:
Réodgjafanefnd er skipud til arsloka 2020 og skili dbyrgdarmanni afangaskyrslum ad loknu

hverju starfsari.

Reykjavik, [Dags.]

Dagur B. Eggertsson
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1. Skilagrein starfshops um Tonlistarborgina Reykjavik

Reykjavik hefur 4 undanférnum arum ordid pekkt sem foéstra tonlistar og i borginni byr
mikill mannaudur sem skapar fjolbreytt og kraftmikid tonlistarlif. Tonlist er mikilvaegt
samfélagslegt afl og sjalfsteed uppspretta menningarlegra og efnahagslegra gaeda auk
bess ad vera farvegur fyrir mikil soknarfeeri i frjou borgarumhverfi. Med pvi ad mota
heildstaeda stefnu og skyra adgerdadaetlun um Tonlistarborgina getur Reykjavikurborg
neert enn frekari uppbyggingu 6flugs tonlistarlifsins med peim samfélags- og
efnahagslega 4vinningi sem pvi fylgir.

Ténlistarborgin Reykjavik einkennist af riku og groskumiklu ténlistarlifi med skyra
imynd sem ladar ad ibua, fyrirteeki og ferdamenn. Videigandi studningskerfi nytir kosti
tonlistar til verdmaetaskopunar, idandi mannlifs og fjolbreyttra moguleika fyrir folk &
ollum aldri til ad skapa og njota.

Adstandendur ténlistarborgar méta og skipuleggja 6flugt studningskerfi sem skapar
hagstaed skilyrdi fyrir groskumikla ténlistarstarfsemi um alla Reykjavikurborg. Logo er
ahersla 4 heildrana syn par sem grunnurinn er treystur med 6flugri og adgengilegri
tonlistarmenntun, raektun grasroétar, og uppbyggingu tonlistarionadar sem skapar
moguleika til pess ad njota haefileika sinna og lata drauma reaetast.

Reykjavik skilgreinir sig sem unga og ferska, alpjodlega menningarborg par sem ahersla
er m.a. 10gd a skapandi greinar og pekkingarionad. Haskolasamfélag byggir ad storum
hluta 4 ungu og menntudu f6lki sem vill njota menningar. Sterkur tonlistargeiri og gott
adgengi ad lifandi tonlist eykur lifsgaedi borgarbuia og er adladandi fyrir fjolpjodlegt
samfélag folks og fyrirtaekja. Pad er pannig ekki tilviljun ad vida eru vidskiptarad (Trade
Council) mikilveegir samstarfsadilar borgaryfirvalda og annarra lykiladila vid ad mota
stefnu og fjairmagna adgerdir sem efla undirstodur tonlistarborganna. Blomlegt
tonlistarlif stydur afar vel vid markmid Reykjavikurborgar til framtidar og neer langt
umfram menningarstefnu borgarinnar.

Reykjavik er ekki sist pekkt sem heimaborg framurskarandi tonlistarfélks og
framsaekinna tonlistarhatida sem nad hafa athygli og vinseeldum vida um heim. Um
margra ara skeid hefur imynd og kynningarstarf borgarinnar notid géds af haefileikum
islensks tonlistarfolks. Pad ma pvi leida rok ad pvi ad imynd islenskrar tonlistar sé
samofin imynd Reykjavikur sem menningarborgar og ahugaverds afangastadar.
Markmid Reykjavikurborgar er ekki ad fjolga ferdamonnum; fremur ad lada hingad folk
sem eru menningarnjotendur, skilja eftir sig umtalsverda fjarmuni i hagkerfi
borgarinnar og audga menningarlif borgarbia m.a. med pvi ad bua til eftirspurn sem
stydur mun fjolbreyttari floru vidburda en heimamarkadurinn einn gaeti gert.
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1.1.Verklag starfshops um Tonlistarborgina Reykjavik

Starfshépur um Toénlistarborgina Reykjavik var skipadur af borgarstjoranum i Reykjavik
pann 9. desember 2016. Hlutverk hopsins var ad méta tillogur um Ténlistarborgina
Reykjavik og aetlun um framfylgd peirra i samradi vio hagsmunaadila 1 tonlistarlifinu.
Fjolpeaettum verkefnum starfshopsins dsamt grunngégnum sem hafa baeri til hlidsjonar er
nanar lyst i erindisbréfi hans (fylgigagn 5.1). HoOpurinn vann 4 priggja manada timabili
- fr4 janaar 2017 til loka mars - ad pvi ad mota tillogur um Ténlistarborgina Reykjavik og
aaetlun um framfylgd peirra sem hér eru kynntar.

Starfshopinn skyldu skipa:
Fulltrdi menningar- og ferdamalasvid (formadur).
Fulltrai umhverfis- og skipulagssvids.
Fulltrai, skrifstofa eigna og atvinnuproéunar.
Fulltraar tonlistargeirans.

Og starfsmadur fra menningar- og ferdamalasvidi veeri hopnum til adstodar.

Starfshépurinn var fullmannadur og kominn til verka 4. jantar 2017 en hann skipudu:

Svanhildur Konradsdottir formadur, Hildur Gunnlaugsdéttir/Porsteinn Rinar
Hermannsson (USK), Bjarni Danielsson/Oli Orn Eiriksson (SEA), Sigtryggur
Baldursson, Jakob Frimann Magnuasson og Bryndis Jonatansdéttir fulltraar
tonlistargeirans.

Starfsmadur hopsins var Signy Palsdottir (MOF). So6lrtin Sumarlidadottir MA i
menningarstefnu og listreenni stjérnun og tonlistarmadur var radin sérstaklega ad
verkefninu. Ad auki var Dr. Bjarni Snabjorn Jonsson stjérnunar- og
stefnumotunarradgjafi fenginn til lids sem sérstakur radgjafi i tengslum vid vinnustofu
og urvinnslu hennar.

Starfshopurinn fundadi vikulega mest allt timabilid og st6d fyrir fjolmennri vinnustofu
pann 8. febriiar med hagsmunaadilum sem tengjast tonlistarlifinu i borginni a
margyvislegan hatt. Hatt 4 annad hundrad manns var bodid og um 70 toku patt i
samradinu, sem for fram undir handleidslu Bjarna Snabjorns Jonssonar stjérnunar- og
stefnumotunarradgjafa.

Auk gagna, sem so6fnudust 4 samradsfundinum og gerd er grein fyrir i vidauka, leitadi
starfshopurinn fanga hja svioum Reykjavikurborgar (menningar- og ferdamalasvidi,
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skola- og fristundasvidi, umhverfis- og skipulagssvidi, iprotta- og tomstundasvidi og
skrifstofu eigna- og atvinnupréunar) til mennta- og menningarmalaraduneytisins,
UTON, STEF, Islandsstofu, Haskola Islands, Haskolans 4 Bifrost, Rikisskattstjora,
Hagstofunnar og ymissa annarra og var t.a.m. send Gt konnun til rekstraradila um
adbunad og starfsgrundvoll tonleikastada i borginni.

Mikilvaegur lidur i vinnu starfshopsins hefur einnig verid ad lita til og afla gagna fra
odrum borgum sem skilgreina sig sem ténlistarborgir auk pess sem upplysinga hefur
verid aflad fra sérfreedingum og samtokum sem sérhafa sig i umhverfi og uppbyggingu
tonlistarborga. Helstu gogn fylgja skilagrein hopsins sem vidauki.

Skyrsla, sem unnin var fyrir Samtok sveitarfélaga & hofudborgarsveedinu (SSH) og kom
ut arid 2014, Séknarfaeri skapandi greina a hofudborgarsvaedinu (hof: Margrét Sigrin
Sigurdardottir, Julia Bjornsdottir, Ranns6knarmidstod skapandi greina) hefur einnig
verid hofd til hlidsjonar, en umtalsverdur samhljémur er 4 milli lykil nidurstadna peirrar
skyrslu og pess efnis sem safnast hefur vid vinnu starfshéps um tonlistarborg.

Eitt af verkefnum starfshépsins var ad kortleggja og safna talnagognum um umfang
tonlistarlifs og tonlistaridnadar i Reykjavik. I 1j6s kom ad slikar upplysingar eru sidur en
svo adgengilegar eda hreinlega alls ekki til og reyndist petta ein helsta hindrunin i vinnu
starfshopsins. Mjog mikilvaegt er ad baeta ar pessu, pvi ad erfitt er ad setja maelikvarda og
markmid i uppbyggingu pegar ntiverandi umfang liggur ekki fyrir. Pad reyndist pvi liggja
fyrir utan timaramma og moguleika starfshopsins ad afla ymissa peirra gagna sem getio
er um i erindisbréfi hans. Hins vegar er bent 4 ad nti stendur yfir vinna i Héaskoéla Islands
vid rannséknina Hagtolur i islenskum ténlistarionadi sem var pontud af Samtoni.
Aztlad er ad beirri vinnu ljiki 4 4rinu 2017 og mun rannséknin vonandi baeta ad
einhverju leyti bennan afleita skort 4 tolulegum upplysingum um ténlistarlifid sem eru
naudsynlegar fyrir frekari skref i att ad pvi ad efla Reykjavik sem tonlistarborg.

Hér 4 eftir eru kynntar 8 forgangstillogur starfshopsins sem byggja a4 peim fjorum
forsendum og velgengnispattum sem dregnir hafa verid at ar 6llum pattum vinnunar, pa
greining 4 styrkleikum og veikleikum i samraemi vid erindisbréf og loks yfirlit um allar
tillogur.

Gerd var tilraun til ad leggja mat a kostnad fyrir Reykjavikurborg og skilgreina badi
abyrgdaradila og helstu samstarfsadila peirra tillagna sem starfshopurinn leggur fram —
en rétt er ad benda 4 ad vida er um groft mat ad raeeda sem parfnast nanari ryni vilji
borgaryfirvold forgangsrada adgerdum og setja i farveg eda forsendur liggja ekki fyrir.
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2. Forsendur og velgengnispaettir

Framtidarsyn - hlutverk - aherslur

Verkefnid Tonlistarborgin Reykjavik snyst um ad koma 4 {6t 6flugu studningskerfi sem
skapar hagstaed skilyrdi fyrir groskumikla tonlistarstarfsemi um alla Reykjavikurborg og
undirstrikar i verki lifandi og skapandi tonlistarlif sem dregur ad folk og fyrirtaki til
starfa, btsetu og dvalar i lengri eda skemmri tima.

Eftirfarandi er st syn sem liggur til grundvallar hverju meginmarkmidi asamt peim
verkefnum sem peim tengjast og talin eru mikilvaegt ad radast i.

LIFLEGT OG
TEKJUSKAPANDI

TONLISTARHAGKERFI

e Liflegur tonlistaridnadur
og god starfskjor

o Hagsteaett vidskipta-
umhverfi og méguleikar til
veromastasképunar

o Nyskopun og fjolgun
fyrirtaekja og starfa a svidi

ténlistar
n ADRATTARAFL TIL
FRIJOR JARDPVEGUR 0OG STARFA, BUSETU OG
MARKVISS DVALAR
= b LR e Groskumikid og skapandi
o Markviss arangursrikur T()N LISTARBORGIN starfsumhverfi
studningur z e Ahugavert og fjslbreytt
e Alpj6dlegt samstarf og REYKJAVIK arval tonlistarupplifana
tengsl sem er midlad a
e Rannséknir og midlun arangursrikan hatt
upplysinga e Blémleg tonlistarsena med
fjolbreyttum moguleikum
til ad koma fram og njéta

SKAPANDI OG
PROSKANDI UMHVERFI

e Adgengi ad fjolbreyttum
moguleikum til ténlistarnams

e Tonlist sem é6rjufandi pattur
menntunar, tomstunda og
proska barna og ungmenna

o Fjolbreyttir og adgengilegir
moguleikar til eefinga og
idkunar

3.
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3. Forgangstillogur um Tonlistarborgina Reykjavik

Arangur veltur 4 pvi ad vel takist til { upphafi ad byggja upp sterka innvidi til pess ad
fylgja verkefninu eftir. Lagt er upp med tiltekin forgangsverkefni sem eru naudsynleg til
pess ad mynda pann grunn sem verkefnid og arangur af pvi hvilir a.

bad fyrsta sem koma parf til og motar farveg fyrir arangursrika framkvamd, er ad
verkefninu verdi sett skyr umgjord sem tryggir naudsynleg adfong til stjérnunar og
framkvaeemda. Pvi er lagt upp med pad ad i upphafi verdi fenginn til verksins starfsmadur
i fullu starfi til pess ad fylgja eftir frekari umraedu og utfaerslu og fylgja eftir peim
verkefnum sem st umraeda leidir til. Lagt er til ad jafnframt verdi kannadir méguleikar a
samstarfi vid UTON par sem verkefnid yrdi vistad en pad unnid undir stjérn og eftirliti
styrih6ps sem skipadur er til bess ad fylgja eftir fjsrmunum og tryggja ad peir nytist til
fulls vid ad na settum markmidum.

3.1. Farvegur til framkvaemda - verkefnisstjorn, samhaefing, adstada

Yfirsyn og samhaefing er naudsynleg begar kemur ad markvissri uppbyggingu 4 tonlistarlifi og
tonlistarionadi i borginni. Verkefnastjori Tonlistarborgar gegnir radgjafa- og
samheafingarhlutverki i tonlistarlifinu - er fjoltengid fyrir greinina i borginni. Verkefnastjori
sinnir upplysingaoflun, greiningarvinnu, adstod, radgjof og alpjodlegu samstarfi. Verkefnastjori
hefur adstodu hja UTON og starfar i ndinni samvinnu vid pau 4samt sérstoku 3ja manna
radgjafateymi Tonlistarborgarinnar Reykjavik sem fylgi verkefninu eftir. Stofnkostnadur vid
upphaf verkefnisins yrdi laun verkefnastjora, skrifstofuadstada og verkefnafé.

Abyrgdaradilar: Skrifstofa borgarstjéra, menningar- og ferdamalasvid
Helstu samstarfsadilar: UTON

3.2. Kortlagning tonlistarlifsins

Til bess a0 geta sett meelikvarda og markmid um uppbyggingu tonlistarionadar i borginni er
naudsynlegt ad hafa upplysingar um umfang. Markvissa kortlagningu, upplysinga6flun og
greiningu 4 6llum helstu lykilpattum sem lata ad tonlistargeiranum skortir tilfinnanlega og er
naudsynlegt ad bata ur pvi. Reykjavikurborg einsetji sér ad studla ad arbotum i pessum efnum i
samvinnu vid UTON, haskolasamfélagid, Hagstofuna og adra opinbera adila.

Abyrgdaradilar: R4duneyti, Hagstofa, HI )
Helstu samstarfsadilar: UTON, héaskoélasamfélagid, Hagstofan, Islandsstofa

3.3. Studningur vid nyskopun

Naudsynlegt er ad styrkja tengsl tonlistarionadar og tonlistarfolks vid nyskopunargeirann, en
tonlistartengd fyrirtaki hafa ekki att greitt adgengi ad sprotaumhverfinu, sem hefur hamlad mjog
uppbyggingu tonlistaridnadar hér 4 landi. Reykjavikurborg leidir saman Haskolana og

4.
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fjarmognunaradila, i samstarfi vid nyskopunarmidstod, i pvi markmidi ad koma a fét STARTUP
MUSIC REYKJAVIK til ad stydja og préa nyskopun og vidskiptaproun i tonlistargeiranum.

Abyrgdaradilar: Nysképunarmidstod
Helstu samstarfsadilar: Reykjavikurborg , UTON, slandsstofa , haskélar, fjsrmognunaradilar

3.4. Tonlistarklasi

Stofnun klasa fyrir tonlistarstarfsemi par sem t.d. vari haegt ad fa adgang ad vinnu-, &finga-, og
upptokurymi a vidradanlegu leiguverdi, auk pess ad tonlistartengd fyrirtaeki hefdu par adstodu,
radgjafar/mentorar vaeru starfandi med stodpjonustu, sameiginlegt funda og vinnusveedi o.fl.
Lagt er til ad horft verdi til sambeerilegra verkefna { 6drum tonlistarborgum, s.s. Toronto, Seattle
og Chicago.

Abyrgdaradilar: Fagfélog, einkaadilar
Helstu samstarfsadilar: UTON, Islandsstofa, Reykjavikurborg,

3.5. Vinnurymi tonlistarmanna

Vinnuadstoduleysi tonlistarmanna i borginni hefur lengi verid adkallandi vandamal. Med pvi ad
styrkja adila i sem flestum hverfum borgarinnar til ad innrétta med fullnaegjandi heetti og leigja
ut @finga- og vinnurymi fyrir tonlistarmenn 4 sanngjornu verdi verdur til hvati fyrir eigendur a
illa nyttum rymum i borginni, t.d. fyrir idnadarhiisnadi i bidstodu, til ad skapa adstodu til
tonlistaraefinga. Vidkomandi skuldbindi sig vid styrkveitingu til ad leigja it adstoduna i ad
lagmarki 2-3 ar.

Abyrgdaradilar: Reykjavikurborg (SEA), fagfélog tonlistarmanna, einkaadilar
Helstu samstarfsadilar: UTON

3.6. Skolahljomsveitir borgarinnar

Markmid og stefna ndmsins i skélahljomsveitunum skilgreind med fjolbreytilega og
metnadarfulla tonlistarmenntun og greitt adgengi barna ad leidarljosi. Adstada og
hljodferakostur skdlahljomsveitanna baettur med tilliti til fjolbreytilegs starfs hljdomsveitanna, og
moguleikar kannadir 4 ad auka samspil i smeerri h6pum med auknu kennslumagni a4 hvern
nemanda.

Abyrgdaradilar:Reykjavikurborg (SFS)
Helstu samstarfsadilar:

3.7. Harpa tonlistarhus

Tryggja rekstrarhaefi Horpu sem midstodvar tonlistar i Reykjavik og auka pannig adgang
fjolbreyttrar tonlistar, tonlistartengdra vidburda og samraduvettvangs, nyskopunar og
barnastarfs ad htisinu.

Abyrgdaradilar: Reykjavikurborg, rikid
Helstu samstarfsadilar: Tonlistarlifid, samstarfadilar ar atvinnulifi o.fl.
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3.8. Kynning islenskrar tonlistar

Islensk tonlist og tonlistarvidburdir verdi skilgreindir sem kjarni i kynningu 4 Reykjavik. Virku
samstarfi komid 4 milli Hé6fudborgarstofu, UTONS, Islandsstofu, Leifsstodvar ofl. med markvissa
kynningu islenskrar tonlistar ad markmidi. Adgengi ferdamanna og ibtia borgarinnar ad tonlist
verdi aukio 1 gegnum samvinnu Upplysingarmidstodvar ferdamanna, tonlistamanna og
tonleikahaldara ad storbeettu vioburdadagatali www.Visitreykjavik.is og s6lu mida a
menningarvidburdi { gegnum pé sidu.

Abyrgdaradilar: Reykjavikurborg (Héfudborgarstofa)
Helstu samstarfsadilar: UTON, Islandsstofa, Leifsst60 ofl
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4. Greining a styrkleikum og veikleikum sbr. erindisbréf
starfshops

Styrkleikar Reykjavikur a svidi tonlistar

Ad safna upplysingum um hvad parf ad vera til stadar i tonlistarborg og greina ad hvada
marki Reykjavik uppfyllir paer krofur.

Skyrslan The Mastering of a Music City sem var gefin tt af Music Canada arid 2015 14 ad nokkru
leyti til grundvallar erindisbréfinu og hefur haft umtalsverd ahrif 4 nalgun likt og i 66rum
borgum sem nylega hafa unnid ad pvi ad skilgreina sig sem tonlistarborgir, s.s Arosar
Danmérku, Toronto i Kanada og Katowice i Péllandi. I The Mastering of a Music City er tonlist
skilgreind sem mikilvegur atgangspunktur og drifkraftur i préun og vexti borgarsamfélaga og
gengid at fra pvi ad fimm baettir purfi ad vera til stadar i borgum sem vilja skilgreina sig at fra
tonlist:

e Oflugur kjarni tonlistarmanna og tonlistarhépa

e Blomlegt tonlistarlif

e GoOdar adstedur til tonlistarflutnings

e Ahugasamir og virkir 4heyrendur

e Atvinnustarfsemi sem vinnur i tengslum vid ténlistargeirann

Reykjavik uppfyllir ad mati starfshopsins sannarlega pessi skilyrdi tonlistarborgar, en misvel pé.
A sumum svidum skarar borgin framtr og er jafnvel 4 heimsmalikvarda, en 4 6drum vantar
talsvert upp 4 ad hlutirnir séu eins og best verdur 4 kosid, likt og var skyrt speglad i innleggi
patttakenda & vinnustofu tonlistarborgarinnar.

Styrkleikar tonlistarlifsins i Reykjavik teljast helstir:

e Ro6tgroin hefd fyrir tonlistarndmi barna

o Mikill fjoldi atkastamikils, skapandi og fjolhaefs tonlistarfolks

e Mikil patttaka islensks tonlistarfélks i alpjodlegu tonlistarlifi

e Mikill Ahugi almennings 4 ténlist og mikil tonleikaadsékn i borginni

e Mikill Ahugi erlendra gesta 4 islensku tonlistarlifi

e Storbeett adstada til tonlistarflutnings med tilkomu Horpu ténlistarhiss

bad er pvi heegt ad stadheefa ad audlindin er fyrir hendi i Reykjavik. En til pess ad nyta megi
teekifeerin til fullnustu parf ad leggja enn frekar aherslu 4 tvennt:

e Sérkenni og sérstoou i islenskri tonlist

e Innvidi tonlistarlifsins. Pannig parf ad stilla saman strengina pannig ad menntunin,
tonlistarionadurinn og stodkerfi tonlistarinnar sem eru innvidir tonlistarlifsins séu sterkir
og 1 sama gaedaflokki og tonlistin sem ber hrodur lands og bjédar Gt um heiminn.
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Reykjavikurborg hefur undirstrikad mikilvaegi tonlistarinnar s.s. med verulegum fjarfestingum {
innvidum sem nytast tonlistarlifinu og ma par helst telja Horpu, styrkjum til tonlistarhatioa, i
adstodu fyrir grasrot s.s. 1 TPM. Framlog Reykjavikurborgar arlega til tonlistarmenntunar nema
ramum milljardi 4 eetlun 2017.

TBM Hellirinn . i
16 mkr 0.8% Hitt Huasid - tonlist
’ 14,4 mkr 0,7%
S ——— Listahatid i Rvik

{:)
17,4 mkr 0,9% 12 mkr 0,6%

\ Reykjavik Loftbru
MOF styrkir til / 4,5 mkr 0,2%

tonlistar 57 mkr
2,9%

Skolahljomsveitir
200 mkr 10,2%

Sinfoniuhljomsveit
Islands 214 mkr Ténlistarskoélar
11% 881 mkr 45,1%

Harpa ténlistarhias
537 mkr 27,5%

Fjarfesting, framl6g og styrkir Reykjavikurborgar til tonlistar er
azetlad um 1.953,3 mkr fyrir arid 2017

Aatlun: Fjarfesting, framlog

og styrkir Reykjavikurborgar

Tonlistarskolar

Harpa ténlistarhuds

Sinféniuhljémsveit islands

Skolahljémsveitir

MOF styrkir til ténlistar

Hatidir HBST * * Hatidir hja Hofudborgarstofu - hlutfall ténlistar er mismunandi eda fra 15% til 50%
TPM Hellirinn ** ** TPM =Tdnlistarpréunarmidstodin

Hitt HUsid - ténlist

Listahatid i Rvik *** *** | istahatid: Aeetlad erad 1/3 hluti heildarstyrks renni til ténlistar
Reykjavik Loftbru

Samtals
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Samandregnar nidurstodur ar vinnustofu ténlistarborgarinnar og vinnu starfshops leida til
eftirfarandi velgengnispatta sem teljast grundvollur fyrir Tonlistarborgina Reykjavik:

Standa vord um ténlistarmenntun og tonlistaruppeldi barna 1 borginni

Orva og stydja betur vid islenskan tonlistaridnad og sprotafyrirtaeki i tonlist
Styrkja og samrama studningskerfi tonlistarlifsins, baedi opinbert og einkaframtak
Auka pekkingu 4 umfangi tonlistargeirans

Tillogur starfshopsins endurspegla i grunninn pessa velgengnispaetti og hvernig megi virkja
styrkleikana i Reykjavik sem best i peirra pagu.

Avinningur i tonlistarborg
Greina mogulegan avinning af pvi ad efla Reykjavik sem tonlistarborg, m.a. i formi
starfa sem veroa til i kringum tdonlist og tonlistarhatidir og fjolgunar ferdamanna.

Ljost er ad uppbygging oOflugs tonlistarionadar i Reykjavik yrdi mikil lyftistong fyrir
tonlistarskopun og tonlistarlif i borginni, en einnig & mun breidari grunni atvinnulifsins, svo sem
a vettvangi annarra skapandi greina. Samfélagsleg og menningarleg ahrif tonlistar hafa lengi
verid bekkt en borgir vida um heim eru i auknum meli ad atta sig 4 dhrifum tonlistar 4 hagvoxt
og atvinnuskopun, og mé par nefna Toronto i Kanada sem demi og markvissa og heildrena
uppbyggingu ténlistarlifs og ténlistarionadar sem bar hefur att sér stad undanfarin 6-7 ar og
hefur skilad miklum &rangri.

Likt og 4dur hefur veriod rakid skortir tilfinnanlega 4 gogn um vel flesta peetti islensks
tonlistarlifs. Einstakar og afmarkadar rannséknir hafa verid gerdar s.s. 4 efnahagslegum ahrifum
tonlistarhatida 4 bord vid Iceland Airwaves og Secret Solstice:

e Erlendir gestir Iceland Airwaves arid 2016 voru um 6500 og skiludu peir teepum 2
milljordum i gjaldeyristekjum & medan dvol peirra st6d.

e Erlendir gestir Secret Solstice hatidarinnar 2016 voru taeplega 5000, og skiludu peir um
1.2 milljardi i gjaldeyristekjum & medan dvol peirra st6d.

Einnig er haegt ad leida likum ad mikilvagi tonlistar pegar rynt er i vidhorfs- og
brottfararkannanir sem gerdar hafa verid a erlendum morkudum og 4 medal erlendra
ferdamanna sem hafa heimsoétt borgina:

o [ konnun Ferdamalastofu sumarid 2016 nefndu teeplega 9% adspurdra ferdamanna
tonlist sem eina af 4steedum fyrir heimsokn.

e 1konnun Iceland Naturally sem framkvaemd var i Bandarikjunum 4rid 2016 héfou 76%
adspurdra ahuga a ad freedast meira um islenska tonlist.
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5. Heildartillogur ad verkefnum Tonlistar-
borgarinnar byggdar a velgengnispattunum
fjorum

5.1.Liflegt og tekjuskapandi tonlistarhagkerfi

Oskastadan

I tonlistarborg er vidurkennt ad tonlist er hreyfiafl sem eykur lifsgaedi ibtia og gesta, hefur
umtalsvero ahrif & hagkerfi borga, og snertir lif folks 1 neerumhverfi pess en einnig um allan
heim. Sterkur tonlistarionadur og 6flug sprotastarfsemi hefur mikil og jakveed ahrif & hagvoxt
borgarinnar og er forsenda pess ad tonlistarlifid nai ad bléomstra til fulls.

Mikilvaegar aherslur til ad na markmidum

e Liflegur tonlistarionadur og god starfskjor.
e Hagsteett vidskiptaumhverfi og moguleikar til verdmaetaskopunar.
e Nyskopun og fjolgun fyrirteekja og starfa a svidi tonlistar.

Mikilvaeg forgangsverkefni

Harpa tonlistarhts

e Tryggja rekstrarhaefi Horpu sem midstod tonlistar i Reykjavik og auka pannig adgang
fjolbreyttrar tonlistar, tonlistartengdra vidoburda og samraduvettvangs, nyskopunar og
barnastarfs ad htsinu.

Oflugt ténlistarvidskiptaumhverfi

o Efla stodir tonlistaridnadarins i borginni med pvi ad tengja betur saman ténlistarlifid og
vidskiptahlutann m.a. med pvi ad hvetja til samstarfs 4 milli tonlistarskéla, Listahaskdlans og
vidskiptadeilda i haskolum.

e Nyta betur pa pekkingu sem skapast hefur & vidskiptastjornun tonlistarverkefna a bord vid Of
Monsters and Men, Kaleo, Glowie, Asgeir Trausta o.fl. med pad fyrir augum ad styrkja
vidskiptaumhverfi tonlistar i borginni.

Studningur vid nyskopun

e Styrkja tengsl tonlistaridnadar og tonlistarfolks vid nyskopunargeirann m.a. med pvi ad leida
saman Haskdlana og fjarmognunaradila, 1 samstarfi vid nyskopunarmidstod, um ad koma &
fot STARTUP MUSIC REYKJAVIK til ad stydja og préa nyskdpun og vidskiptaproun i
tonlistargeiranum.

e Hvetja til samtals og samvinnu sprota og nyskopunaradila med studningi Reykjavikurborgar
vid adstodu i tonlistarklasa (sja einnig lid 4 1 2. kafla).
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Toénlist sem atvinnuvegur

e Reykjavikurborg leggur aherslu 4 ad tonlist sé mikilsmetinn og tekjuskapandi starfsgrein
med pvi ad syna fordeemi og hvetja til pess ad tonlistarmenn og tonhofundar fai laun fyrir
vinnu sina.

Daemi um melikvarda & arangur ofangreindra adgerda:Verdmetaskopun, fjoldi fyrirtaekja, fjoldi

starfa

5.2.Addrattarafl til starfa, busetu og dvalar

Oskastadan

I tonlistarborg eru 6tal teekifzeri til tonleikahalds og fjolbreytt flora tonleikastada. Lifandi tonlist
er synileg, vel kynnt og adgengileg i borginni - a tonleikastodum, opnum sveedum i borginni og i
ohefobundnari rymum. Ténlistarmenn hafa tryggt htisnaedi til ad vinna ad sképun sinni, til ad
auka tengslanet sitt og vinna fjolbreytt verkefni i samstarfi vid adra. I tonlistarborg hefur skopun
og flutningur tonlistar forgang og ibtar jafnt sem gestir njota gods af pvi.

Mikilvaegar aherslur til ad na markmidum

e  Groskumikio og skapandi starfsumhverfi.
o Ahugavert og fjolbreytt trval tonlistarupplifana sem er midlad 4 Arangursrikan hétt.
¢ Blomleg tonlistarsena med fjolbreyttum moguleikum til ad koma fram og njota.

Mikilvaeg forgangsverkefni
Fjolbreytt adstada til skopunar og vinnu

¢ Stofnun klasa fyrir tonlistarstarfsemi par sem t.d. vaeri haegt ad fa adgang ad vinnu-, sfinga-,
og upptokurymi 4 vidradanlegu leiguverdi auk pess ad tonlistartengd fyrirtaeki hefdu adstodu,
radgjafar/mentorar varu starfandi med stodpjonustu o.fl. Lagt er til ad horft verdi til
sambeerilegra verkefna i 60rum ténlistarborgum, s.s. Chicago eda Toronto.

e Med pvi ad styrkja adila i sem flestum hverfum borgarinnar til ad innrétta med fullneegjandi
haetti og leigja ut efinga- og vinnurymi a4 sanngjornu verdi fyrir tonlistarmenn. Pannig verdi
hvati fyrir eigendur 4 illa nyttum rymum i borginni, t.d. fyrir idnadarhtsnaedi i bidstodu, til
ad skapa adstodu til tonlistaraefinga. Vidkomandi skuldbindi sig vid styrkveitingu til ad leigja
ut adstoduna i ad lagmarki 2-3 ar.

Tonleikahald 4 opnum svaedum i borginni

e Med bvi ad skilgreina sveedi vida um borgina sem henta til tonlistarflutnings par sem haegt er
ad koma fyrir feeranlegum eda varanlegum svidsbinadi og adgengi ad rafmagni fyrir
hljodkerfi og binad er tryggt fyrirfram.

e Tryggja adgengi ad fljotvirkri afgreidslu leyfisveitinga innan borgarinnar. T.d. med pvi ad
skilgreindir verodi fulltriar Tonlistarborgar 4 umhverfis- og skipulagssvidi borgarinnar sem
bekkja 6ll pau atridi sem huga parf ad vid leyfisveitingar fyrir lifandi tonlist og adstoda
tonlistarflytjendur og tonleikahaldara i ferlinu.
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e Setja upp sumarsvid t.d. 4 Klambratani par sem haldir yrdu reglulegir, 6keypis tonleikar &
sumrin.

e Audvelda grasrét og nylioum ad halda og skipuleggja tonleika, t.d. med grasrotarsjod fyrir
tonleikaverkefni og med afnotum af einféldu hljodkerfi og feeranlegu svidi.

Studningur og einfaldad regluverk fyrir tonleikastadi

e Med bvi ad kanna hvort haegt sé ad minnka stadbundid kvadir vegna havadamengunar i
skipulagsskilmalum, t.d. vid hluta af skilgreindum adalgétum par sem opnari heimildir eru
fyrir rekstri veitingastada og skemmtistada en i 6drum gotum.

e Fezera dbyrgdina yfir 4 hisnaedi i grennd ad pau hljodeinangri ef tonlistin hefur neikvaed 4hrif.
bar sem tonleikastadur er fyrir verdi pad abyrgd hiasbyggjanda/-eigenda i nagrenninu ad
uppfylla krofur um hljédvist i sinum byggingum.

e Borgin syni i verki ad naturlif, klibbar og tonleikastadir séu mikilveegir, t.d. med
vidurkenningu fyrir tonleikastadi i borginni sem standa sig vel vardandi tonleikahald.
Tonleikastadir sem uppfylla akvedin skilyrdi fa sem deemi aukna kynningu hja
kynningarmidst6d ferdamanna, “rot-passann” (i samstarfi vid bilastaedasjod),
tonlistarborgarlimmida i glugga o.fl.

Kynning islenskrar tonlistar

Skilgreina islenska tonlist og tonlistarvioburdi sem kjarna i kynningu a Reykjavik

e Koma 4 virku samstarfi 4 milli Héfudborgarstofu, UTONs, Islandsstofu, Leifsst6d ofl. med
kynningu islenskrar tonlistar ad markmidi .

e Aukid adgengi ferdamanna og ibta borgarinnar ad tonlist i gegnum samvinnu
upplysingarmidstodvar ferdamanna, toénlistamanna og tonleikahaldara ad stérbeettu
vidburdadagatali Visitreykjavik.is og solu mida & menningarvidburdi i gegnum ba sidu .

5.3. Skapandi og proskandi umhverfi

Oskastadan

I tonlistarborg er 16gd hofudahersla 4 ad veita 6llum bérnum adgang ad tonlistarmenntun og
teekifeerum til ad idka og njéta tonlistar. Tonlistarfreein leynast 1 6llum 16gum samfélagsins og i
tonlistarborg eru innvidir til stadar sem leyfa peim ad proskast og dafna.

Mikilvaegar aherslur til ad na markmidum

e Adgengi ad fjolbreyttum moguleikum til tonlistarnams.
e Tonlist sem orjufandi pattur menntunar, tbmstunda og proska barna og ungmenna.
e Fjolbreyttir og adgengilegir moguleikar til &finga og idkunar.
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Mikilvaeg forgangsverkefni
Toénlistarnam i leik- og grunnskoélum

e Tryggja ad grunnskolar Reykjavikur uppfylli 6fravikjanlega skyldur sinar samkvaemt
namsskra pegar kemur ad kennslu i listgreinum og hafi teekifaeri til ad proa starf sitt og
adstoou med tilliti til 4herslu 4 listir og skopun i starfinu.

e Efla songstarf i leik- og grunnskélum m.a. med aherslu a korastarf grunnskélum og faglegum
studningi vid leikskoélakennara og leidbeinendur.

e Leita markvisst leida til ad bregdast vid skorti 4 tonlistar- og tonmenntakennurum i
grunnskolum og baeta stbduna m.a. med pvi ad byggja upp spennandi starfstilbod par sem
badi adstada og samsetning kennslunnar er byggd upp i samstarfi milli skolastjornenda og
kennara.

Skoélahljémsveitir borgarinnar

e Baeta adstodu og hljooferakost skolahljomsveitanna med fjolbreytilegt starf ad leidarljosi.
Skilgreina markmid og stefnu namsins, og kanna moguleika 4 ad auka samspil 1 smaerri
hépum med auknu kennslumagni 4 hvern nemanda.

¢ Fjolgun nemenda i samreemi vid fjolda barna i hverfum.

Adstada til tonlistariokunar utan skolatima

e Storbeett adstada til fjolbreyttrar tonlistaridkunar 4 fristundaheimilum og félagsmidstodvum

e Vinna ad frambodi tonlistarnams innan skola og fristundaheimila til ad bregdast vid l6ngum
bidlistum i tonlistarskola i Reykjavik.

e Bjoda upp 4 sumarnamskeid og vinnustofur helgadar tonlist fyrir born og unglinga til ad auka
samfellu i tonlistaridkun og —nami.

Frambod ténlistarvidoburoda fyrir born og med bornum

e Auka enn frekar frambod ténlistarvidburda fyrir born og med bornum hja
menningarstofnunum Reykjavikurborgar og adilum sem Reykjavikurborg styrkir i gegnum
akvaedi um barnastarf i samningum.

e Bata adgengi barna og ungmenna ad vidburdum i Horpu og 6drum tonleikastodum sem
bj6da upp 4 tonleika fyrir born og med bornum 4 skoélatima.

e Auka adfengna tonlistarvidburdi i skolum og leiksk6lum m.a. i gegnum aukna adkomu
Reyjavikurborgar ad verkefninu “List fyrir alla”.

5.4.Frjor jardvegur og markviss studningur

Oskastadan

Ténlistarlif Reykjavikur hefur um arabil einkennst af skopunarkrafti, skopunargledi,
alpjodlegum tengslum og samvinnu tonlistarmanna sem hér buia og starfa. I tonlistarborg er
studningur vid pessa audlind apreifanlegur - hann einkennist af vidtakri samramingu og
samstarfi opinberra og einkaadila, innanlands sem erlendis, 4samt vidamikilli pekkingu &
tonlistarumhverfi borgarinnar. Petta skilar sér i hvetjandi starfsumhverfi fyrir tonlistarmenn i
Ollum tonlistargeirum og a 6llum stigum ferils sins.
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Mikilvaegar aherslur til ad na markmidum

e  Markviss arangursrikur studningur.
e Alpjédlegt samstarf og tengsl.
e Rannséknir og midlun upplysinga.

Mikilvaeg forgangsverkefni
Farvegur til framkvamda

e Verkefnastjori sem gegnir radgjafa- og samhaeﬁngarhlutverki i tonlistarlifi borgarinnar -
fjoltengid fyrir greinina i borginni. Sinnir einnig upplysingaoflun, greiningarvinnu, adstod,
raég]of og alpjodlegu samstarfi. VerkefnastJorl hefur adst6du hja UTON og starfar i nainni
samvinnu vid pau asamt sérstoku 3ja manna radgjafateymi Tonlistarborgarinnar Reykjavik
sem fylgi verkefninu eftir.

Oflugt og markvisst styrkjakerfi til studnings ténlistarlifsins

e Markviss samhafing styrkjaframbods hja riki, borg og 6drum sem stydja vid islenskt
tonlistarlif fyrir tilstudlan verkefnisstjora Tonlistarborgar, par sem upplysingaflaedi og samtal
er um markmid og nalgun.

Sérstada og saga tonlistar i borginni

o Skilgreina islenska tonlist sem einn af frumkroftum Reykjavikur .

e Tonlistarsaga og einkenni tonlistar i borginni dregin fram og gerd adgengileg almenningi ,
t.d. med syningu sem gaeti att heima i Horpu, eda i 60ru videigandi htisnaedi.

e Hvetja haskolaumhverfi til greiningar 4 s6gu og einkennum tonlistar i borginni, i samstarfi
vid adila sem myndu standa ad syningu um ténlistarségu og tonlistarlif borgarinnar.

Kortlagning tonlistarlifsins

e Tryggja ad opinberir adilar sinni markvissri kortlagningu, upplysingacflun og greiningu a
Ollum helstu lykilpattum sem lata ad tonlistargeiranum og studla pannig ad pvi ad litid sé a
tonlist sem mikilvaega starfsgrein.

Alpjodlegt samstarf

e Virk patttaka i samstarfi tonlistarborga, m.a. med sameiginlegum pekkingarvidburdum,
tonlistarhatioum, listamannadvol og gagnkvaemu kynningarstarfi.
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Starfshépur um ténlistarborgina Reykjavik

Abyrgdarmadur:
Borgarstjorinn { Reykjavik.

Inngangur:

Ténlistarborg byggir 4 liflegum tonlistaridnadi og tonlistarhagkerfi. Ténlistarborg getur skilad
miklum hagraenum, félagslegum og menningarlegum 4vinningi auk bess ad skapa fjslda
starfa. Tonlistarborg er einnig til pess fallin ad draga ad ungt folk og teeknifyrirtaeki. i
Reykjavik er pegar til stadar blomleg ténlistarsena, gott adgengi ad rymum og toénleikastédum
auk pess sem 1 borginni er ad finna tonlistarhétidir, utgafufyrirteeki og frjosamt umhverfi fyrir
gott tonlistarlif.

Hlutverk starfshéps:
Ad mota tilldgur um tonlistarborgina Reykjavik og dsetlun um framfylgd peirra { samradi vid
hagsmunaadila i tonlistarlifinu.

Helstu verkefni:

e AQ safna upplysingum um hvad parf ad vera til stadar { tonlistarborg og greina ad
hvada marki Reykjavik uppfyllir peer krofur.

e Greina mogulegan avinning ad pvi ad efla Reykjavik sem tonlistarborg, m.a. 1 formi
starfa sem verda til 1 kringum ténlist og tonlistarh4tidir og fjolgunar ferdamanna.

e AJ kanna kosti og helstu leidir sem liklegar eru til ad efla Reykjavik sem
tonlistarborg.

e AJ gera tilldgur um adkomu og studning Reykjavikurborgar vid tonlistarborgina
Reykjavik og einnig hvernig rikisvaldi® geti stutt vid tonlistarborgina.

e Kostnadarmat 4 tillogum.

Starfshopurinn hafi skyrsluna Mastering a Music City og Seattle Music City og 7 lykilstefnur
fyrir tonlistarborgir til hlidsjonar { stérfum sinum en per eru:

1. Ténlist og ténlistarvaenar reglugerdir (Music and musician-friendly policies), m.a.;
e Regluverk er tengist tonleikahaldi (m.a. opnunartimar, afengisleyfi,
bilastezdamal).
o Skipulagsmal (m.a. deiliskipulag).
e Algengi ad leiguhtisnadi & vidradanlegu verdi.
«  Mikilvagast er ad skapa studningsrikt umhverfi sem stydur tonlistarfolk { ad
geta einbeitt sér ad pvi sem pad gerir best - skapa og flytja tonlist.

2. Ténlistarskrifstofa (Music Offices);
»  Tengilidur vid alla hagsmunaadila (tonlistarfélk, hagsmunasamt6k, opinberar
stofnanir osfrv).
o Leidir tonlistartengd stefnumal og sér um urlausn 4greiningsmala.
« Reynsla tonlistarborga hefur synt ad pzer borgir sem eru med svokallad “single
point of contact” fyrir tonlistarsamfélagid eru med skilvirkari stefnu og gengur
betur i ad koma stefnumalum {1 verk.

3. Tonlistarradgjafanefnd (Music Advisory Boards);
» Tenging 4 milli tonlistaridnadarins og borgarinnar.
o Nefnd par sem saman koma fulltriar Gr tdnlistargeiranum en einnig



sérfreedingar Ur tengdum geirum, svo sem ferdamalaidnadinum.
» Nefndin fer yfir mal er tengjast tonlistaridnadinum og vinnur ad pvi ad koma &
samstodu { mikilveegum malum.

4. Samfélagspatttaka(Engaging the broader community);
o Patttaka/adkoma sem flestra sem verkefnid hefur ahrif 4.
e Ténlistaridnadurinn samanstendur af morgum litlum og medalstorum
fyrirteekjum auk einstaklinga sem starfa einnig { 60rum geirum.

5. Adgengi ad menntun, rymum og ténleikastodum (Access to spaces and places);
*  Grundvallaratridi fyrir ténlistarborgir er ad frambod af &finga- og vinnurymum
auk ténleikastada { mismunandi steerdarflokkum sé nagilegt.
°  Adgengi ad ténlistarmenntun.,

6. Ahorfendapréun (Audience development);
e Frambod af mismunandi tonlistarvidburdum.
e Opnir tonlistarvidburdir eda vidburdir 4 vidradanlegu verdi fyrir yngri
aldushoépa til ad kynna fyrir peim mismunandi tonlistarstefnur. Markmidid er
ad ala upp betri hlustendur.

7. Tonlistarferdamennska
Ahersla 4 fjslbreytt frambod tonlistartengdra vidburda sem lada ferdamenn til
borgarinnar. Sem demi ma nefna ténlistarhatidir (Iceland Airwaves og
Jazzhatid Reykjavikur, myrkir musikdagar o.1l.

Starfshépinn skipa:

Svanhildur Konradsdéttir, menningar- og ferdamalasvidi (formadur).
Hildur Gunnlaugsdéttir, umhverfis- og skipulagssvidi.

Bjarni Danielsson, skrifstofu eigna og atvinnupréunar.

Sigtryggur Baldursson, UTON.

Bryndis Jonatansdéttir, UTON.

Starfsmenn:
Signy Palsdéttir, menningar- og ferdamalasvidi.

Til radgjafar og samstarfs:

Starfshépurinn hafi samrdd vid tdnlistargeirann, p.e. tonlistarfolk, eigendur ténleikastada,
upptdkustjéra, hagsmunasamtok og adra hagsmunaadila. P4 leiti starfshépurinn radgjafar
innan og utan borgarkerfis hja adilum med sérpekkingu 4 vidfangsefninu.

Starfstimabil:
Starfshopurinn skili nidurstédum til 4byrgdarmanns fyrir lok febrtiar 2017.

Reykjavik, 9. desember 2016

A Cﬂ(@——' ,,,,,,,
L

A )
Dagur B Egge




Fylgiskjal 6.2. Skipulag samradsfundar og patttaka 8.2.2017

Reykjavik — Ténlistarborg
Vinnufundur i Rimu — Horpu
8.febraar, milli kl 13 og 17

Starfshopur Tonlistarborgar:

Svanhildur Konradsdottir

Bryndis Jonatansdottir

Hildur Gunnlaugsdottir

Jakob Frimann Magnusson

Oli Orn Eiriksson

Sigtryggur Baldursson

Starfsmenn: Signy Palsdottir, S6lrdn Sumarlidadéttir

Fundarstjorn: Bjarni Snabjérn Jonsson

Hépstjorar:

Tonlistarmenntun og tonlistaruppeldi — Kristin Valsdottir

Tonleikastadir og vinnurymi — Solran Sumarlidadottir

Stookerfi og styrkir — Bryndis Jonatansdottir

Vidskiptaumgjord og tonlistarionadurinn — Jakob Frimann Magnusson
Reglugerdir, skipulagsmal, og umgjérd um tonlistarlifid — Hildur Gunnlaugsdottir
Markadssetning og tonlistarferdamennska — Sigtryggur Baldursson
Tonlistarhatidir og vidburdir — Signy Palsdottir

opinn flokkur — Svanhildur Konradsdéttir

ONoGa~WNE

Bod var sent til um 160 fulltrda Gr ténlistarlifinu
Svor barust fra um 105.

74 stadfestu komu

62 meettu, auk starfshops og fundarstjora

patttakendur & vinnufundi voru alls 71 (med fundarstjéra og medlimum starfshops). bar af voru 37
konur og 34 karlar.
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Skradir patttakendur (adrir en starfshdpur og fundarstjori):

Addy Olafsdottir Kristin Valsdottir

Anna Sigurbjornsdottir Kristjana R6s Gudjohnsen
Arni Matthiasson (Lara Runarsdottir- forfoll)
Asa Hauksdottir Larus J6hannesson

Ashildur Bragadottir (Leifur Bjornsson- forfoll)
Aslaug Fridriksdottir Logi Pedro Stefansson
Asmundur Jonsson Lucy Hill

Benedikt Reynisson Margrét Arnardottir

Berglind Toémasdottir Margrét Norddahl

(Bjarni Jonsson- forfoll) Margrét Ragnarsdottir

Bjorg Jonsdottir Maria Huld Markan Sigfasdottir
Bjorn Kristjansson (Maria Rut Reynisdottir- forfoll)
Bjérn Th. Arnason Melkorka Olafsdottir

Bjorn Thoroddsen (Olafur Pall Torfason- forfoll)
(Boovar E. Gudjonsson- forfoll) Pétur Pér Benediktsson
(Bragi Valdimar Skulason - Ragnheidur Jona Jénsdottir
forfoll) S. Bjorn Blondal

(Kjartan Gudbergsson- forfoll)  Samuel Jon Samdelsson
Dagur B. Eggertsson Sigfridur Bjornsdottir

(Egill Astradsson- forfoll) Sindri Astmarsson

Einar Bardarson Steinunn Birna Ragnarsdottir
Einar Orn Benediktsson Sunna Gunnlaugsdottir

Eldar Astpérsson Sveinbjorg Birna

Elfa Lilja Gisladéttir Sveinbjornsdottir

(Elisabet Indra Ragnarsdottir-  Arnheidur Vala Magnusdottir
forfoll) porgnyr Thoroddsen

Elsa Yeoman Paérir Johannsson

Eva Einarsdottir Porunn Greéta Sigurdardottir

Freyja Gunnlaugsdottir
Grimur Atlason
Gudmundur Birgir Halldérsson
Gudrun Bjork Bjarnadottir
Gudvardur Gislason
Gunnar Gudbjornsson
Gunnar Gudmundsson
Gunnar Karel Masson
(Halldor Bragason- forfoll)
Hallveig Ranarsdottir
Harpa Rut Hilmarsdottir
Haukur Grondal

(Inga ROs Ingolfsdattir- forfoll)
Ingibjorg Elsa Turchi
Ingvar Geirsson

isleifur B. bérhallsson

Jon Myrdal

Kaéri Sturluson

Karitas Kjartansdottir
Kjartan Olafsson

Kolbran Halldérsdottir
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HELSTU AHERSLUR FRA SAMRADSFUNDI:

TONLISTARMENNTUN OG TONLISTARUPPELDI:

beeta adstodu og tekifeeri til tonlistariokunar i grunnskolum og fristund, og i sumarfrium
beeta adgengi ad tonlistarndmi og 6had efnahag, uppruna, fotlun og 6dru sem getur talist til
hindrana.

auka tengingu grunnskola og tonlistarndms
auka adgengi barna og ungmenna ad tonleikum, i Horpu og annars stadar.
beeta kjor og fjolga tonlistarkennurum

auka samvinnu milli grunnskola, leikskola, tonlistarskola og annarra menntastofnana pegar
ad tonlistarndmi kemur

auka &herslu i framhaldsnami tonlistar & greinar sem tengjast tonlistarionadi,
vidskiptahlidinni og pvi ad koma sér & framfeeri

efla LHI — greida ar husnadisvanda og efla frambod og adstodu teeknindms

TONLEIKAHALD OG VINNUADSTADA

leysa ur miklum vinnuadstéduvanda ténlistarmanna i borginni

standa vord um og efla fjolbreytilega tonleikastadi i borginni

leysa ur fasteignavanda Horpu

auka tonlistarflutning og synileika tonlistar i borgarlandinu

beeta og gera adgengilegri adstodu til tonlistarflutnings @ opnum sveedum i borginni
Skyra abyrgd a stefgjoldum vegna tonleikahalds

tryggja rekstargrundvoll tonlistarhatida med langtima fjarmdgnun

STARFSUMHVERFI OG STODKERFI

studla ad pvi ad ténlistarmenn fai greitt fyrir vinnu sina skv toxtum

beeta adstddu og teekifeeri til tonleikahalds — of erfitt og dyrt fyrir tonlistarfolk ad halda
tonleika

auka stuoning vid grasrotina

byggja upp géda adstodu til efinga og upptdku, en mikill skortur er i borginni a
vinnuadstoou fyrir tonlistarmenn.

Stofna tonlistarskrifstofu i Reykavik sem stydur vid og tengir helstu adila tonlistarlifsins
auka samstarf og samraemingu a studningi vid tonlistarlifid

stofna tonlistarklasa i tt vid sjavarklasann par sem tonlistartengd fyrirteeki og tonlistarmenn
geta starfad hlid vid hlid

opna leid tonlistaridnadar og tonlistarmanna inn i nyskdpunarsjodi og efla sprotastarfsemi
storbaeta rannsoknir & tonlistarlifi og baeta midlun a talnaefni um tonlistarlifio
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MARKADSSETNING, NYSKOPUN OG VIDSKIPTAUMHVERFI

e Skilgreina tonlist sem einn af frumkréftum borgarinnar

e auka fjdrmagn til imyndarskdpunar og markadssetningar & Reykjavik sem tonlistarborg

e auka aherslu & tonlistarsdgu og sérstédu borgarinnar hvad vardar tonlist, med
natonlistarsafni til deemis

e auka samvinnu vid ferdapjonustufyrireeki um midlun tonlistar og tonlistarvidburda til
ferdamanna

e Efla vidburdadagatal i samvinnu vid ténlistarmenn og tonleikahaldara og tengja beint
midasolu

e skapa 6flugri tengingar vid tonlistarborgir erlendis, t.d. i formi “vinatdnlistarborga”
e Auka studning vid UTON
e opna leid tonlistaridonadar og tonlistarmanna inn i nyskdpunarsjédi og efla sprotastarfsemi
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Yfirlit um tonlistarnam fra SFS

Greinargerd Sigfridar Bjornsdottur deildarstjora listfraeedslu a Skola- og
fristundasvidi byggd a tillogum starfshops um Toénlistarborgina Reykjavik (3.
Skapandi og proskandi umhverfi) og hugmyndavinnu a SFS

Yfirlit

Yfirlit yfir umfang og dreifingu ndmstakifzera d svidi ténlistar sem styrkt er af
Reykjavikurborg og érfdar hugmyndir ad adgerdum it frd tillogum starfshéps

Um tdénlistarnam

Toénlistarnam i tonlistarskdlum i Reykjavik sem njdta studnings & grundvelli samninga vid borgina fer
fram i 18 ténlistarskélum og er heildarfjoldi nemenda sem falla undir slika samninga 2707. bar af
stunda nam & efri stigum um 415 nemendur og fer pad nam fram med studningi ar J6fnunarsjédi
sveitarfélaga. Alls stunda 289 nemendur tdnlistarndm i Reykjavik sem eiga logheimili utan
borgarinnar, par af 110 & nedri stigum, en peir eru allir inni i pessum télum. Rétt er ad taka fram ad
tonlistarnemendur sem hér um raedir eru a 6llum aldri.

Reykjavikurborg rekur ténlistarskéla fyrir 34 nemendaigildi vid Grunnskélann Klébergi.
Skélahljémsveitir 8 vegum borgarinnar eru fjérar og munu fra hausti hafa 480 nemendur i nami. Alls
stunda pvi 2694 nemendur formlegt ténlistarndm med studningi borgarinnar og eru pa nemendur
sem stunda ndm med studningi fra Jofnunarsjédi ekki medtaldir né heldur peir nemendur a nedri
stigum sem eiga logheimili utan Reykjavikur, enda fai skélar studning vegna peirra fra viokomandi
sveitarfélogum. Yfirlit yfir starfsemi skélahljomsveita er ad finna i sérstoku yfirliti.

Toénlistarnemendur i ténlistarskélum i borginni skiptast pannig eftir ndmsstigum:
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Hér fyrir nedan eru nokkur sjonarhorn sem vert er ad skoda med tilliti til vandlega igrundadra skrefa
vegna umbata a svidi ténlistarndams i borginni.

Dreifing nemenda milli tonlistarskdla, aldurshépa og hverfa eru allt sjénarhorn sem vert er ad skoda.
Hér ma til deemis sja hvernig nemendur dreifast & tdnlistarskdla og milli namsstiga. Skdlarnir eru
margir og olikir, eins og sja ma af staerd peirra og hve litaskiptin i silum peirra eru élik.
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En tdnlistarskélarnir kenna nemendum Ur 8llum hverfum borgarinnar og peir eru & ymsum aldri. A
nestu mynd md sjd hvernig heildarfjoldi ténlistarnemenda i tdnlistarskélum og svo
skdlahljdmsveitum er mishatt hlutfall af mannfjélda i hverfunum a aldrinum 2-18 ara.

Fyrstu prjdr sulur frd vinstri i hverju pdstnumeri syna hlutfall heildarfjélda nemenda i badum gerdum
ténlistarnams af heildarmannfjolda 2-18 ara i hverfinu.

Seinni sulurnar tveer fyrir hvert pdéstnimer syna hvert hlutfallid er pegar adeins er miéad vid pa
ténlistarnemendur sem eru a peim aldri lika.

Tolurnar inni i myndinni eiga vid sidustu sdluna sem synir samanlagt hlutfall 2-18 dra nemenda i
tonlistarskdlum/skdlahljémsveitum af mannfjolda @ sama aldri i hverfinu. Um er ad raeda patttoku i
toénlistarnami 4 bilinu 5-13% eftir pdstnimerum i pessum aldurshépi.

Hverfi 111 sker sig verulega Ur og er patttaka par langleegst. Ténlistarnamspatttaka er hlutfallslega
mest i hverfum 107 og 101 i pessum aldurshépi. Bidlistar eru i ténlistarndam i hverfi 111 og pvi er
ahugaleysi ekki skyring & pessu. Ekki hefur verid hsegt ad maeta vaxandi dhuga & ténlistarnami i
hverfinu og 4 pad ekki sist vid um dhuga 4 patttoku i skélahljomsveitarstarfi.
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Ad medaltali er tonlistarndmspatttaka i hverfum i borginni um 10% i pessum aldurshépi. Ekki er i
pessum télum teknir med nemendur i hverfi 116 par sem adstadur eru par mjog sérstakar.

[ 1josi pessara talna kemur pvi ekki évart hvernig mynd pad gefur ad skoda hlutfall nemenda &
framhaldsstigi midad vid heildarfjolda ibda i hverfum.

Framhaldsstigsnemendur sem hlutfall af ibuafjolda
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Aldursdreifing i hverfum hefur ad sjalfségdu ahrif 8 pessa mynd en almennar linur eru skyrar og ljést
ad misdreifing nytingar ténlistarndmstaekifeera speglast i beaedi heildarfjéldasyn og pegar skodad er
hlutfall peirra sem na lengst i ndminu midad vid mannfjolda.

[ 1j6si pess hve rannséknir syna Otviraett jakveed ahrif tonlistarndms & hvern nemanda ba er
misdreifing pessara gaeda illverjanleg. Ekki er pad sist i ljési pess ad bidlistar eru i ténlistarndam i
viokveemasta hverfinu, baedi hja skélahljdmsveitum og toénlistarskélum. Eitt af forgangsatridum i
endurskodun tdnlistarmenntunar i borginni hlytur ad vera stérdtak a pessum vettvangi.
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Orfaar hugmyndir ad adgerdum - brot af draumsyn

Tonlistarnam i leik- og grunnskélum

Tryggja ad grunnskdlar Reykjavikur uppfylli éfravikjanlega skyldur sinar samkvaemt namsskra
begar kemur ad kennslu i listgreinum og hafi taekifeeri til ad proa starf sitt og adstodu mead tilliti
til dherslu 4 listir og sképun i starfinu

* stydja stjérnendur skdla vid ad byggja upp tilbod 4 svidi lista og bjéda listafélki til
samstarfs i mun meira maeli en gert hefur verid

* beeta bunad og auka efniskaup og leita til barna og unglinga hvers skdla vid
forgangsrodun

* stdérauka moguleika & studning vid préunarverkefni a svidi listgreina og studningi
vio listtengda vidburdi barna s.s. i tengslum vid Barnamenningarhatid

Efla songstarf i leik- og grunnskélum m.a. med aherslu a kdrastarf grunnskélum og faglegum
studningi vid leikskélakennara og leidbeinendur

* setja af stad korstarf i voldum skélum par sem stjérnendur hafa mikinn ahuga og
skoda med hvada heetti er haegt ad festa slikt i sessi pratt fyrir skort &
ténmenntakennurum s.s. med vel menntudu songfolki

* setja sénghafni sem vidmid vid radningu ofaglaerds starfsfolks i leikskélum sem
geeti pad fengid metid til launa ef pad taeki ad sér songstarf med bornunum

z

Leita markvisst leida til ad bregdast vid skorti @ tdnlistar- og tonmenntakennurum i
grunnskoélum og baeta st6duna m.a. med pvi ad byggja upp spennandi starfstilbod par sem
bxdi adstada og samsetning kennslunnar er byggd upp i samstarfi milli skdlastjornenda og
kennara

* med pvi ad byggja upp tonlistarkennsluteymi i hverfum par sem nokkrir
ténlistarmenn eru radnir hja hverfinu til ad fara @ milli — einir eda saman eftir
verkefnum — og baedi kenna, stydja vid og taka patt i tdnlistarstarfi barna og
ungmenna

* med pvi ad skoda moguleika & namsstyrkjum til framdrskarandi, reykviskra
tonlistarnemenda sem velja ad fara i tonlistarkennaranam /
ténmenntakennaranam vid islenska haskdla

* med pvi ad skoda reynsluna sem byggst hefur t.d. upp i Fellaskéla af kennslu og
tilbodum Tdéneyjar og nyta hana vié uppbyggingu nyrra tilboda

* med pvi ad fara i samtal vid haskdélasamfélagid um menntun listgreinakennara
og byggja urraedi til fjdlgunar listgreinakennara m.a. @ rannséknum sem liggja
fyrir
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* med pvi ad fara i 6flugt og lifandi samstarf vid ténlistarmenn i listkennsludeild
LHI

* med pvi ad muna ad engin ein leid mun bzeta astandid

Skoélahljomsveitir borgarinnar

Skilgreina markmid og stefnu ténlistarnams i skélahljémsveitum Reykjavikurborgar

* vinna parf starfskra, stefnu og vidmid um geedi i starfinu med starfsfolki,
nemendur og foreldrum

Baeta adstodu og hljédfaerakost skélahljomsveitanna med fjolbreytilegt starf ad leidarljosi

. hljé6faerakostur er ad Ureldast hratt og endurskoda parf fjarmognun hans og
rétta vid stoduna med inngripi

. adstada skolahljdmsveita i Reykjavik er mjog mismunandi.
Reykjavikurborg verdur ad gripa taekifeeri sem gefast pegar kemur ad nybyggingum
eda endurnyjun husnadis og byggja storhuga upp sambaerilega adst6du og pekkist
i nagrannasveitarfélogum. Daemi er pegar kemur ad uppbyggingu i Breidholtsskéla,
en pa veeri teekifzeri til ad koma upp adstédu sem myndi gjorbreyta moguleikum i
hverfinu.

. kanna moguleika & ad auka samspili i smaerri hépum med auknu
kennslumagni @ hvern nemanda og auka pannig fjolbreytni i tonlistaridkun a
vettvangi sveitanna

Fjélgun nemenda i samrami vid fjélda barna i hverfum

*  sbr. yfirlit yfir ténlistarndm fremst i greinargerd

Adstada til tonlistaridkunar utan skdlatima

Stérbaett adstada til fjolbreyttrar tonlistaridkunar a fristundaheimilum og félagsmidstodvum

* stydja enn frekar vid oOflugt samstarf félagsmidstodva vid tdnlistarfélk og
hljomsveitir

* byggja upp adstodu og skapa sérpekkingu i félagsmidstodvum
* sja- Brot ur mogulegri framtidarsyn fyrir nedan — dmeeld teekifzeri

Vinna ad frambodi ténlistarnams innan skdéla og fristundaheimila til ad bregdast vid 16ngum
bidlistum i tonlistarskdla i Reykjavik

. setja af stad prounarverkefnid i tonlistarkennslu @ grundvelli lyéraedislegrar
nalgunar sem kynnt var & rddstefnu um fristundastarfid i Hi haustid 2016

. sja - Brot Ur mogulegri framtidarsyn fyrir nedan — dmeeld taekifaeri
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Bj6da upp a sumarnamskeid og vinnustofur helgadar ténlist fyrir born og unglinga til ad auka
samfellu i tonlistariokun og —nam

* til deemis med pvi ad bjéda nemum i ténlistarkennslu eda & framhaldsstigi i
ténlistarndmi 6rugga sumarvinnu sem jafnvel maetti meta vid haskdlana

Frambod ténlistarvidburda fyrir bérn og med bérnum

Auka enn frekar frambod tdnlistarvidburda fyrir born og med bérnum hja
menningarstofnunum Reykjavikurborgar og adilum sem Reykjavikurborg styrkir i gegnum
akvaedi um barnastarf i samningum

*  Sa mikli ahugi og kraftur sem margir ténlistarmenn og ténlistarhdpar hafa synt i
starfi fyrir born og med bornum atti ad vera peim til tekna pegar kemur 3
umsoéknum um styrki eda samstarfssamninga.

Bzeta adgengi barna og ungmenna ad vidburdum i Horpu og 6drum tonleikastodum sem bjéda
upp a ténleika fyrir born a skoélatima og auka moguleika a ad nyta slika stadi med bornum sem
flytiendum

* leysa verdur vanda peirra barnahdpa sem erfitt eiga med ad sakja vidburdi
vegna fjarleegdar s.s. med Utbodi um hdpbilaakstur med petta vidfangsefni i
huga

* semja verdur um sérstaka verdskra i kirkjum, s6fnum og tdnleikahdsum pegar
kemur ad vidburdum par sem boérn eru flytjendur

Auka adfengna ténlistarvidburdi i skélum og leiksk6lum m.a. i gegnum aukna adkomu
Reykjavikurborgar ad verkefninu “List fyrir alla”

« List fyrir alla“ er mikilvaegt verkefni og patttaka i Reykjavik skiptir lika
listamennina miklu mali. Skapa parf moguleika til ad kaupa inn slika vidburdi og
mogulega veeri best ad hafa midlaegan pott sem haegt veeri ad saekja i frd peim
skolum sem vildu taka patt

Eftir 5 ar - Brot ur mogulegri framtidarsyn:

Punktar teknir saman 2015 - undirpunktar unnir 2017
Vidamikid samstarf tonlistarskdla og grunnskdla, grenndarsamfélags auk menningarstofnana

* Stydja parf sérstaklega vid paer stofnanir sem pegar hafa préad slik verkefni. Dami eru
leikskolaverkefni Tonskdla Sigursveins @ barnamenningarhatid. Einhver umbun parf ad bua i
kerfinu — en af tvennu eru pd teekifeeri mikilveegari. bannig eru styrkir til préunarverkefna
mjog mikilveegir og pyrfti ad efla.
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Oll born hafa stundad ténlistarnam i 2 ar fyrir 14 ara aldur

* Spennandi veeri ad ndlgast petta 4 opnum grunni par sem stutt veeri vid formlegt sjalfsndm
nemenda og lydraedisleg vinnubrégd par sem yngri nemendur fengju markvissa kynningu 3
nokkrum hljédfaerum ad eigin vali og reynslu i t.d. 1 ar og sidan markvisst nam a hljéofzeri ad
eigin vali i 1 ar. Eldri nemendur hefdi ekki misst af lestinni heldur myndi peim bjédast
hépnam i peim anda sem préadur hefur verid helst i Ténlistarskéla Arbaejar — t.d.
hljémbordsnamskeidin.

Oll born fra 10-16 ara hafa adgang ad vandadri adstédu til tonlistaraefinga og upptoku a
samstarfsvettvangi skodla og fristundar

* Einfaldar lausnir s.s. gamar sem innréttadir eru sem toénlistarseefingarymi med ollum
hljédfeerum og upptdkuteekjum sem & parf ad halda eru notadar t.d. i Odinsvéum. Ef
monnum hugnast betur annad pd er fyrir hendi ahugi og hlsnadi i Fristundamidstodinni i
Midbergi i Breidholti - og meetti byggja par og hugsanlega einum 68rum stad i baenum
sérstaka adstodu til upptdku og hljdodvinnu fyrir hljomsveitir ungmenna. Zfingahlsnaedi
vantar fyrir hljomsveitir. Hugsanlega maetti skoda samstarf vid tdnlistarskdéla um ad bjoda
upp a slikt i peirra hisnaedi — pad veeri ddyrara ad hjalpast ad med bunad og launakostnad
starfsmanna heldur en ad reisa slikt fra grunni. Til pess pyrftu pé vidkomandi
tonlistarskoélafulltraar ad gangast inn @ hugmyndafraedi sjalfraedis og lydraedis likt og tidkast i
fristundastarfi med ungmennum i Reykjavik. Fagmenntadir adilar/reyndir adilar til ad adstoda
ungmennin veeri 6rugglega farszlt.

Sjalfsndm barna i tonlist og hlidargreinum hennar hefur aukist til muna

+  Stjérnandi Tonlistarskéla Arbaejar hefur préad umhverfi fyrir ,flippada“ hljédfeerakennslu og
veflaegan studning vid sjalfsnam i ténfreedum. Koma parf pessum tilbodum og studningi med
peim formlega inn i skdlana og stydja ungmenni sem vilja taka slikt nam t.d. sem val i efri
bekkjum. Mat & frammistodunni geeti verid samstarfsverkefni tdnlistarskdlans og
grunnskélans. Nemendur zettu lika ad geta tekid slikt sem hluta af tdmstundum sinum. Sja
umraedu ofar um sjalfsnam og mat a pvi.

islensk vefsvaedi hafa styrkst sem opnar leidir fyrir nemendur a 6llum aldri

»  Hér er visad til Tonlistarskdla Arbaejar — en stjérnandinn er pegar petta er skrifad ad pjalfa
kennara nys menntaskola i tonlist i skipulag fjarafanga og vefstudds nams.

Mat a sjalfsnami hefur verid sett i farveg

* Allt mat @ pvi sem ungmenni eru ad gera ,utan” grunnskdlans er i molum. Ungmenni eiga ad
geta sjalf motad hvad pau zetla ad gera og hvernig pau vilja ad pad sé metid - hvort heldur i
grunnskéla eda framhaldsskdla. Sjalfsnam er jafn mikil stadreynd eins og deilihagkerfid, en
skolakerfid fylgir ekki med og nytir ekki moguleikana.

* Ppad ad nemandi feer einingar i framhaldsskdla fyrir ad saekja afanga i t.d. ljosmyndun, sem
par eru bodnir & byrjendastigi, en faer ekki einingar fyrir tonlistarskélanam & nedri stigum eda
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t.d. fyrir verkefni sem hann vinnur sem patttakandi i veflaagu ndmskeidi eda vefsamfélagi og
getur skilad portfoliu/verkefni og skyringum med peim — er timaskekkja.

* Ppad sem parf ad opna fyrir og gerist einhvern tima er ad nemandi kemur sjalfur med tillogu
ad verkefni sem hann saekir ad fa sampykkt sem val eda til eininga og vinnur pad sidan. Morg
slik skref skapa vidkomandi persénulega ndlgun og haefni sem enginn annar hefur i sému
samsetningu eda byggda eins upp.

*  bessi hugsun snertir ténlistarnam beint pvi par liggja otruleg teekifeeri til ad opna @ métun
verkefna og framvindu peirra hja nemendum sjalfum. Fyrir hendi eru pegar samstarfsadilar
sem haegt veeri ad stiga fyrstu skrefin med hvad tonlist vardar.

Tonlistarskolar og grunnskolar leggja bérnum til hljédfeeri, hvort heldur i timabundnu
sjalfsnami eda kerfisbundnu ténlistarnami

* Borgin atti ad eiga hljédfaerakost i skdlum og fristundaheimilum sem bdrn geta kynnst og
bau attu ad geta bedid um leidbeiningar fra kennara — pa er ekki verid ad tala um formlegt
reglulegt ndm heldur studning vid fyrstu skref & grundvelli dhuga. Slikur adili geeti verid
tiltaekur t.d. @ halfs manadar fresti og hjalpad peim sem vildu nyta teekifeerid til ad fa adstod
vid t.d. gitarleik eda fidluleik i smeerri eda staerri hdpum. Fyrirmyndin er til i storum erlendum
verkefnum og hafa sum verid kynnt hér 3 landi.

Tonmennt stendur sterkum fétum og korar eru starfandi i 6llum skélum

* Kennaraskortur mun valda miklum vanda um 6fyrirséda framtid hvad vardar tdnmennt. bad
hjalpar ekki ad mat til launa listgreinakennara er ekki jakveett. Samningsadilar gaetu skodad
ad meta namsar a framhaldsstigi i listgreinum eda 4.stigs nam (eda haskdélanam) til launa til
vidbotar vid kennaralaunin til ad jafna pessa stédu.

* Leidir til ad gera starfid eftirséknarvert eru nokkrar og paer mikilvaegustu eru annars vegar
adstada og hins vegar taekifeeri. Teekifaeri til ad bidja um bunad, bidja um adstod i steerri
verkefnum, bidja um svigrdm til ad geta profad sig afram.

* Korastarf er uppeldisstarf og byggir a tengslum vid bornin - traust og virding er grundvollur
starfsins og erfitt ad koma sem gestur inn i stofnanir til ad halda upp sliku starfi an pess ad
tengjast bérnum og ungmennum i skélastarfinu almennt. En petta er haegt — til pess parf hins
vegar sérstakt folk sem hrifur dvenjulega sterkt med sér annad félk.

» Stydja parf vio pad kdrastarf sem fyrir er i skélum og skapa samstarfsvettvang.
Bunadur hefur allur stérbatnad og starfsvettvangurinn pvi eftirsoknarverdari

»  Skortur 3 toénlistarkennurum er yfirvofandi. Reykjavikurborg parf ad gripa til adgerda og lada
vel menntada toénlistarnemendur borgarinnar ad sliku nami. Styrkja parf vidleitni
haskdlastofnana til ad bjéda upp & slikt ndm og vinna ndid med nemendum par. Mogulegt
veeri ad bjéda namsstyrki i pessu sambandi.
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pad er langhlaup ad lada ad kennara og baeta bunad en pvi lengur bedid er pvi staerri verdur
uppsafnadur vandi vegna skortstédu 4 o6llum svidum. Vid verdum ad pora ad byrja haegt en
orugglega og staekka svo smam saman.

Til deemis gaeti borgin dzetlad um 20 mkr & hverju ari i kaup & binadi vegna ténmenntar,
hljé6faerakynninga og sjalfsnams a svidi ténlistar i grunnskélum og fristundaheimilum og
adstodu til ad hafa pann bunad adgengilegan, vel vid haldid og endurnyjadan reglulega.

Born upplifa muna meira sjalfstaedi i nami sinu og stjorn a pvi, sja ofar

Foreldrar eru i nanum tengslum vid nam barna sinna og hafa ahrif a skolastarfid

Virkjum foreldra. A3 skapa vitt eignarhald og patttoku 4 ndmi og taekifeerum barna er
spennandi og mikilvaegt verkefni. Notkun taekni til ad deila vidfangsefninum og framvindu i
naminu er mikilveegur pattur. Einnig maetti skoda moguleika & pvi ad bjéda ahugasdomum
foreldrum studning i hljodfaeraleik i formi kennslu i t.d. smaerri hépum.

Teekni er notud til ad auka synileika og patttoku allra hlutadeigandi

Stydja parf kennara til ad nota taekni sem er vid hendina i simum og spjaldtélvum til ad
nalgast med nyjum heetti ,skjalfestingu” ndmsins og framvindu pess. Upptokur skapa svo
moguleika til ad leyfa adstandendum ad fylgjast med arangri, stydja vid sefingar med pvi ad fa
upplysingar 4 pessu formi og margt fleira. Kjarasamningar heimila greidslur vegna notkunar
tolvu med toénlistarforriti vid kennslu ad beidni skdlastjéra og eru moguleikarnir sem pad
skapar vannyttir.

Skyr og opin leid (fjolbreytt?) er fyrir pau sem lengst na i nami hvad vardar skélagongu

Sidan pessir punktar voru teknir saman (2015) hefur verid stofnadur menntaskali i tonlist og
er sérlega forvitnilegt ad fylgjast med proun mala. Sérstaka dherslu parf ad leggja a ad fylgjast
med kerfinu og tryggja ad pessi vidbot sé i raun vidbot vid floruna i tilbodum en valdi ekki
faekkun taekifeera eda minnki fjdlbreytni tilboda til lengri tima litid.

Mikill ahugi a ténlistarnami

Enn er pad svo ad nemendur sem sakja um tdnlistarnam i Reykjavik eru mun fleiri en pau
seeti i skolunum sem eru i bodi. bannig er ekki haegt ad kvarta undan ahugaleysi.

Hitt er ad menn hafa ahyggjur af framtidarsyn ténlistarnemenda og pvi hversu fair halda
afram i ndmi i sumum hljédfaerum.

Einnig hafa menn ahyggjur af kennaraskorti 3 svidi tonlistar. Tryggja parf ad peir adilar sem
namiod bjoda geri pad sem sameinad og sterkt afl.

Faerri og steerri tonlistarskolar

Ténlistarskélar i Reykjavik eru margir og flestir litlir. | skodun er hvernig megi studla ad feerri
og sterkari skolum pegar litid er til framtidar.
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Hagraeding hefur skilad leegri efnahagsproskuldum

Efnahagsproskuldar i téonlistarndmi eru stadreynd. Skélagjold i nyjum menntaskdla i ténlist
verda laegri en pekkst hefur lengi i Reykjavik og ekki fyrirséd hvada ahrif pad hefur a gjold
annarra. Vist er ad betri og 6ruggari fjdrmodgnun kennslu & efri stigum studlar ad oryggi i
rekstri sem gaeti mogulega gert skélum kleift ad leekka skolagjold.

Tonlist er notud i borginni til ad braa bil milli hépa samfélagsins og skapa sameiginlegan,
menningarlega fjélbreyttan vettvang.

Nylega fékk Hafdis i Kramhusinu verdlaun fyrir sitt starf. Undir hennar stjérn hefur t.d. um
arabil verid bodid upp 4 ndmskeid med kennurum vida ad ur heiminum & svidi danslistar.
Fordeemi hennar er émetanlegt. En mogulega eru lika énotud teekifeeri til ad radgjafar og
jafnvel samstarfs. bad er erfid stefna ad vilja alltaf finna upp hjélid. Mikilvaegt er ad vinna
med rotgronum adilum med mikla og vandada sérhaefingu. bannig nytum vid reynslu sem

liggur fyrir og getum byggt upp af o6ryggi.

Verkefnid , List fyrir alla“ hefur stigid sin fyrstu skref. Mikilveegt er ad Reykjavikurborg og
skolar hennar verdi bornum og ungmennum vettvangur listraennar upplifunar og stigi sterkt
inn i petta verkefni. Leikskdlar og grunnskoélar purfa ad geta pantad til sin og sétt listvidburdi.
Pad er ekki tryggt, b6 ad born bui i borginni, ad pau hafi adgang ad og njéti listvidburda. A
vettvangi fristundar eru taekifaeri til ad skapa mun betri og fjolbreyttari adstodu til idkunar
lista fyrir pa sem pad kjosa.
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Skolahljomsveitir Reykjavikur

[ borginni starfa fjérar skélahljomsveitir, jafnar ad steerd. Nemendur f4 einkakennslu & hljédfaeri 4
grundvelli adalndmskrdr og skylda er ad taka patt i hljdmsveitaraefingum og starfi. Nemendaheimildir
voru alls 441 i borginni en eru eftir 1.jan. 2017 eru heimildir 480 nemendur og kemst su fjélgun ad
fullu til framkvaemdar haustid 2017. bannig verd 120 nemendur i hverri hljdmsveit fra og med hausti
2017.

Samvinna og drangurs- og dnaegjukannanir

Skdlahljdmsveitirnar eru i fjolbreyttu samstarfi vid ténlistarskéla, ténlistarmenn og adra listamenn,
grunnskéla, hverfafélog, starfsstadi SFS auk samstarfs & landsvisu i gegnum Samtok islenskra
skolaludrasveita.

Tvaer kannanir hafa verid gerdar & undanférnum arum. Onnur 4rid 2010 fyrir skélahljdmsveitir
eingdngu og svo arid 2013 var gerd konnun fyrir baedi skélahljomsveitir og ténlistarndam i
tonlistarskélum. Arangur hefur ekki verid kannadur i pessum kdnnunum enda ekki méta hvernig
meta skuli gédan arangur i tonlistarstarfi, fyrir utan préftoku.

Gegnumgangandi mikil anaegja hja foreldrum med starf skélahljdmsveitanna. En vekja skal athygli a
ad kannanir eru mjog gamlar og I6ngu timabaert ad gera nyjar. Stefnt er ad pvi ad leggja fyrir nyjar
kannanir i mai 2017.

Fyrirkomulag

Nemendur i skdlahljomsveitum i Reykjavik fa a bilinu 40-60 minutur i hljé8faerakennslu a viku og ad
mestu i formi einkatima. Byrjendur fa stystan tima.

Reynt er eftir megni ad kenna nemendum hljédfaeratimana i sinum grunnskdla og a skolatima par
sem pvi verdur vid komid. Kennt er eftir AGalnamskra ténlistarskdla.

i hljdmsveitarhluta ndmsins er 6llum hljémsveitunum skipt upp i aldurshépa, prja til fjéra par sem
stundum er gripid til pess ad hafa sér sveit byrjenda a fyrsta ari.

Hljomsveitaraefingar eru 1x til 2x i viku, lengd afinga er nokkud misjofn eda fra 50 min til 90 mindtur {
einu. baer eru haldnar i heimastdd hverrar hljdmsveitar i tilteknum grunnskéla nema ad Hljomskalinn
er fingastdd Skolahljémsveitar Vesturbaejar og Midbaejar.

Nemendum gefst kostur & tonfreedikennslu ymist i samvinnu vid ténlistarskéla, innan
hljémsveitarinnar auk studnings a neti i nokkrum tilfellum.

Namsmat i hljomsveitunum er félgid i samraemdum afangapréfum a vegum Préfanefndar
tonlistarskdla, pess a milli taka nemendur vorpréf. Ekki er skylda ad taka afangaprof po hvatt sé til
pess.
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Dreifing pjénustu - skipulag

Skélahljémsveitir pjéna dkvednum skélum og mikid skipulag fylgir frambodi a einkatimum nemenda &
skélatima i einstokum skolum. Ekki er haegt ad bjoda kennslu a 61l hljédfeeri i 6llum skdlum. Myndin
hér fyrir nedan synir dreifingu pjonustu eftir skélum og fjdlda nemenda i Skélahljémsveit Arbaejar og

Breidholts a yfirstandandi skélaari:

Greining d fjélda nemenda i skélahljémsveitum - aldursdreifing, faedingardr

par sem starfsemin er aldursskipt i prjar sveitir pa er ljost ad styrkur t.d. elstu sveitar sveiflast milli
ara. Haesta sulan synir fidlgun sem vard i SAB pegar steerd sveita var jofnud, almennt eru ekki svo
miklar sveiflur milli d&rganga inn i sveitirnar.

Mismunandi er hversu samstarf vid tdnlistarskdla er umfangsmikid, en pa koma nemendur 3
blasturshljédfzeri i skdlahljdmsveitina og fa ad spila med henni.
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Styrkleikar og tekiferi

[ djupgreiningu a skéla- og fristundasvidi toku stjérnendur sveitanna saman eftirfarandi atridi, svot.

Stjérnendur sja styrk i mjog oflugu foreldrastarfi og velvilja yfirvalda. Pau sja einnig taekifeeri til

pbréunar og breytinga sem peim finnst pessi vettvangur vera kjorinn fyrir.

STYRKLEIKAR

Odirt og adgengileat
ténlistarnamfyrirflestborm i
Reykjavik.

Einstaklingsmidad nam og
félagsleagi patturinn mjég mikil.

Mjig dflugtforeldrasamstarf og
samstarfvia grunnskdla og
tanlistarskdla gott.

Stodugtfiarmagn ogvelvilji

stjdrnvaldaibarginni

Sjalfbeerni. Nemendur |zra ad
gefa af sertil samfélagsins, t.d.

med pvi ad spilaa ellineimilum,

vid hatidleg teekifaer auk eigin
tdnleika.

VEIKLEIKAR

Nams- og kennsluadstada dérugg
og i mdrgumftilfellumdbodleq.

Enginn studningurvid nemendur
mead sérparfir.

Heildarfjéldi nemenda enn adeins
of litill til a8 halda sveitunum alltaf
fullménnudum.

Hljdafaeraflotinn ordinn mjog
aldradurog Grsérgenginn.

Starfslysing stjérnandaog
markmid og stefnur i naminu ekki
til stadar og par af leidandi ekki
nein maeliteeki & drangur

OGN

Ad vera skilgreindursem
fristund® i stadinn fyrir a8 vera
_skali* utan umtdnlist.

Samkeppnivid fidlbreytt iprotta-
ogtémstundastart.

Einnig skortur a fagmennsku 4

svidi kennsiu.

Samagdngur 3 milli hverfa eru oft
ogtidum pannig ad nemendur
dr akvednum hverfum geta ekki
sitt ndmia. Daemi Arb-Breiah.

Litil endurnyjun a haefum
kennurum ag stjdrnendum.
byriti ad skoda leidirtil pess ad
pjélfa og gefafaer 4 ad prdfasig
afram sem stjdrnandi.

Skalahljomeveitirnar eru litill
hdpuri stdru kerfi Rvk sem
tynist audveldlega. Bodleidir of
langar og oft dskilvirkar.

TAEKIFAERI

Mjéig gddurvethvangur fyrir
faglega préun og nyjungar.

Miklir méguleikar a ad staekka
starfid ogna tilnyrra hdpa, t.d.
innflytjanda

Taekifeeri & sanmvinnuvia dlika
hdpa mikil. T.d. leiklist, starfandi
ténlistarfélk, LHI, hijdmsveitir,
naerumhverfia.

Haegter ad virkja foreldra enn
beturt.d. med pvi ad bjdda peim
upp a grunnkennsiu a hljdafzer,
freedslukvild ogfleira.

Aukinn synileiki baediiraun og
marga mﬁgurléirka's:é'm enneru
anyttir, baedii kennslu og
synileika hljdmsveitanna.

Kostnadur borgarinnar vegna reksturs skélahljémsveita og kostnadarpdtttaka

foreldra

Kostnadur borgarinnar vegna skélahljomsveita er milli 45-50 mkr & hverja sveit og & drinu 2017

baetast 4.5 mkr & hverja sveit vegna fjélgunar nemenda. Kostnadarpatttoku foreldra er markvisst

haldid i lagmarki og felst annars vegar i gjoldum sem falla undir rddst6fun fristundakorts og hins

vegar hljéofzeraleigu fyrir pa sem purfa. Gjoldin vegna 2016-2017 voru 27.350 kr. og hljédfzeragjald
8.300 kr.

Framlag borgarinnar vegna hvers nemanda i skdlahljomsveit er sambeerilegt vid framlag borgarinnar
vegna nemenda i ténlistarskéla. Rekstrarkostnadi er haldid i lagmarki og nanast 6ll starfsemi fer fram
innan grunnskdlanna.
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Svor mennta- og menningarmalureytis vid fyrirpurn um studning vid tonlistarlifid

Tonlistarsjoour
Kyn er skilgreint eftir tengilid pegar um hopa eda l6gadila er ad reeda. Uthlutad hefur verid tvisvar & ari nema fyrsta arid en
pba var uthlutad prisvar og var eingdngu uthlutad ferdastyrkjum i pridju Gthlutun. Styrkir hafa verid fra 40 pus. kr. til 5 m. kr.

Fylgiskjal 6.6.

Uthlutud Uthlutad Fjoldi

Ar Karlar [Fjarhad Konur [Fjarhad fjarhaed samtals Timabil styrkja

2007 33 16.090.000 20 5.390.000 21.480.000 44.177.740|Fyrra timabil 53

35 13.250.000 16 4.900.000 18.150.000 Seinna timabil 51

10 2.104.500 8 2.443.240 4.547.740 Ferdastyrkir 16

2008 45 26.600.000 27 11.890.000 38.490.000 52.020.000|Fyrra timabil 69

52 9.430.000 25 4.100.000 13.530.000 Seinna timabil 79

2009 60[  30.400.000 27 10.245.000 40.645.000 53.195.000|Fyrra timabil 88

37 7.125.000 32 5.425.000 12.550.000 Seinna timabil 69

2010 28 12.300.000 24 4.310.000 16.610.000 25.560.000|Fyrra timabil 50

27 5.450.000 23 3.500.000 8.950.000 Seinna timabil 50

2011 33 21.100.000 26 9.400.000 30.500.000 40.520.000(Fyrra timabil 51

27 7.100.000 18 2.920.000 10.020.000 Seinna timabil 43

2012 28 6.600.000 29 11.110.000 17.710.000 30.700.000|Fyrra timabil 53

33 8.875.000 18 4.115.000 12.990.000 Seinna timabil 49

2013 30 15.275.000 34 11.735.000 46.510.000 80.811.000|Fyrra timabil 61

47 22.609.000 26 11.692.000 34.301.000 Seinna timabil 73

2014 30 19.800.000 30 14.130.000 33.930.000 43.680.000(Fyrra timabil 60

22 5.750.000 14 4.000.000 9.750.000 Seinna timabil 36

2015 25 24.395.000 22 17.180.000 41.575.000 53.925.000|Fyrra timabil 47

24 6.700.000 23 5.650.000 12.350.000 Seinna timabil 47

2016 31 23.300.000 29 17.701.000 41.001.000 62.546.000|Fyrra timabil 60

23 9.085.000 32 12.450.000 21.545.000 Seinna timabil 55

Utflutningssjodur islenskrar tonlistar - UTON
Kyn er ekki skilgreint pegar um Iogadila er ad raeda. Uthlutad fyrst arid 2013.
Fjoldi

Ar Karlar [Fjarhaed Konur [Fjarhaed Logadilar Fjarhaed Uthlutad samtals ~ [styrkja

2013 35 4.400.000 14 2.350.000 21 6.850.000 13.600.000 70

2014 60 9.050.000 22 3.400.000 25 6.951.500 19.401.500 107

2015 36 6.200.000 12 2.400.000 47 15.801.500 24.551.500 95

2016 38 7.960.000 18 2.730.000 24 7.961.499 19.851.499 80

HIjédritasjéour
Kyn er skilgreint eftir tengilid pegar um logadila er ad reeda. Uthlutad fyrst arid 2016.

Ar

Konur

Fjarhaed

Karlar

Fjarhaed

Uthlutad samtals

Timabil

Fjoldi styrkja

2016

30

11.700.000

54

21.800.000

33.500.000

Seinna timabil

84
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6.7.1. Soknarferi skapandi greina a hofudborgarsveedinu
6.7.2. A Music City Infographic
6.7.3. The Mastering of a Music City
6.7.4. Music Cities Tool Kit
6.7.5. Katowice Music Strategy Sja http://miasto-

pgrodow.eu/userfiles/images/TTINESCO/Politvka rozwoju sekiora muzvcey

nego w Katowicach EN.pdf
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Soknarfeeri skapandi greina
a héfudborgarsvaedinu

Margrét Sigrun Sigurdardéttir — Julia Bjornsdottir

Rannséknarmidstéd skapandi greina
Séknaraeetlun héfudborgarsvaedisins 2013
April 2014



Pessi skyrsla er hluti af Séknaraaetlun fyrir héfudborgarsveedid 2013 sem
er fjarmdégnud m.a. af rikissjédi samkvaemt sérstékum samningi par um.
Samtdk sveitarfélaga & héfudborgarsvaedinu vinna eftir séknaraaetluninni og

Ur henni og bera dbyrgd & framgangi peirra verkefna sem falla undir hana.

SOKNARFZRI SKAPANDI GREINA A HOFUDBORGARSV/EDINU



Efnisyfirlit ‘>7A\<‘
VEIKEINISIYSING ceeeeeieeeeeee e e e e e e e e e e e s rrraeeaeaeeas 4
FramuidarSyn .. .....ooviiiiiiiiiiccee e e e e e e e e e et r e e e e e e e bbbt a e e e e e e e e e e nraaaees 5
SAMANTEKE O LillOUI ... e e e e e e e e e e e e e eaaaaaeaaaeaes 5
LT T=4=T o ={ U1 USSR 9

FramKVaEmId .....coiiiiiiieecee ettt e s e s st ae e e s e s araeeeeas 11
Hlutverk og stada skapandi greina i hagkerfinU..........coooeeiieiiiiiiiiiiiiecccccs 13
Skapandi greinar hadar StUTNINGT .......uuuuuviiiiiiiiiiiiiiieeeeiiiieerrereereee e ee e e e e e e areeeeeeees 14
Skapandi greinar sem vaxtarSprotar........occueeeieeeee et 17
Skapandi greinar skapa UPPHTUN .........uueiiiiiiiiiiiiiieeee e e e e 18
List og menning sem innihald i ferdapjonustu.........coooeeeeeiiiiiiiiiii, 19
Skapandi greinar flokid samspil listar 0g reksturs........ccccceeeeeeiciiiieeeeee e, 21
Skapandi greinar og hofuGborgarsvaedi0.........eeeeiiieeiiiiiiiiee e 22
Hin sSKapandi SEEL ...coevvieieeeeeeeeee e ——— 24
Tillaga ad nyju svaedisskipulagi hofudborgarsvaedisins........ccceeeeeeeeciiinininneennns 25
Nidurstodur vidtala 08 ryNiNOPa.......eeeeiriiiieieiee e 26
[>T o Y] o 10 0 1 S 27

[ P10 1= 1 o T o 1 S 28

Y o101 T2 £ T 1 PP 29
SAMIEONEUL ..ttt e ettt e e e e e e e e ettt e et e s e e e e e eeeaassaaa e e seeeeeeeesenssnaaaeeeeeeeeeennns 30
AD fylla hUs af [ifi..cceeieeeeeeeeeceee e eeeeeeeeereeeaeaes 30

Y 1= 1011 o TS PO P P PP P PPPPPPPN 34
MENNINGAIMUNUL ..ttt e e e e e e ettt et ea e e s e s e e easeaaaaseeeeeeeeeeesnennnnnnss 35
Vaxtar- og soknarfaeri h6fudborgarsvaedisins........ccccveuveiviviviiieeieeiiiireeeeeeeeeeee e 36
HEIMITAQSKIA ..o s e e e 38

SOKNARFZRI SKAPANDI GREINA A HOFUDBORGARSV/EDINU



W
»w

Verkefnislysing

Vaxtarsamningur hofudborgarsvaedisins skiptist i atta verkefni og er pessi skyrsla
samantekt a verkefni 1.6 Skapandi greinar og graena hagkerfid. Yfirmarkmid
verkefnisins er ad styrkja stddu Reykjavikur sem menningarhéfudborgar islands, en
markmid verkefnisins er:

* Ad auka hlut skapandi greina og greena hagkerfisins i atvinnu- og menningarlifi
hofudborgarsvaedisins.

Styrihdpur® yfir verkefnaflokknum lagdi fyrst og fremst dherslu & skapandi greinar
og skipti verkefninu i fjéra hluta:

*  Farid verdur yfir helstu rannséknarskyrslur hér a landi og erlendis.

* Gagnrynin yfirferd 4 talnagrunnum med Hagstofu islands og Rannséknarmidstod
skapandi greina hja Haskéla islands med pad ad markmidi ad nd samkomulagi vid
Hagstofu islands um endurskodun talnagrunns og athugun & vaegi greinarinnar i
hagkerfi h6fudborgarsvaedisins.

* Fundad med lykiladilum m.a. Ur Bandalagi islenskra listamanna, atvinnu- og
nyskopunarraduneyti, hugbunadargeiranum, haskélum og menningarsvidum
sveitarfélaganna.

* Samningur var gerdur vid Rannsdknarmidstod skapandi greina sem fdlst i
kortlagningu a stodu skapandi greina med vidtdélum og rynihdpum, og adstod vid
endurmat a efnahagslegum umsvifum.

Hér fer samantekt & greiningu og nidurstodum vinnu Rannséknarmidstodvar
skapandi greina hja Haskéla Islands um stédu skapandi greina 4
hofudborgarsvaedinu.
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Skapandi greinar eru sjalfsteed uppspretta efnahagslegra gaeda og mikilvaegt
samfélagslegt afl sem hefur umtalsverd sdknarfaeri i frjdu borgarumhverfi. Med
heildstadri stefnu i mennta-, menningar- og skipulagsmdlum geta sveitarfélog a
hofudborgarsvaedinu stutt voxt og vidgang skapandi greina med peim efnahagslega
og samfélagslega avinningi sem peim fylgja.

Samantekt og tillogur A

Hofudborgarsveedid hefur uppd margt ad bjéda sem ladar ad einstaklinga i
skapandi greinum pratt fyrir ad rekstrarumhverfi i islensku efnahagslifi sé ekki talid
akjosanlegt.

Smadin hefur beedi kosti og galla og toluverdir moguleikar eru fyrir
hofudborgarsvaedid ad byggja 4 peim kostum sem smadin hefur, til ad mynda med
bvi ad byggja upp kjarna par sem einstaklingar ar mérgum greinum geta komid
saman og unnid saman. Pad er p6 mikilveegt ad hafa i huga ad til ad opinberar
adgerdir skili drangri purfa paer ad vera unnar i samradi vid grasrotina.

Sveitarfélog standa undir brédurpartinum | opinberum atgjéldum il
menningarmala, en pau gegna stéru hlutverki i ténlistar — og almennri menntun
sem leggja pannig grunn ad protti skapandi greina. Med uppbyggingu i
menntamalum, sem og skipulagsmdlum skapa sveitarfélég umhverfi sem hefur
veruleg ahrif &4 pa sem starfa og bua innan sveitarfélagsins. | rannsékninni sem hér
er kynnt, kemur fram ad skipulagsmal eru afgerandi pattur, pegar kemur ad
uppbyggingu frjés umhverfis skapandi greina. Sjénraen gadi geta til ad mynda skipt
skopum. Af pessu leidir ad engin ein altaek formula er til fyrir skipulag skapandi
hverfa. Nidurstadan er fremur ad addrattaraflid sé sérstada (authenticity) hvers
hverfis fyrir sig en edli malsins samkvamt verdur sérstad ekki margfoldud eda
endurtekin dbreytt.

Ahersla opinberra adila i eflingu skapandi greina hefur hingad til ekki sist beinst ad
steinsteypu, fremur en til ad mynda eflingu verkefnasjéda i listum og skapandi
greinum, par sem afrakstur er ekki jafn synilegur. [ ljési peirrar gagnryni sem fram
kemur 4 nuverandi aherslur vaeri farszlla ad leggja aherslu & innihald (s.s. med
studningi vid verkefnasjédi) fremur en umbunad skapandi greina.
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Adgerdir til ad baeta hlisnaedisadstodu skapandi greina:

Enduruppbygging adstodu sambeaerilegri Hugmyndahusi Haskdlanna.

Med hidsnaedismidlun, par sem einstaklingar og litil fyrirtaeki geta leigt med
60rum i sému sporum.

Med ivilnunum til einstaklinga sem leigja husnaedi ut til einyrkja og litilla
fyrirtaekja.

Samstarf vid bokasofn og dnnur almenningsrymi par sem einstaklingar geta
fengid vinnuadstodu med adgangi ad neti og kaffiadstodu. Adstadan geeti
badi verid formleg, par sem sakja parf um, og pannig ad hagt sé ad koma

o6veent i nokkra tima a dag timabundid.

Fyrirtaeki i skapandi greinum eru oftast litil og reifa sig mjog a einyrkja i rekstri.

Mikilveegt er ad byggja upp umhverfi par sem studningur vid litil fyrirteeki og

einyrkja gerir peim kleift ad vinna vid list sina.

Adgerdir fyrir einyrkja og litil fyrirtaeki sem snda bzedi ad sveitarfélogum og riki:

Fraedsla um réttindi og skyldur einyrkja og litilla fyrirtaekja.

Studningur vid sprotafyrirteeki, sambaerilegur pvi sem var til stadar i
Hugmyndahdusi Haskolanna.

Fiolbreytt styrkjaumhverfi med adkomu baedi opinberra adila og einkaadila.
Fyrirtaeki i skapandi greinum standa frammi fyrir flestum sému hindrunum og
fyrirtaeki i 6drum greinum. Einféldun skatta- og haftaumhverfis myndi leida til

adgengilegra rekstrarumhverfis.

Adgeradir til ad baeta rekstrarumhverfi skapandi greina, sem snuta einkum ad
rikinu:

Einfalda parf virdisaukaskattskerfid, pvi frumskoégur reglubyréar er ipyngjandi
fyrir marga einyrkja sem starfa i skapandi greinum.

Skapandi greinar eru mjog vinnuaflsfrekar og skattar a laun, fyrst og fremst
tryggingargjald, eru greininni pung i skauti. Laekkun tryggingargjalds er su
adgerd sem vafalitid myndi baeta rekstrarumhverfi greinanna hvad mest.
Gera parf tviskottunarsamninga vid fleiri riki, en islenskir listamenn eru med
tekjur i morgum rikjum par sem peir saeta tviskéttun.

Gjaldeyrishoftin hamla vexti og vidgangi steerri fyrirtaekja, en pau hafa val um

ad flytja starfsemi sina til annarra landa. Smaerri fyrirtaeki, sem traudla hafa
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betta val, blaeda einnig vegna haftanna. Afndm gjaldeyrishafta veeri pvi

mikilvaegt skref ad betra rekstrarumhverfi.

Forsenda pess ad skapandi greinar geti vaxid og dafnad i rekstrarlegum skilningi er
ad menntun og endurmenntun studli ad hvoru tveggja listskdpun og pekkingu til ad

reka fyrirtaeki i skapandi greinum.

Adgerdir i menntun og endurmenntun i skapandi greinum sem snia badi ad
sveitarfélogum og riki:

* Eflalistnam barna og unglinga

* Endurmenntun i skapandi greinum maetti efla og gera a skipulegan hatt eftir
bvi médeli sem UTON? hefur byggt upp. Akvedin samlegd milli greina og
teekifaeri til ad lzera af hvort 6dru fengist med pvi ad efla samstarf milli greina
innan skapandi greina.

¢ Diplédmanam i vidskiptum fyrir einstaklinga innan skapandi greina gaeti studlad
ad baettri vidskiptapekkingu i skapandi greinum.

* Nyskdpunarbudir i skapandi greinum, tengdar adst6du svo sem endurreistu
hugmyndahusi, geetu veitt innspytingu i skapandi greinar medé hradkursi i

nyskdpun og frumkvodlastarfsemi.

Hofudborgarsvaedid hefur pegar byggt upp stéra vidburdi i kringum skapandi
greinar, svo sem Iceland Airwaves, HénnunarMars og EVE fanfest. A pessum
vidburdum maetast skapandi greinar og almenningur i gegnum listina. Reykjavik
hefur til vidbotar fengid vidurkenningu sem békmenntaborg og bar eru taekifaeri
sem haegt vaeri ad nyta til pess ad lada ad erlenda einstaklinga, baedi listamenna og
ferdamenn. Ein hugmynd vaeri ad leggja aherslu & skapandi Reykjavik, en i pvi er
mikilvaegt ad markaddherslan verdi ekki yfirgnaefandi med peim afleidingum ad

skapandi greinar snuist gegn atakinu.

2 Sja nanar http://www.uton.is
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* Safna saman upplysingum um pa skapandi vidburdi sem eru a
hofudborgarsvaedinu. Slika upplysingaveitu vaeri hvoru tveggja haegt ad nyta i
ferdapjonustu og med pad fyrir augum ad hvetja til innlendrar neyslu.

* Velja ur vidburdi sem hafa moguleika & ad vaxa med alpjodlegri skirskotun og
beita somu adferdafraedi og beitt var 4 Iceland Airwaves i pvi ad kynna
hatidina erlendis. Hér eru sérstaklega teekifeeri i peim vidburdum sem sem
haldnir eru yfir vetrarmanudina

* Uppbygging listamannasetra par sem erlendir listamenn geta komid og unnid
gegn pvi ad sina list sina. Med pvi ad byggja upp samfélog i kringum slik
listamannasetur styrkist tengslanet peirra sem vinna i skapandi greinum.

¢ Skoda lagalegar forsendur a8 endurgreidslukerfum sambarilegum peim sem

eru i kvikmyndagerd i 6drum greinum skapandi greina .

Med pvi ad baeta samgongur og dreifa ferdamannastraumi er haegt ad byggja upp
liflega porpsstemmningu a fleiri stodum 4 hofudborgarsveedinu. Med pvi ad skoda
hofudborgarsvaedié betur Ut fra sjdnreenum gaedum og byggja 4 sérkennum hvers

hverfis meetti gera fleiri hverfi en 101 eftirsdknarverd.

Adgerdir til ad skapa ,,porp“ a fleiri st6dum en i midborg Reykjavikur, sem snta
ad sveitarfélogum og SSH:

* Med léttlestarsamgdngum skapast adstaedur til ad byggja upp skapandi ,porp”
a fleiri stédum en i 101 Reykjavik.

* Kortlagning a sjénraeenum geedum a héfudborgarsvadinu.

* Mikilvaegt er ad létta ferdamannaalag i 101 Reykjavik og koma pannig i veg
fyrir ad borgin tapi sérstodu (authenticity).

* Hafnarfjardarbar hefur verulegt addrattarafl fyrir skapandi greinar og
markvissar adgerdir i ad ,,faera Hafnarfjord naer midbaenum® skapa teekifaeri i

uppbyggingu, til ad mynda i ferdapjonustu.
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[ samraemi vid préun erlendis (Margrét Sigrin Sigurdardéttir, Témas Young, 2011,
bls.20) hefur umraeda um listir og menningu undanfarin ar verid métud af aherslu a
skapandi greinar i hagraenu samhengi. Umraedan hér & landi hefur verid litud af
skorti & gognum, en hingad til hefur eina hagrana visbendingin sem til er um
rekstur fyrirteekja og einstaklinga i skapandi greinum verid virdisaukaskattsskyld
velta fyrir 4rin 2005 til 2009”. betta hefur verid mjog bagalegt i jési pess ad velta
segir ekki nema litinn hluta ségunnar, og er ekki eins areidanleg visbending um
rekstrargrundvoll eins og til ad mynda virdisauki. Pa eru ekki allar greinar innan
skapandi greina virdisaukaskattsskyldar, sem skekkir myndina enn frekar.
Samkveemt kortlagningu 4 skapandi greinum | hagreenu samhengi var
virdisaukaskattskyld velta 200 milljar6ar kréna arid 2009, eda um 7% af allri
virdisaukaskattsskyldri veltu. A sama tima stérfudu um niu pusund manns eda 7%
vinnuaflsins i skapandi greinum (Margrét Sigran Sigurdardottir, Tomas Young,
2011). Med pessum tolum var stadfest ad skapandi greinar eru mikilvaegt afl i
nutimahagkerfi. Kortlagningin vakti umtalsverda athygli og leiddi til pess ad
skapandi greinar hafa itrekad verid nefndar i pdlitisku samhengi og ljést ad
stjérnvold horfa til peirra sem vaxtarsprota. Ein birtingarmynd pessa er ahersla i
soknardatlun hofudborgarsvaedisins, sem fyrirliggjandi skyrsla er afrakstur af.
Onnur er ad skapandi greinar hafa nd sess i verkefnum atvinnu- og

nysképunarraduneytisins.

Arid 2011 vann Rannsdknarmidstdd skapandi greina  skyrslu  fyrir
idnadarraduneytid um studningsumhverfi skapandi greina. Su skyrsla hefur ekki
verid birt en af gagna6flun sem unnin var fyrir hana er ljost ad fyrirtaeki i skapandi
greinum standa frammi fyrir flestum somu takmoérkunum og onnur fyrirteki a
islandi; gjaldeyrishoft og regluverk gera erfitt um vik ad reka fyrirtaeki i alpjédlegri
samkeppni fra islandi. Adgengi ad fjarmagni er takmarkad og lenda fyrirtaeki i
skapandi greinum gjarnan i pvi ad vera of litil til ad lada ad fjarfesta, eda ad
reksturinn uppfyllir ekki pa nynaemiskréfu sem opinberir studningsadilar gera, par

sem ad ny hoénnun eda utfaersla 4 afurd sem pegar er til fellur ekki undir

4 Sja p6 skyrslu SSH um séknaraeetlun: Hagkerfi h6fudborgarsvaedisins.
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nyskdépun. Pa eiga opinberir adilar erfitt um vik ad stydja fyrirtaeki sem ekki hyggja
a erlendan markad og koma par til samkeppnisastaedur. b3 er ljost ad fyrirtaeki a
alpjédlegum markadi eru ekki rekin & islandi af pvi ad pad sé gott ad reka fyrirtaeki
a Islandi heldur pratt fyrir pad, og b4 vegna pess ad stofnendur og eigendur vilja
bua 4 fislandi. Spurningin sem vaknar er bpvi, hvad stydur vid ad skapandi

einstaklingar velja ad bua og vinna & islandi, og taka med pvi patt i efnahagslegri

uppbyggingu?

Pad er eftirsdknarvert, jafnt i samfélagslegum sem efnahagslegum skilningi, ad
byggja upp borgir og hverfi sem einstaklingar i skapandi greinum vilja bua i. |
borgarfreedilegum skilningi skiptir fjdlbreytni i menningarframbodi, umburdarlyndi
og akvednir lifsstilsmoguleikar mali vid val a stadsetningu og pa sérstaklega peirra
sem starfa i skapandi greinum og innan hinnar skapandi stéttar (Florida, 2003, bls.
215-218). Med busetu sinni skapa peir svo aftur innihald sem nytist i hagreenum

skilningi, medal annars i ferdapjénustu.

| pessari skyrslu verdur byggt & peirri grundvallarforsendu ad til pess ad skapandi
greinar vaxi og dafni 4 hofudborgarsvaedinu purfi umhverfi ad vera pannig ad peir
sem vinna innan skapandi greina velji ad bua par. Hofudborgarsvaedid hefur na
pbegar [adad til sin erlenda listamenn, og pa helst ténlistarmenn, sem velja ad bua
hér og vinna ad list sinni. Markmid pessarar skyrslu er ad auka skilning 4 pvi hvad
geeti studlad ad vexti skapandi greina, hvad geri afmorkud landsvaedi ,,skapandi” og
hvad purfi til pess ad byggja upp skapandi svaedi. Horft er til borgarskipulags i vidu
samhengi og ein meginspurningin sem leitad er svara vid er: Hvernig parf umhverfi
ad vera til ad skapandi greinar vaxi og dafni? Litid verdur til erlendra rannsékna og
skrifa um stédu og hlutverk skapandi greina i hagkerfinu, pa sérstaklega i ljési
efnahagsprenginga. | framhaldi er litid til adsteedna & hofudborgarsvaedinu. | peim
hluta er 3aherslan & hvada atridi pad eru sem gera hoéfudborgarsvedid ad
eftirsoknarverdum busetustad fyrir skapandi einstaklinga. A3 lokum eru
nidurstodur fraedilegrar umfjdllunar og rynihdpa dregnar saman og alyktun dregin

af pvi hvar séknarfaeri séu helst ad finna.

10

SOKNARFZRI SKAPANDI GREINA A HOFUDBORGARSV/EDINU



Framkvaemd ?fA\<‘

Til pess ad svara rannsdknarspurningunni: Hvernig parf umhverfi ad vera til ad
skapandi greinar vaxi og dafni? var litid til eigindlegs hluta rannséknar sem unnin
var af Hamburg Kreativgesellschaft (Sjurts & Hartmann, 2011). Vidtalsramminn var
ad mestu leyti byggdur & peim ramma sem Hamburg Kreativgesellschaft og
Hamburg Media School notudu vid SWOT" greiningu 4 Hamborg sem borg skapandi

greina og menningar en adlagadur ad hofudborgarsvaedinu.

Markmidid med eigindlegum rannséknum er ad sja peer adstedur sem eru til
rannséknar med sjonarhorni patttakenda (Esterberg, 2002; Merriam, 2009).
Markmid med eigindlegum rannséknum er annad en megindlegum og ekki er haegt
ad alhaefa ut fra svorum peirra sem taka patt. Markmidid er ekki ad lysa skodun
allra sem starfa® innan skapandi greina, heldur ad fa visbendingu um pa umraedu

sem fram fer & milli einstaklinga i skapandi greinum.

Gagnaoflun til greiningar 4 peim pattum sem hafa ahrif & pad hvar einstaklingar

sem starfa i skapandi greinum velja ad bua og starfa var pripeett.

1) Settir voru saman rynihdpar peirra sem starfa i skapandi greinum, skipt eftir
greinum.

2) Tekin voru vidtol vid einstaklinga starfandi i skapandi greinum sem koma fré
60rum I6ndum og hafa valid ad bua og starfa @ hofudborgarsvaedinu i sinu
fagi.

3) Ymsum bakgrunnsgégnum  var  safnad  fra sveitarfélogum a
hofudborgarsveedinu og vidtol tekin vid lykilstarfsmenn @ umhverfissvidi og

eigna- og atvinnupréunarsvidi Reykjavikurborgar.

Rynihdéparnir voru settir saman i samstarfi vid Bandalag islenskra listamanna,
Listahdskéla  fislands og kynningarmidstédvar skapandi  greina  (s.s.
Honnunarmidstod, Kvikmyndamidstod, CIA o.fl.). bessir adilar sendu lista yfir néfn
nemenda eda félagsmanna sinna sem tilbunir voru til ad taka patt i rynihdpavinnu.
Rannsakendur hofdu samband vid einstaklinga af peim lista af handahéfi. Vegna
Ofyrirsédra ytri adstaedna urdu rynhodpar feerri en radgert var. Hver rynihépafundur

s Styrkleika, veikleika, 6gna og teekifeeris greiningu.
¢ Tekur einnig til peirra sem stunda ndm i skapandi greinum.
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vard po um leid lengri en upphaflega var gert rad fyrir. Adferdafraedilega hefur
faekkun rynihdpa po dliklega haft mikil ahrif, en akvedin mettun (Merriam, 2009)
vard strax ljés eftir tvo rynihdpa med starfandi listamonnum. Jafnframt var mikill
samhljémur & milli rynihépa medal starfandi listamanna, rynihépa nemenda LHi og
vidtala vid erlenda listamenn sem starfa hér a landi. bPessi samhljomur bendir til
bess ad gognin fangi pa umraedu sem fram fer milli einstaklinga i skapandi greinum

um vidfangsefnid og ad innra réttmaeti (Merriam, 2009) gagna sé gott.

Kostir rynihdpa eru ad med pvi ad mynda samtal 4 milli nokkurra einstaklinga
myndast umraedur sem eru likari peim sem verda i samfélaginu (Merriam, 2009).
Med rynihépum er jafnframt haegt ad na til fleiri einstaklinga en med vidtélum, an
bess ad persénuleg nalgun eigindlegra rannséknaradferda tapist. Med pvi ad nota
eigindlega adferd styra veentingar rannsakenda ekki nidurstodum eins og ef
notadur veeri spurningalisti med fyrirfram skilgreindum spurningum og svorum,

heldur er markmidid ad sja adstaedur fra sjénarhorni vidmaelenda.

Rynihépar héfust @ pann hatt ad allir patttakendur voru bednir ad punkta nidur 3
sitthvort bladid hvar peir vinna og bua og lista upp kosti og galla beggja. bessir
punktar voru svo notadir til ad hefja umraedur & milli patttakenda, en stjérnendur
komu adeins inn i umraeduna ef hin var komin langt Ut fyrir efnid eda til pess ad
hvetja einstaklinga sem héldu sig til hlés til ad taka patt i umraedum. Liflegar
umraedur myndudust strax og pdé allir vaeri ekki avallt sammala um einstok atridi

var samhljdmur mikill.

Erlendir vidmeelendur sem starfa i skapandi greinum voru valdir & pann hatt ad
einstaklingar sem starfa i skapandi greinum voru bednir um ad benda a erlenda
einstaklinga sem ynnu i greinunum. Vidmeelendur voru svo valdir af peim lista med
bad fyrir augum ad velja einstaklinga med sem breidasta reynslu. Til vidbdtar bentu
gogn sem safnad var i 60ru samhengi, m.a. i vidtolum vid einstaklinga starfandi i
ténlist’ og vidtdl um studningsumhverfi i skapandi greinum til pess ad pau vidhorf
sem fram komu vaeru nokkud lysandi fyrir vidhorf listamanna & islandi. Ytra

réttmaeti (Merriam, 2009) rannsdknarinnar virdist pvi gott.

7 Uttekt unnin fyrir Kraum ténlistarsjéd veturinn 2013.
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Samtol i rynihdpum og vidtol voru tekin upp og afritud ord fyrir ord til ad audvelda
greiningu og koma i veg fyrir ad einhverjir peettir Ur samtoélum og vidtélum feeru

forgoréum.

Markmid gagnaoflunarinnar var ad skoda og greina pa bpaetti sem gerir
hofudborgarsveedid eftirsdknarvert fyrir pa sem starfa i skapandi greinum. Greining
4 gégnum tok mid af fyrirframskilgreindri rannséknarspurningu en greining var pé
opin, pad er for ekki fram at fra fyrirframgefnum pemum. Pau pemu sem spruttu
fram 4 pennan hatt voru pad sem hér er kallad kalla , borpid“, ,Ad fylla his” og
,Smaedin“. { ljési vidfangsefnisins voru samgdngur og skipulagsmal fyrirsjaanlegri

bemu en pau komu pé alfarid fram ad frumkvaedi vidmaelenda.

Nidurstodur fyrir hvert af pessum pemum eru settar fram i nidurstodukafla og eftir
atvikum tengd vid fraedilega umfjollun. Samsvérun @ milli nidurstadna rannséknar

og freedilegrar umfjollunar er g6 sem enn stydur nidurstédur rannséknarinnar.

[ 1josi pess meginmarkmids rannséknarinnar ad skoda og greina vidhorf peirra sem
starfa (og nema) i skapandi greinum er dhersla 16g6 4 ad rodd viomalenda fai rymi
i skyrslunni. [ pessu samhengi eru beinar tilvisanir i einstaka vidmalendur settar
fram i texta auk pess sem visad er o6beint i einstok svor. Viomalendum i
rannsékninni var lofad nafnleynd, og eru tilvisanir pvi ekki nafngreindar og

upplysingar sem rekja maetti til einstaklinga i einhverjum tilfellum teknar ut.

A
NS

Hlutverk og stada skapandi greina i hagkerfinu

i kjolfar pélitiskar aherslu & skapandi greinar i Bretlandi og Astraliu undir lok tiunda
aratugsins, hefur dherslan a ,skopun” (creativity) fengid byr undir bada veengi.
Hugtok svo sem hin skapandi stétt (creative class®), skapandi borgir (creative city’),
upplifunarhagkerfid  (experience economylo), skapandi hagkerfi (creative

economy') og skapandi greinar (creative industries’®) hafa litad

8 Richard Flordia: The rise of the creative class. 2002.

o Allen J. Scott: Creative cities. 2006.

10 Joseph Pine, James Gilmore: The Experience economy. 1999.
11 John Howkins: The creative economy. 2001.

12 Richard Caves: Creative industries. 2002.
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stjiornmalaumraedu. Oll pessi hugtdk byggja & pvi ad hagkerfi hins vestraena heims
hefur breyst mikid fra framleidsludherslunni sem adur var. Pé ad nalgun peirra sé
Olik og skilgreiningar @ sképun (creativity) élikar eiga hugtokin pad sameiginlegt ad
kjarni hugtaksins fangar listskdpun og rekstur byggdur & skdépun. En til ad skilja
betur hlutverk og stédu skapandi greina®® innan hagkerfisins er rétt ad skoda

kenningar um orsakasamhengi nanar.

Hér a landi eru pegar visbendingar um ad horft sé til skapandi greina i nyju og
steerra samhengi adur. | pvi felst ad litid er & pessar greinar sem sjalfstaedrar
uppsprettu gaeda, en ekki sem greinar hadar studningi. Akvedin haetta er pé & ad
leggja um of &herslu & skapandi greinar sem vaxtarsprota. | skyrslunni Skapandi
greinar — syn til framtidar sem unnin var af starfshépi um skapandi greinar undir
ritstjorn Asu Richardsdéttur (2012), er 16gd dhersla 4 ad motud verdi atvinnustefna
sem byggi a jafnraedi atvinnugreina. Med jafnraedi atvinnugreina er att vid ad
stjornsyslan taki mid af framproéun i atvinnulifi, par sem atvinnustefna atti m.a. ad
hafa ad markmidi ad fjolga storfum i vaxtagreinum og auka utflutning. Til ad na
jafnraedi i atvinnugreinum pyrfti ad gera samanburd & pvi hvernig opinbert
stodkerfi pjonustar dlikar atvinnugreinar, sem notadur yrdi sem grundvollur til
jafnraedis milli nyrri og eldri atvinnugreina. bpa pyrfti stjérnsyslan ad forgangsrada
og leggja timabundid dherslu a paer atvinnugreinar sem vanlegastar eru til vaxtar
(Asa Richardsdoéttir, 2012). Tilldgur skyrsluhéfunda i pessu samhengi voru ad efla
verkefnatengda sjodi, menningarsamninga, vaxtarsamninga, og ad rekstur
menningarstofnana gegni par lykilhlutverki (Asa Richardsdoéttir, 2012, bls. 18).
Jafnframt var tekid undir paer dherslur sem settar voru fram i Kortlagninu d
skapandi greinum, ad skapandi greinar séu medal helstu vaxtargreina atvinnulifsins

og mikilveegt ad efla pekkingu og rekstrarskilyrdi greinanna.

Skapandi greinar hadar studningi

i sdogulegu samhengi hefur stada listar og menningar vera skilgreind sem hdd
60rum pattum i hagkerfinu. Neysla listar og menningar hefur verid skilgreind sem
O6porf eda aukaneysla og styrkir til hennar verid hadir pvi ad afgangur veeri til fyrir

henni. A peim rokum aetti efnahagssamdrattur ad hafa mjog alvarlegar afleidingar

13 Skilgreining Richard Caves, 2000, byggir & pvi ad kjarnastarfsemi byggi 4 menningarlegum, listraeenum eda

afpreyingarlegum gildum.
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fyrir listir og menningu. bPegar ad kreppir maetti med pessum rokum atla ad hvoru
tveggja opinberir adilar og neytendur forgangsradi utgjoldum og skeri nidur
,Obarfa“ menningarneyslu. Ut fra pessu sjénarhorni & listir og menningu aettu
skapandi greinar & slandi ad hafa dregist verulega saman i kreppunni og i kjolfar

hennar.

Rammagrein 1. Framlog hins opinbera til menningar og lista

Tolur Hagstofu fslands um opinber Gtgjold syna ad arid 2012 namu Gtgjdld hins
opinbera til menningarmala alls 19,3 milljordum kr. Sveitarfélogin stodu fyrir

teeplega 60% pessara utgjalda, eda 11,3 milljordum kr.
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Mynd 1. Utgjold rikis og sveitarfélaga til Mynd 2. Opinber utgjold til menningarmala, % af
menningarmala landsframleidslu og af opinberum utgjoldum.
Heimild: Hagstofa islands. Heimild: Hagstofa islands.

Mynd 1 synir ad opinber utgjold til menningarmala & fostu verdlagi jukust verulega
a arunum i addraganda hrunsins. En af hlutfallstéolum i mynd 2 sést ad utgjoldin

héldu hvorki i vid voxt landsframleidslu né opinberra utgjalda.

Eftir hrun hafa atgjold hins opinbera til menningarmala dregist verulega saman.
Tolur Hagstofu islands um opinber Gtgjold & fostu verdlagi syna samdratt fra 2008-
2012 sem nemur tepum 5 milljordum kr. eda um 20%. Samdrattur

menningarutgjalda sveitarfélaganna nemur 26% og rikisins 12%.

Verkefnasjodir i skapandi greinum hafa verid minnkadir til muna eda lagdir af.
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Rammagrein 2. Menningarneysla.
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Mynd 3. Ads6kn ad voldum menningarvidburdum 2000-2011

Menningarneysla almennings virdist ekki hafa dregist saman a sama hatt
a.m.k. fram til arsins 2011 en nokkur aukning hefur verid i adsdkn i leikhus
og sofn, eins og sja ma @ mynd 3. bar sést ad leikhisgestum feekkadi adeins
arid 2008 pegar bankahrunid vard, en arin 2009 og 2010 var leikhussékn
svipud og a arunum fyrir hrun. Pa hefur ténleikagestum fjolgad i kjolfar
bankahrunsins, samkvaemt télum Hagstofunnar, og nokkud st6dug aukning
hefur verid i adsékn safna. Hafa ber pd i huga ad fjolgun safngesta tengist
veentanlega fj6lgun ferdamanna. Aukin adsoékn & islenskar kvikmyndir bendir

einnig til pess ad studningur sé vid innlenda menningu (mynd 4).
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Mynd 4. Islenskar kvikmyndir: Fjoldi frumsyndra mynda og adsékn.
Heimild: Hagstofa fslands.
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Skapandi greinar sem vaxtarsprotar

i politisku samhengi hefur dherslan & skapandi greinar undanfarid fyrst og fremst
verid 4 fyrirtaeki i skapandi greinum sem vaxtarsprota, greinar sem tekid geta vid
af eldra framleidslukerfi. Pannig hefur tolvuleikjaframleidslu medal annars verid
hampad fyrir mikinn voxt og miklar vaentingar verid til ad adrar greinar innan
skapandi greina geti fylgt i kjolfarid. Ad baki pessu liggur dhersla a ad i breyttu
hagkerfi sé voxtur byggdur a nysképun, afpreyingu og upplifun. betta telja Gabe,
Florida og Mellander (2013) ad endurspeglist i pvi ad hin skapandi stétt vard sidur
atvinnulaus en adrar stéttir i Bandarikjunum i kjolfar efnahagssamdréttarins. |
Bretlandi eru jafnframt visbendingar um ad fyrirtaeki i skapandi greinum hafi
vedrad efnahagssamdrattinn betur en fyrirtaeki almennt og voxtur peirra verid
meiri en i 6drum greinum a undanfornum arum. DePropris (2013) telur pad
hugsanlega vera vegna pess ad fyrirtaeki i skapandi greinum eru yfirleitt mjog litil
og eiga par af leidandi audveldara med ad standa af sér samdratt en steerri

fyrirtaeki sem eru vidkvaemari fyrir efnahagssveiflum.

pa eru timabundnar verkefnaradningar algengar i skapandi greinum (Ball, Pollard,
Stanley, & Oakley, 2010) og einstaklingar sem vinna innan peirra faeranlegri @ milli
verkefna. Onnur leid til ad takast & vid erfidar efnahagslegar adstaedur er ad taka &
sig tekjuskerdingu. Su tilgata hefur einnig verid sett fram ad innri hvatning
listamanna og porfin fyrir ad skapa leidi til pess ad peir seetta sig vid laegri laun en
sérfredingar med sambaerilega menntun (Abbing, n.d.; Menger, 2006; Throsby,
1994). betta virdist po ekki adeins eiga vid um listamenn, heldur um skapandi
greinar almennt. Samanburdur & launum sérfraedinga sem vinna i skapandi
greinum og sérfreedinga med sOmu menntun i 66rum greinum stadfesta petta og
gefa til kynna ad laun i skapandi greinum séu laegri (Wetzels, 2007). Til vidbotar
lagum launum er atvinnuodryggi einstaklinga i skapandi greinum litid, mikid um
verkefnaradningar og margir vinna fleiri en eitt starf til ad na endum saman (Ball et
al., 2010; Hesmondhalgh & Baker, 2010; Menger, 2006). Hesmondhalgh og Baker
(2010) téku vidtol vid einstaklinga sem vinna i sjonvarpi, tonlistardtgafu og
fiolmidlun, og nidurstdédur peirra benda til pess ad starfsmenn upplifi d6ryggi og
einangrun. [ tiskuidnadinum i Milané er vinnudagurinn langur og laun lag, en peir
sem vinna par segja engu ad sidur ad vinnan sé gefandi og eru sattir vid sitt

(Arvidsson, Malossi, & Naro, 2010). Mdtsagnir eru pvi miklar i skapandi greinum.
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Sveigjanlegur vinnumarkadur med verkefnaradningum gerir fyrirtaeki betur i stakk
bdin til ad takast & vid efnahagssveiflur. Astrida peirra sem vinna i skapandi
greinum virdist einnig gera pad ad verkum ad vid atvinnumissi eru peir liklegri til ad
skapa sér sjalfir verkefni 6likt peim greinum par sem samdrattur leidir til fijdlgunar a

atvinnuleysisskram.

Skapandi greinar skapa upplifun

b6 ad litid hafi verid til lista og menningar sem fjarhagslega had 6drum hlutum
hagkerfisins pa hefur mikilvaegi samfélagslegs hlutverks listar og menningar verid
vidurkennt. Menningarhagfraedingar hafa notad samfélagslegt mikilveegi listar sem
rok fyrir fjarhagslegum studningi. Rokin hafa medal annars verid notud pegar
kostnadur vid uppsetningu verdur meiri en raunhzft er ad azetla i tekjur (Baumol’s
cost diseace) og eda pegar markadurinn er illa upplystur um listina en
menningarlegt gildi hennar pykir engu ad sidur mikilvaegt. Pannig leggja
menningarhagfraedingar aherslu 4 ad listir feli i sér akvedin samfélagsleg gaedi
(public good) sem allir njéta 6had pvi hvort sem peir greidi fyrir pau eda ekki. Med
opinberum studningi er ébeint greitt fyrir pessi geedi (Frey, 2012). Ef aherslan i
umfjollun um skapandi greinar er a samfélagsleg geedi verda skapandi greinar i
bjonustuhlutverki gagnvart samfélaginu, par sem pjénustan felst i skopun listar,

listarinnar vegna (non profit) en ekki a fjarhagslegum forsendum (for profit).

[ bessu verdur til dkvedin adgreining milli listar listarinnar vegna og listar sem er
skopud i rekstarumhverfi med fjarhagslegan hagnad ad leidarljdsi. Pessi adgreining
er pé alls ekki alltaf svarthvit og morg fyrirteeki i skapandi greinum leggja dherslu a
ad o6gjorningur sé ad greina & milli listar sem skilar fjarhagslegum hagnadi og
beirrar sem ekki stendur undir sér fjarhagslega. Flest fyrirtaeki eru rekin 8 peim
forsendum ad hluti verkefna standi undir utgafu og framleidslu annarra verkefna.
Pannig verdur hagnadur af einu verkefni i raun forsenda pess ad koma déardbaerari
list & framfaeri (Nielsen, Power, & Sigurdardottir, 2009; Sigurdardottir, 2010).
Fyrirtaeki i skapandi greinum taka pannig 4 sig akvedinn studning vid listir, med pvi
ad koma a framfeeri verkefnum sem ekki endilega skila fyrirtaekinu hagnadi. betta
er gert af akvedinni listraenni hugsjén, en peir sem upplifa listina (innlendir og

erlendir) njota gdds af.
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i samfélagslegum skilningi gegna skapandi greinar mikilvaegu hlutverki i pvi ad gera
borgir og hverfi ad eftirséknarverdum st6dum ad bua a8 eda. Skapandi greinar geta
pbannig myndad samkeppnisforskot landsvaeda i gegnum upplifun. bessi ahersla
hefur komid fram hvoru tveggja undir formerkjum upplifunarhagkerfisins (Pine og
Gilmore, 1999) og hagrannar landfreedi, og pa sérstaklega i gegnum dahersluna 4
skapandi borgir (Scott, 2006). b4 teygir pessi ahersla anga sina inn i ferdapjonustu,
begar peaer skapa innihald sem ferdapjonusta byggir starfsemi sina upp i kringum
(Markusen & Gadwa, 2010). Til deemis hefur fagrdd lista og skapandi greina hja
fslandsstofu lagt dherslu & hatidir og menningartengda vidburdi og bent & pad sem
ahrifarikustu leidina til ad lada ad ferdamenn til landsins, ekki sist utan sumartima

(Asa Richardsdoéttir, 2012, bls. 55).

List og menning sem innihald i ferdapjonustu

Ferdamoénnum til islands hefur fjolgad mikid undanfarin &r. Heildarfjoldi
ferdamanna 4 islandi arid 2012 var 807 pusund og er pad 20% aukning fra 2011
(Ferdamalastofa, 2014). Ahrifapeettir 4 akvérdun um ad ferdast til islands hafa
verid kannadir af Ferdamalastofu. Arid 2012 var ahrifapatturinn ad sumri til islensk
nattura i 79,7% tilfella, islensk menning og saga i 38,6% tilfella og hagstaett
ferdatilbod i 17,5% tilfella. Adrir paettir h6fdu minna veegi. Ad vetri til var islensk
nattura steersti ahrifavaldur i 71,3% tilfella, islensk menning og saga i 40,1% tilfella
og hagsteett ferdatilbod i 36,8% tilfella. Pa voru erlendir ferdamenn fengnir til ad
velja hvar styrkleikar islenskrar ferdapjonustu liggi. Toldu um 70% allra ferdamanna
hana liggja i nattdrunni og landslagi, ramlega 30% i félkinu og gestrisni, um 12% i

afpreyingu og 11-12% i islenskri menningu og soégu (Ferdamalastofa, 2012).

Daemi um vaxandi grein ferdapjonustu & islandi eru tdnlistarhatidir, en a landinu
eru starfreektar margar tonlistarhatidir sem eiga kost & pvi ad prdast og verda
addrattarafl fyrir innlenda sem erlenda ferdamenn (Témas Young, 2013). bad er
margreynt ad tonlistarhatidir um allan heim lada ad félk hvadanava af og hafa
jadkvaed efnahagsleg ahrif 4 hagkerfi vidkomandi stada eda svaeda. Eins og bent er 4
i Uttekt & ténlistarhatidum a islandi (Témas Young, 2013) getur samspil ténlistar og

natturu verid teekifeeri i markadssetningu. Tonlistartengd ferdapjénusta geeti komid
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akvednum svaedum og baejum & kortid, p.e. aukid hrédur stadarins med auknum

ferdamannastraumi a tonlistarhatio.

Daemi um slika hatid er Aldrei for ég sudur ténlistarhatidin & (safirdi. Han byrjadi
sem samfélagsmidud hatid og var unnin frd grasrét. HAatidin er upprunaleg
(authentic), og endurspeglar sénn menningarleg gildi og samfélagid, eins og Hera
Bra Gunnarsdéttir (2010) bendir 4 i rannsékn sinni um Aldrei fér ég sudur. Helstu
nidurstoédur rannséknar hennar voru paer ad hatidin hefdi jakvaed samfélagsahrif,
jafnt félagsleg sem og efnahagsleg, en vidmalendur |6gdu mun meiri dherslu &
samfélagslegu ahrifin. Heimamenn hefdu til einhvers ad hlakka yfir vetrartimann og
hatidin veitti félki samkennd par sem félk komi saman. imynd isafjardarbaejar hafi
breyst og baerinn hagnast & hatidinni auk pess sem hann hafi endurnyjad stimpil
sinn sem ténlistarbaer. Ekki hafi pé verid farid i neinar markadsherferdir enda veeri
tilgangur skipuleggjenda med hatidinni adeins ad hafa gaman af. Einnig syndu
nidurstdédur ad (safjardarbaer hafi ekkert gert til ad meta efnahagslegan avinning
sem baerinn hlytur vegna hatidarinnar og maettu peir stydja betur vid hatidina

(Hera Bra Gunnarsdottir, 2010).

Iceland Airwaves-hatidin er staersta og pekktasta tonlistarhatid a islandi og ladar ad
sér mikinn fjolda erlendra og innlendra gesta. UTON hefur sidustu ar gert kannanir {
kringum Iceland Airwaves med pad ad markmidi ad fa yfirsyn yfir efnahagsleg
ahrif hatidarinnar. Erlendum gestum hefur fjélgad mikid & hatidinni sidustu ar, og
arid 2012 voru erlendir gestir i fyrsta sinn fleiri en islendingar 4 hatidinni, eda 4.076
og hafdi erlendum gestum pa fjolgad um 46% milli dra (Témas Young, 2013). Velta
erlendra gesta & Iceland Airwaves arid 2012 var mald 802 milljonir kréna, en
kostnadur utan héfudborgarinnar er ekki inni i peirri tolu, svo sem ferdakostnadur
gesta til {slands. Ef sa kostnadur er medtalinn vordu peir um 1,1 milljardi kréna

(Témas Young 2013).

Forsenda pess ad hatidir & bord vid Iceland Airwaves og Aldrei for ég sudur 1adi ad
ferdamenn er ad hatidirnar haldi uppruna sinum (authenticity) og ladi ad hvoru

tveggja pa sem bua a svaedinu og ferdamenn (Hera Bra Gunnarsdoéttir, 2010).
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Skapandi greinar flokio samspil listar og reksturs

Af framangreindu er ljost ad stada skapandi greina i hagkerfinu er flékin. Hluti
skapandi greina er hadur pvi ad njota styrkja. En 4 sama tima skapa peer innhald
fyrir atvinnugreinar, svo sem ferdapjonustu, sem skilar samfélaginu tekjum.
Fyrirtaeeki innan skapandi greina skila einnig tekjum og eru vaxtarsprotar sem
virdast hafa stadid efnahagsprengingar betur af sér en fyrirtaeki i 68rum greinum.
Ad mati Andy Pratt professors vid City University, London (2012), er of mikil
einféldun ad leggja aherslu 4 annad hvort voxt eda styrki, heldur purfi ad skoda
kerfid i heild sinni. betta samspil ma medal annars sja i kvikmyndagerd & islandi
undanfarin ar. Arid 2009 st6d kvikmyndageirinn frammi fyrir nidurskurdi 4
framlogum til Kvikmyndasjéds og fjarmognun islenskra kvikmynda vard mjog erfid.
Framlag innlendra kvikmyndasjéda er skilyrdi fyrir umsdknum i erlenda
kvikmyndasjédi. Islensk framleidsla kvikmynda var pvi i haettu 4 ad minnka nidur
fyrir  pad steerd sem parf til ad reka innlendan kvikmyndaidnad.
Kvikmyndagerdarmenn snéru vorn i sékn og 16gdu mikla vinnu i ad efla erlend
tengsl og fa erlenda kvikmyndagerd til landsins. SU vinna hefur skilad sér margfalt
og arsvelta i kvikmyndagerd jokst um 249% fra 2010 til 2012 (munnleg heimild
Hilmar Sigurdsson, 13.2.13). Studningur hins opinbera i formi endurgreidslukerfis
skipti hér vissulega mali, en pekking og feerni innlendra adila i kvikmyndagerd er po
forsenda pess ad erlendir adilar leiti hingad en ekki til annarra landa med
sambaerilega eda enn rausnarlegri endurgreidslu. | tilfelli kvikmyndagerdar for
betur en dhorfdist, en litlu hefdi matt muna ad pessi pekking hefdi tapast ur landi
ef erlend kvikmyndaverkefni hefdu ekki komid til landsins hratt og 6rugglega. Litil
kerfi, eins og islenska hagkerfid, eru viokvaemari en stzerri kerfi fyrir pvi ad missa Gt
lykiladila. Akvardanir sem virdast einfaldar, eins og timabundinn nidurskurdur, geta
til lengri tima leitt til pess ad sérhaefd pekking tapist ur landi, pekking sem hefur
verid byggd upp 4 longum tima og kostnadarsamt yrdi ad byggja upp aftur
(Indergaard, Pratt, & Hutton, 2013).
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SV

Skapandi greinar og héfudborgarsveedid ENS

Landfraedilega byggjast skapandi greinar fyrst og fremst upp i og kringum
stérborgir. Ahrifin eru baedi efnahagsleg og samfélagsleg og mikilvaegt er ad skoda
skoda stodu skapandi greina at fra hvoru tveggja i borgarfraedilegu samhengi. pad
er mat Pratt (2012) ad ef leggja 4 dherslu 4 skapandi greinar i atvinnuskdépun og til
ad styrkja sérstodu akvedins svaedis & alpjédlegum samkeppnismarkadi, sé ekki
naegjanlegt ad skoda skapandi greinar einhlida sem vaxtarsprota eda innihald fyrir
ferdapjonustu og upplifunarhagkerfid. Taka purfi tillit til allra peirra patta sem lyst
var hér & undan enda geti jafnvaegid a4 milli peirra oft & tidum verié mjog vidkveemt.
Rannsoéknir innan hagraennar landfraedi benda einnig til ad hlutverk skapandi

greina i borgarproun sé ekki einfalt.

Mikid hefur verid gert ur hlutverki listamanna og skopunar i ad skapa
eftirsoknarverd hverfi (Currid, 2007). Nidurstédur Stern og Seifert (2010) benda til
ad i hverfum par sem list og menning er hlutfallslega umfangsmikil (cultural
clusters), séu lifgeedi meiri. En rannsékn peirra bendir ekki til pess ad beint
samhengi sé a milli pess og hagvaxtar. Grodach (2011) hefur synt fram a ad listrymi
(art spaces'®) geti haft jakvaed samfélagsleg og efnahagsleg ahrif. Hann telur ad
med studningi vid slik rymi geti stjornvold lagt sitt af morkum i uppbyggingu
hverfa, en setur pann fyrirvara &4 ad stjdornmdlamenn hafa sjaldan pekkingu &
listinni og hallist ad lausnum sem geta nyst sem flestum. Til pess ad listrymi reynist
vel, verdi pau ad vera a forsendum listarinnar og geti pvi ekki verid 6llum allt. Sterk
politisk dhersla a hlutverk listamanna og listskopunar til ad skapa eftirséknarverd
hverfi (gentrification) getur snuist upp i andhverfu sina pegar listamenn métmeela
politiskum akvordunum um storf sin og adstadur (Kirchberg & Kagan, 2013).
Adkoma opinbera adila parf p6 ekki alltaf ad hafa neikvaed ahrif og nefna ma ad i
Japan hefur tekist ad snua ,raudu” hverfi i listamannahverfi med aherslu a listrymi
(Sasajima, 2013). Uttekt & starfsemi midstédvar fyrir menningu og préun (CKU)
sem sett var 4 laggirnar i Danmorku i kjolfar uttektar a upplifunarhagkerfinu,
bendir jafnframt til pess ad drangur hafi veri i samraeemi vid markmidasetningu

(Bille, 2012).

14 Artist cooperatives, arts incubators, ethnic-specific art spaces, community arts or cultural centers.
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Jafnveegi i ataksverkefnum i borgarskipulagi er vidkvaemt eins og rannséknir
Kirchberg og Kagan (2013) 4 Hamborg ut fra sjalfbeerni skapandi borga (creative
sustainable cities) synir en Hamborg er baedi dhugavert deemi um sjalfbaerni og

Osjalfbaerni i borgarproun.

i Hamborg var pdlitisk dhersla 4 ad hofda sérstaklega til skapandi stéttar en su
ahersla leiddi til utilokunar, vaxandi mismunar og eydileggingar a4 akvednum
hverfum. bessar adstadur voktu sterka motspyrna fra grasrétinni (buttom-up

). RaS eru

network). Dami um petta er hreyfingin Recht auf Stadt (RaS
grasrétarsamtok fjolmargra lista-, stjérnmadla- og borgarpréunarsamtaka i
Hamborg. Samtokin hafa moétmeelt kroftuglega svokalladri growth maschine og
nyfrjalshyggjustefnu borgarinnar, par sem meginahersla i borgarpréuninni hefur
verid a efnahagslegan voxt, og bar med minna veaegi a félagslegan voxt og skapandi
lausnir fyrir borgina. RaS hafa bent &4 mikinn skort a hidsneaedi 4 vidradanlegu verdi i
,booming entrepreneurial city", og ekki sist a erfidar adstaedur fyrir listamenn ad
starfa i borg sem veeri ordin alltof dyr. RaS gaf Ut stefnuyfirlysingu sem kalladist Not
In Our Name, svokallad NION manifesto, sem vakti mikla athygli i umreedum um
borgarpréun i Evrépu'®. Hamborg er pvi gott demi um mikilvegi pess ad
borgarpréun sé sjalfbaer; borgin vaxi 4 raunhaefum hrada, par sem dhersla er 16gd a
félagslega samstd6du borgara um stefnu og préun. Hamborg Kreativ Gesellschaft,

sem visad hefur verid til, er medal annars vidleitni borgarinnar til ad halda

bréuninni afram i samradum og samstarfi vid grasrdtina.

Af pessu ma sjd ad ahersla @ hagraenan 4vinning skapandi greina hefur leitt til
tvibentra vidhorfa listamanna. Aherslan & skapandi greinar er jdkvaed, en ef stefnan
eru & forsendum stjérnvalda med 3dherslu & kostnadarsamar fjarfestingar i
hasnaedi, getur vidhorf skapandi adila audveldlega snuist & ondverdan meid
(Markusen og Gadwa, 2010). Samspil listarinnar og efnhagslegara aherslu er pvi
viokveemt og oftar er litid til hinnar vidar skilgreindrar skapandi stéttar pegar

efnahagsleg ahrif skopunar eru skodud.

15 Ra$ hefur barist fyrir hisnaedi 4 vidradanlegu verdi og rymum fyrir starfandi listaf6lk, med rétteekum
adgerdum eins og hustokuadgerdum 4 hiisnzedi sem fjarfestar hafa keypt med pad { huga ad rifa pad nidur
og byggja nytt - hiisnaedi sem borgin hefur akvedid ad kaupa aftur og endurhugsa i samradi vid RaS hlutverk

husnaedisins og svaedisins 1 heild.

16 [ stefnuyfirlysingunni er pad harmad hvernig listir og listaf6lk er misnotad sem skapandi afl (creative
force) fyrir svokallada entrepreneurial city.
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[ borgarskipulagsmélum hefur Gtgangspunkturinn oftar en ekki verid hin skapandi
stétt Richard Florida (2003)". Hafa ytarlegar kortlagningar verid gerdar um
skapandi stéttir, t.a.m. i Danmorku. bar kemur fram ad skapandi greinar leita fyrst
og fremst i staerstu borgirnar, pé minni byggdir hafi med annarri sérst6du getad
ladad ad einstaklinga ur hinni skapandi stétt (Kristina Varst Andersen & Lorenzen,
2007). Samkveemt kenningu Florida saekist hin skapandi stétt i ad bua i
svokolludum skapandi potti (creative centers). bar safnast saman einstaklingar med
bekkingu i hataekni, freedum og listum. Samkvaemt kenningunni studlar hin
skapandi stétt svo ad efnhagslegum vexti, og styrkir pannig pau svadi sem hann
byr 4. Hépurinn sakist ekki eftir storfum i stéridnadi, eda utfra adgerdum
stjérnvalda til deemis vegna skattaivilnana eda annarra slikra hvata til ad lada til sin
fyrirtaeki. Akvérdunin virdist tekin einfaldlega vegna pess ad félk vill bua & svaedinu
(Florida, 2003). ba skiptir mestu mali ad & svaedinu séu stadir eins og
almenningsgardar, bodkasofn, leiksvaedi, hjdlastigar, og margbreytileiki i
upplifunum, ad samfélagid sé opid gagnvart fjolbreytileika, og ad fdlk geti
samsamad sig sem skapandi einstaklingar umhverfi sinu. Byggingar i 6samrami vio
umhverfid, t.d. stdrar ipréttahallir, hradbrautir, verslunarmidstédvar og
bemagardar eda syningar a forsendum ferdapjénustu eru ekki adladandi fyrir
bennan hép skapandi félks og geta jafnvel verid frahrindandi (Florida, 2003, bls.
217).

Rannsoknir Andersen, Bugge, Hansen, Isaksen og Raunio (2010) virdast p6 benda til
bess ad hin skapandi stétt a Nordurlondum velji frekar bua par sem
vinnumarkadurinn er tryggur en par sem andrimsloftié er i anda pess sem Florida
lysir. bPannig safnast hinar skapandi greinar ad mestu fyrir i hoéfudborgum
Nordurlanda, en borgir sem mynda kjarna landssveeda (regional centers) lada
einnig ad og telja Anderson og félagar pad ad vera vegna pess ad borgirnar séu
hvoru tveggja i senn, borg og litill baer. Nidurstada peirra er ad dhersla Florida sé
um of 4 ungt félk i skapandi greinum a kostnad vidhorfa peirra sem eldri eru og

fiolskyldufdlks. Pessar adstaedur virdast pd ekki adeins eiga vid um Nordurldond, en

17 Skilgreining Ricard Florida 4 skapandi stétt:
Super creative core: visindamenn sem vinna ad nysképun { vidum skilningi.
Creative professionals: knowledge based workers.

Bohemians.
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rannsokn Currid-Halkett og Stolarick (2011) i byskalandi synir ad pé ad kaffihus,
sjalfstaedar bodkabudir, hjélastigar og onnur pjonusta séu mikilveeg skapandi
greinum eru pau po ekki ekki nzegjanlegt skilyrdi til pess ad draga ad skapandi
einstaklinga, sjonran gaedi skipta miklu mali. Smit (2011) gerdi rannsékn i Hollandi
a vali einyrkja og litilla fyrirtaekja i skapandi greinum 4 stadsetningu. | rannsékn
hennar kom fram ad sjonraen gaedi skiptu mun meira mali vid val a stadsetningu en
fraedileg umfjollun um efnid gaf til kynna. begar vidmaelendur voru inntir eftir pvi
af hverju sjonraena heildin veeri svo mikilveeg komu fram tvennskonar rok;
annarsvegar Ut frad vidskiptavinum en skapandi umhverfi var talid liklegra til ad
leida til jakvaedari vidskiptavina. Hinsvegar ut frd eigin porfum, pad er ad umhverfid
studladi ad skopun, veeri skapandi. | rannsékninni valdi Smit (2011) fjéra stadi i
Hollandi sem allir attu pad sameiginlegt ad fjoldi fyrirtaekja i skapandi greinum var

vel yfir medaltali Hollands. bessir fjérir stadir voru pd mjog dlikir.

Mat 8 sjonreenum gaedum er pvi ekki einsleitt, enda myndi ,eitt” rétt atlit leida til
andstaedunnar og falla undir hverfi sem vaeru yfirklarud (overly complete) eda of
aferdafalleg og litid rymi fyir hid dvaenta. bau gaetu verid hvar sem er i heiminum,
ekkert sem gerir nakveemlega pessa stadsetningu einstaka. Hverfi sem ,geetu verid
hvar sem er” voru einmitt lysingar @ peim hverfum sem vidmalendur heféu alls
ekki valid. Algengar lysingar & skapandi umhverfi voru hinsvegar ad pad veeri

“heildraent”, dynamiskt, (progressiv, authentic, rugged, edgy).

Tillaga ad nyju svaedisskipulagi h6fudborgarsveedisins

[ tillogu ad nyju svaedisskipulagi hofudborgarsvaedisins (Samtok sveitarfélaga &
hofudborgarsvaedinu, 2014) er ad morgu leyti horft til pessarar hugmyndafraedi, til
skapandi stétta og moguleika 4 borgarpréun. bar er 16gd ahersla & péttingu
byggdar a skilgreindum kjornum par sem gerd er krafa um pétta og blandada
byggd. Byggir pad 4 peirri stadreynd ad borgargaedum sé erfitt ad na pegar byggdin
er jafn dreifd og raunin er (Pall Hjaltason, 2013). Sérstakur kafli er um aukna
naerpjonustu, en pad hefur synt sig ad ibdar vilja pjonustu inn i hverfin & medan
préunin hefur verid su ad verslunarkjarnar myndist i Gtjadri hverfa vid stofnbrautir

bilaumferdar. beirri préun 4 ad reyna ad snua vid (Pall Hjaltason, 2013).
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[ tillégu ad nyju sveedisskipulagi er 16gd ahersla & ad styrkja almenningssamgéngur,
sérstaklega & stofnleidum. Mikil aukning hefur wverid & notkun
almenningssamgangna undanfarin ar og er naudsynlegt ad auka pa pjénustu vid
ibda, og ekki sidur vid ferdamenn. Med baettum almenningssamgoéngum vaeri til
daemis haegt ad dreifa hételbyggingum vidar, en hételvaedingin i midbaenum hefur
ad einhverju leyti verid a kostnad ibda. Hugmyndir um léttlestarspor, og svokallad
hradvagnakerfi (bus rapit transport kerfi) Ut i Hafnarfjord og Mosfellsbae eru &
teiknibordinu. Einnig hefur Reykjavikurborg komid ad athugun & fysileika
hradlestar fra Reykjavik til Keflavikur. Par med er ibdum og ferdamoénnum gefnir

fleiri og greidari samgoéngumaoguleikar.

Reykjavikurborg hefur 1atid kanna hvar og hvernig ungt félk vill bua og nidurstodur
syna ad ungt folk vill helst bua midsvaedis, i litlum ibudum og gjarnan leigja, en
pbessum hopi hefur ekki verid sinnt i aratug (Capacent, 2014, Pall Hjaltason, 2013).
Einnig sakist eldra og efnad folk eftir ad bda i midbaenum eins og préunin hefur
synt sig vid Skulagdtu og Klapparstig. Markmid Reykjavikurborgar er ad tryggja
félagslegan fjolbreytileika, sem er hollur fyrir samfélagid i heild, ekki sist adladandi
fyrir hina skapandi stétt. Einstaklingar starfandi i skapandi greinum og hin skapandi
stétt saekir i fiolbreytileika i umhverfi sinu, og umburdarlyndi i viohorfum, einsleit

hverfi lada sidur ad (Florida, 2002).

VL

Nidurstddur vidtala og rynihépa A

begar nidurstodur vidtala og rynihdpa eru skodadar heildstaett kemur skyrt fram ad
einstaklingar sem vinna i skapandi greinum sja st6du skapandi greina i hagkerfinu
ekki sem einangrad fyrirbaeri heldur sem hluta af samfélaginu med adkomu ad
hagkerfinu med margvislegum haetti. Vidhorf gagnvart adgerdum stjornvalda var
oft 4 tidum neikvaett og talid einhlida & forsendum stjérnvalda. bratt fyrir ad
skapandi greinum vaeri hampad sem vaxtarsprotum vaeri peim oftar en ekki vikid til
hlidar og visad til nidurskurdar i t.d. listkennslu i skoélakerfinu. Pad var skodun
vidmaelenda ad i pessu faelist dkvedin skammsyni, par sem listmenntun og ahersla
a adferdafreedi listanna i skoélakerfinu veeru forsenda pekkingar og skilnings, sem
veeri forsenda vaxtar skapandi greina. betta kom medal annars fram i ahyggjum af
bvi ad nidurskurdur i ténlistarkennslu geeti til lengri tima leitt til endaloka Iceland

Airwaves tonlistarhatidarinnar. En pratt fyrir gagnryni voru vidmeaelendur almennt
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sammdla um ad pad veeri ad morgu leyti gott ad bua & Islandi og
hofudborgarsvaedinu, ad margt veeri ad gerast i listum og menningu, og forsendur

vaeru til pess ad skapandi greinar gaetu dafnad enn frekar & hofudborgarsvaedinu.

bPau pemu sem spruttu fram a vid greiningu & gognum koma fram i eftirfarandi
koéflum: ,pPorpid”, ,Ad fylla hus“ og ,Smaedin“. [ ljési vidfangsefnisins voru
samgongur og skipulagsmal flokkud i sérstok pemu, sem og menningarmunur sem
greindur var i vidtolum vid erlenda einstaklinga starfandi i skapandi greinum 3
hofudborgarsveedinu. Nidurstodur fyrir hvert af pessum pemum eru settar fram i

eftirfarandi k6flum og eftir atvikum tengd vid fraedilega umfjollun.

borpid 101

Aberandi er ad flestir vilja bta i 101 og 107, eins og annad ungt félk i borginni sbr.
kannanir borgarinnar (Capacent, 2014), petta & sem sagt ekki adeins vid um
skapandi greinar. Félk var tilbdid ad bua i feerri fermetrum i pessum hverfum.
Astaedur pessa voru nalaegd vid pjonustu. Eins og i litlum porpum parf yfirleitt ekki
ad fara langt til ad saekja pjonustu, en eins og i 68rum porpum hefur
ykaupmonnum 3a horninu” faekkad. Fiskbudarinnar 8 Freyjugotu var sart saknad og
viodmaelendur vonudu ad Brynja a Laugavegi feeri ekki somu leid. Kostir porpsins eru
einnig félagsleg nalaegd, pvi par byrd pu i ndlaegd vid vini og vandamenn. begar pu
ferd ut meetir pd kunnuglegum andlitum og heilsar nagronnum 4 goéngu og i

verslunum.

[ porpinu er nélaegd vid natturuna lika mikil, en naudsyn nalaegdar vid nattiru kom
sérstaklega sterkt fram. Einn vidmaelandi sagdi hafid vera sitt ,,ibufen” - ad pegar
hann fyndi ad hann veeri komin med axlir upp ad eyrum af streitu i vinnunni taeki
hann sér sma tima til ad horfa 8 hafid ut um gluggann, sem keemi i veg fyrir ad
vodvabolgan naedi yfirtokum. Nalaegd vid hafid kom fram sem mikilveegur pattur

baedi vid val & busetu og vinnuadstodu.

Skrifstofan [hefur] atsynid yfir alla hofnina, Esjuna og yfir allt. bad er dasamlegt.
Alveg i natturunni og fylgist med skipunum koma inn og ut.

Nalaegd vid og utsyni yfir hafid kom fram i 6llum rynihdpum og flestum vidtolum an
bess ad spurt veeri sérstaklega um pad. Virdist hafid gegna akvednu fagurfraedilegu

hlutverki sem samreemist nidurstodum Smit (2011) um mikilveegi sjonrannar
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uppbyggingar. Ahugavert var hversu sterk vidbrégdin vid hafinu voru, en einn
viomalandi sagdi ad hann hefdi ekki gert sér grein fyrir hversu mikilveegt pad var
honum fyrr en hann bjé erlendis um tima inni i midju landi, en pad geeti hann ekki

hugsad sér ad gera aftur.

Til vidbotar vid sjonraent mikilvaegi hafsins kom staerd husnaedis einnig upp. bar var
sérstaklega talad um byggingu hdhysa sem voru s6gd vera ur skala vid mannfélkid,

og nanast talin sjénraen or (fyrir utan vedurfarsvandann sem pau skapa).

Vidmalendur, badi islenskir og erlendir, nefndu smadina med peim kostum sem
taldir hafa verid upp, og naleegd vio fjolskylduna, sem skapadi adstaedur sem veeru

akjésanlegri en ad bua erlendis.

To be perfectly honest, ... working here in a creative company doesn’t even
count for me as reason for being here. [...] It would be infinitely better for me
being abroad. | live here because of my daughter. | want her to have a nicer
childhood than if | was in London or New York or somewhere. When she is out
of her earlier childhood, | don’t know if that will be the case here.

I like living here because | just like the generous Icelandic attitute most of the
time — well, | like being here for my soul.

Nidurstodur rynihdpa og vidtala fdlks starfandi i skapandi greinum 3

hofudborgarsvaedinu syna ad pad sem félk szkir i er porpsstemmning:

Sjarminn vid [g6tuna mina] er hugguleg porpsstemmning, ekki eins og ad bua i
borg heldur porpi. Husin 61l skokk og mismunandi, félkié vingjarnlegt og madur
labbar allt og mér lidur eins og i litlu porpi.

Hafnarfjordur

P6 ad midbeer Reykjavikur og péstnumerin par i kring hafi verid mest aberandi i
umraedu um val 8 busetu og val & vinnustad pa kom Hafnarfjordur oftast upp sem

annar valkostur sem hefdi somu einkenni porpsins og midbaerinn.

Astaedan fyrir pvi ad ég flutti i Hafnarfjordinn var st ad ég var ad saekja i
pborpsmenninguna. Héfnin og natturan styrkir pad og er rosalegur kostur.

Midbaerinn i Hafnarfirdi potti i veikara lagi og pegar Reykvikingar kvértudu undan
ferdamonnum vildu Hafnfirdingar gjarnan sja fleiri ferdamenn i midbae
Hafnarfjardar til ad halda lifi i kaffihdsum og styrkja midbaeinn. bad kom skyrt fram

ad Hafnarfjordur virtist hafa pa sérstédu sem hépurinn sakist eftir, umfram énnur
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svaeldi hofudborgarsveedisins. Eins og fram kemur i tilvisuninni hér aé nedan par
sem vidmaelandi segir ad Breidholtid, pratt fyrir félagslega tengingu, hofdi ekki til

vidkomandi:

Ef ég hefdi alist upp i Hafnarfirdi vaeri ég 6rugglega longu flutt pangad. En ég
Olst upp i Breidholtinu og ég fann alveg ad pad var ekki ad gera sig ad ég veeri ad
flytja pangad aftur. Alla vega ekki i pad hverfi sem ég var i.

Hafnarfjordur potti pé heldur langt fra Reykjavik samgdngulega séd og potti ,synd

ad Hafnarfjérdur skuli vera i Hafnarfirdi” eins og einn vidmeelandi ordadi pad.

Skipulagsmal

Sa skodun kom wupp i rynihdpum ad meira samrad pyrfti ad vera a milli
sveitarfélagana a hofudborgarsveedinu i skipulagsmalum. Einn viomalandi spurdi
af hverju 6l sveitarfélogin pyrftu ad byggja bryggjuhverfi. | [jdsi rannsékna Smit
(2011) pa styrkir pad ekki skopun ef hverfi og baejarhlutar verda of lik hver 68rum.
Bryggjuhverfi missir pannig sjarma sinni ef pau eru of mérg og lik. Fagurfraedilega
vantar meira samrad og samstarf, ekki sist i skipulagningu verslunarkjarna, en

Korputorg var einmitt nefnt sem mesta andstaedan vid pad sem veeri dkjésanlegt.

[ skipulagsmalum voru samgdngumal og uppbygging ferdapjénustu pé mest til

umradu.

Mig langadi ad flytja ir 101 vegna pess ad mér fannst 101 vera énytur. Hann er
bara fullur af ferdamonnum, turistabudum og fyllibyttum.

A medan allir voru sammala um ad ferdapjénustan vaeri mikilvaeg fyrir islenskt
samfélag poétti 6kostur hversu stadbundinn hin veeri. Vandinn veeri i sjalfu sér ekki

ferdamennirnir heldur skipulagid i kringum pa.

Pad eru ekki turistarnir per se heldur allir peir sem eru ad reyna ad graeda a
turistunum. Verid ad rifa hus og byggja einhverjar risa blokkir. Eitthvad félk sem
hefur aldrei buid parna. Ekki feramennirnir, peir eru bara naes.

Med pessu framhaldi er hatta 4 pvi ad ferdapjonustan taki yfir midborgina, til
daemis med pvi ad byggja hahysi sem ekki eru i skala vid skokku og mislitu husin i
borginni. Midborg Reykjavikur tapi fagurfreedilegri sérstodu sinni og falli i flokkinn

»geeti verid hvar sem er i heiminum® (Smit, 2011).
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Samgongur

begar reett var um samgoéngur kom bilavaeding islendinga fljétlega upp. Skipulag
veeri Ut fra bilum og nanast 6moégulegt veeri ad stunda vinnu i 68ru hverfi en madur
byggi i an pess ad vera a bil. b4 veerum vid salreent mjog hdd bilnum. Einstaklingur
med rekstur i midbanum sagdi vidskiptavini oft nefna ad pad vantadi bilastadi, en
viokomandi benti 4 pad veeru naeg bilastaedi i midbanum ,bara ekki beint fyrir utan

dyrnar hjg mér“.

Ad vera hadur einkabilnum hafdi lika ahrif 4 lifsgaedi peirra sem valid hofdu ad bua
fyrir utan midbaeinn. Kosturinn vid Képavog var til ad mynda ad hann vaeri mjog
midsvaedis (fyrir pa sem vaeru & bil), en umferdaraedarnar, sem gera pad ad verkum

ad Koépavogur er midsvaedis, valda stodugum umferdarnid sem erfitt veeri ad flyja.

Fyrir einstaklinga sem buié hafa erlendis, og pa sérstaklega annars stadar &

Nordurlondum (og hafa jafnvel aldrei tekid bilpréf) skytur petta skdkku vid.

Kannski geeti ég tekid streeté eda eitthvad. En pad er bara svo 6murlegt ad gera
bad, parf svo mikla skipulagningu og tekur tima. Sparar ekki tima, ekki a islandi.

A medan almenningssamgdngur eru yfirleitt fljotlegasti kosturinn i borgum erlendis
eru peaer ekki fyrsti kostur & héfudborgarsvaedinu. Einn erlendur vidmaelandi sem
byr i midbanum, en starfar i ndgrannasveitarfélagi sagdist ekki sattur vid ad vinna

svo langt i burtu fra heimili sinu:

| have a daughter who is at leikskdli and | don’t have a car, so | take her to
school, and | have a very short period of time to get the bus to enable me to be
[at work] and | can’t work full work day because the bus and the whole journey
takes almost an hour in total.

Peir sem eru hadir streetisvognum til ad komast heim ur bidi geta til ad mynda ekki

farid i 10 bio.

Ad fylla hus af lifi

Eins og fram hefur komid er oftar en ekki litid til skapandi greina sem innihald til ad
efla fer6apjonustu eda lifga upp 4 hverfi. b6 ad vidhorf viomalenda til ferdamanna
hafi almennt verid jadkvaett, og ekki undan pvi kvartad ad skapandi greinar varu
addrattarafl fyrir ferdamenn, kom fram nokkur andstada vid ad vera sett i pa stédu

ad skapa innihald eda ad vera ,notud” til pess ad skapa adstaedur sem veeru
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adladandi fyrir adra; til pess ad lifga uppa hverfi eda skapa adsteedur par sem adrir

geta greett pening.

[ rynihdpunum kom fram ad opinber studningur vid skapandi greinar veeri oft mjog
tengdur hisum sem fylla atti af listum og menningu. Vidhorf eins vidmeelanda vid

ataksverkefnum sem faelu i sér husnaedi var a pessa leid:

Pad var tendens a timabili par sem var verid ad segja fra hinum og pessum
ataksverkefnum par sem var buid ad finna ldkal. [...] pad eru takmork fyrir pvi,
pu parft ad finna pbinn ramma sjalfur, pu parft ad vita ad pér sé treyst fyrir
verkefninu en ekki ad pad er buid ad setja pig inni boxid.

Ord Grims Atlasonar framkvamdastjora Iceland Airwaves ténlistarhatidarinnar,
sem hann 1ét falla pegar RikisUtvarpid birti frétt um ad UTON, Iceland Airwaves og
fleiri adilar tengdir tonlist fluttu i hdsnadi i eigu borgarinnar vid Hlemm i
névember 20138, endurspegla badi pennan 6tta vid ad vera notud i akvednum
tilgangi, sem og pa umraedu sem undanfarid hefur verid i gangi um ad einstaklingar

i skapandi greinum vezeru , afetustétt “:

Bara svo pvi sé haldid til haga pa munu peir greida husaleigu sem parna flytja
inn. Pad hefur 6rlad 4 peim misskilningi ad borgin veeri ad gefa eitthvad - en svo
er ekki. parna slaer borgin tveer flugur i einu hoggi - faer skemmtilega leigjendur
sem lifga upp 4 svaedid og faer peninga i leidinni.

Pessi stada er afar 6fugsnuin i ljdsi pess ad skapandi greinar eiga oftar en ekki i
husnaedisvanda. | rynihdpum kom fram ad pegar til kastanna keemi vaeru skilyrdi
sem sett veeru vid pvi ad fa husnadi til skopunar oft svo prong ad ekki veeri
raunverulegt svigriam til pess ad skapa, til deemis meetti ekki gera breytingar,
jafnvel ekki negla nagla, eda ,skita ut”, jafnvel keemi i ljés ad adrar forsendur veeru

fyrir pvi ad fa hisnaedi en veentingar hefdu verid til:

[...] pessar fix lausnir, pad er buid ad taka einhverja heljarinnar akvérdun hér i
ad setja pening i ndkvaemlega pettal...] buid ad fastsetja petta lokal, og helst
eitthvad sem tengist sjavarutvegi...,, getid pid hannad pad[eitthvad innan
sjavarutvegs]?

18 Grimur Atlason, 27.n6vember, Facebook. Frétt RUV: Ténlist i stad bila. 27.n6v. 2013.
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Med pessu er visad til pess ad listamenn eru ekki hafdir med i rddum, heldur er
>tlast til pess ad peir taki patt i pessum verkefnum 4 forsendum annarra, i deeminu

hér ad ofan a forsendum sjavaratvegsins.

[ skyrslunni Skapandi greinar — syn til framtidar (2012) er samantekt & framlégum
sveitarfélaga til menningarmdla 4arid 2010. bar kemur fram ad utgjold til
menningarmala fara ad miklu leyti i rekstur husnaedis; bdkasafna, minja-, skjala- og

natturufreedihisnaedis eda menningarhusa af einhverju tagi.

Eftir stendur pd vandi fyrirtaekja i skapandi greinum ad finna hentugt hdsnadi fyrir
rekstur sinn. Fyrirtaeki i skapandi greinum eru oft litil og hafa ekki uppi aform um
vOxt eda fjolgun starfsmanna (Kreativwirtschaftsbericht fiir Hamburg, 2012). b4
eru oft miklar sveiflur i umsvifum fyrirtaekjanna og pau eiga oft erfitt med ad dzetla
verkefnastodu og porf fyrir starfsmenn langt fram i timann. Fyrirtaekin vaxa og
minnka pvi til skiptis eftir verkefnastodu og efnahagsdstandi og algengt er ad
pessum sveiflum sé maett med verkefnaradningum. borf fyrir sveigjanlega
vinnuadstodu par sem haegt er ad baeta vid fermetrum og faekka er pvi til stadar hja
morgum fyrirteekjum i skapandi greinum, en erfitt getur reynst ad finna slikt

hudsnaedi:

[...] ad finna husnadi sem hentar fyrir starfsemi af steerdinni sem pu ert i- en pu
ert ad gera eitthvad sem pu veist ekki hvad er. Og meira ad segja, pegar peir
sem eru eins og vid sem erum bara tiltélulega establisherud ad vinna, pa er
betta pannig ad pu veist ekkert fyrirfram hvad starfsemin pin getur ordid. ba vilt
kannski ekki fara med hana i stéra [steekka], pvi pu atlar ekki ad vera i pannig
lifi. Eda pannig adstaedum [...] pad er erfitt ad finna baedi stadinn, détid og folkid
til pess ad stydja vid pad.

[ 1j6si pess ad pad eru fleiri einyrkjar og litil fyrirtaeki i sému stédu velti einn
viomaelandi pvi upp af hverju pad veeri ekki til einhver adstada par sem fleiri en
einn | sOmu adstodu gaetu samnytt adstodu. Af pvi geeti jafnvel skapast meiri
samgangur og samlegd & milli fyrirtaekja, jafnvel i 6likum greinum. [ pessu
samhengi kom upp Hugmyndahis Haskdlanna'®, sem starfraekt var um tima i

Reykjavik:

19 Hugmyndahus haskélanna var samvinnuverkefni Listahdskdlans og Haskoélans i Reykjavik, en par gatu
frumkvdolar og sprotafyrirtaeki fengio adstodu fyrir starfsemi sina og greiddu einungis lagmarksleigu.
Hugmyndin var ad leida saman 6lika einstaklinga dr 6llum atvinnugreinum og gefa peim taekifeeri til ad

skapa sér ny teekifeeri.
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Mig langar bara ad 6skra: Hugmyndahusid [...] Petta var eins édyrt set-up og
haegt var ad hugsa sér til pess ad raekta grasrét og hjalpa nyskdpun. Og a
forsendum grasrdtar [...] ekki virdiskedja sem purfti ad uppfylla eftir einhverri
formulu sem er alls ekki skapandi.

Hugmyndahusid virtist ad einhverju leyti hafa komid til méts vid skort 8 svokolludu
pridja ryminu (third place);, svaedi sem heaegt veeri ad sitja vid vinnu, funda
o6formlega i afsloppudu umhverfi. Til skamms tima gatu nystofnud fyrirtaeki fengid
slika adstodu i Hugmyndahusi Haskélanna. Almennt var pvi ljést ad innan skapandi
greina veeri mikil missir af Hugmyndahusinu. Olikt mérgum 6drum hdsum toldu
vidmaelendur ad Hugmyndahusid hafi verid & forsendum peirrar sképunar sem

fram for i hdsinu.

Annar pattur i husnaedisvanda skapandi greina felst i pvi ad skapandi greinar leita i
»hratt” hisnaedi med laga leigu — en pad er husnadi sem skilar eigendum oft litlum
tekjum og lendir pvi gjarnan i nidurrifi eda enduruppbyggingu pegar stadsetning

verdur verdmaetari (gentrification).

Breytingar i hverfaskipulagi, par sem édyr hverfi breytast i eftirséknarverd og dyr
svaedi pydir ad skapandi greinar eru oft 8 hrakhélum.Vidmalendur toldu ad heaettan
a pvi ad missa husnadi vegna stadsetningar minnki ef til vill ad einhverju leyti ef

husnadi er i opinberri eigu en ad adkoma opinberra adila skapi dnnur vandamal.

Borgin [verdur annad hvort] ad taka medvitada akvérdun um ad pau [borgin]
2tli ad leyfa listam6nnum ad vera parna en pd verdur ad vera jafnreedisregla og
barf ad auglysa, og pa getum vid ekki endilega fengid petta. Eda pa ad pad
kemur eitthvad annad batteri sem getur borgad raunverulega leigu.

Einkaadilinn sem atti petta hds [vinnustofa listamanns] var vinveittur myndlist
og leyfdi myndlistarmdnnum ad vera parna [...] sidan breyttist pad allt i hruninu
[...] madur er svoldid svona leiksoppur.

Hér kemur fram ad einkaadilar eru i annarri stodu en hid opinbera pegar kemur ad
leigu enda geta peir valid og gert upp & milli listamanna sem hid opinbera getur
ekki gert. Studningur vid einstaka listamenn gaeti pannig ordid markvissari en ef
studningur vid listir er eingdngu opinber. Blanda af studningi einka- og opinberra

adila geeti pannig skapad fjolbreyttari studning vid listir.

33

SOKNARFZRI SKAPANDI GREINA A HOFUDBORGARSV/EDINU



Fram kom ad oruggt husnaedi skipti miklu mali, eins og i bodi er til deemis fyrir
myndlistarmenn i gegnum SIM hudsnadi’®. SU adgerd var almennt talin mjog
jadkvaed en gallinn veeri hversu litill innblastur fengist i pvi umhverfi, hisid vaeri ad
einhverju leyti illa nytt, enda fair myndlistarmenn sem hefdu efni 4 pvi ad sinna
myndlistinni eingdngu og stundudu adra vinnu lungann ur deginum. [ rynihépum
kom jafnframt fram ad greinar, eins og myndlist, prifast ad miklu leyti 4 pvi ad vera
4 tanum, 4 hrakhélum ad fara & milli hverfa par sem adstada er til uppbyggingar.
pbessu horfa listamenn ekki sidur til uppbyggingar hverfa en stjéornvold. En eins og
fram hefur komid hafa erlendar rannséknir synt ad slik ,,hreinsun” getur snuist upp

i andhverfu sina.

Sjohd hverfid [Grandiler kannski spennandi borgarhluti. En pad er mjog haett vid
bvi ad petta hverfi verdi vidbjédslega mislukkad og verdi bara eitthvad svona
turistalunda [fyllist af lundabudum]. Af pvi pad er verid ad prysta of mikid a
uppbygginguna en ekki verid ad leyfa pvi ad gerast & edlilegan hatt.

Smadin

Kostir Reykjavikur, og hofudborgarsvaedisins, virfast badi tengjast smaed
Reykjavikur og pvi ad hun er hofudborg. Hér er hvoru tveggja haegt ad njota allrar
pbeirrar menningar sem hofudborg bydur upp @ en um leid akvedinnar

porpsstemmningar sem smaedin skapar.

Reykjavik er héfudborg Islands og [sland er eyja. bad parf ad vera menning, pad
barf ad vera épera, pad purfa ad vera tonlistarhatidir, pad purfa ad vera
listasyningar og listas6fn og allt svoleidis. Og pad er ekki til i somu [stzerd], er
ekki svo utbreitt i minni baejum i steerri l6ndum.

Smaedin pydir lika minni samkeppni og styttri bodleidir sem gerir pad audveldara

ad koma sjalfum sér og sképun sinni 4 framfaeri.

Why did | come here to work? Well there is not much competition here. So,
that gave pretty good marketing opportunities. Meaning, if | wanted to do this
in a big city, what | was doing, it would have been much harder to get a
foodhold or you know, to aim for the top than in a country like this where there
wasn’t much competition.

20 vinnustofur Sambands islenskra myndlistarmanna: SIM leigir ut vinnustofur til félagsmanna i htusnaedi
vid Seljaveg 32, Nylendugotu 14, Stidarvog 3 og a Korpulfsstodum { Reykjavik og Lyngasi { Gardabee, en
vinnustofurnar eru hatt i 200 talsins. Vinnustofurnar eru allajafna fullnyttar.
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Pa hafa listamenn 4 islandi talad um ad naleegdin i skdpuninni leidi til pess ad
endurgjof a verk faest hratt og orugglega og pad geri pad audveldara ad prda

listina. Petta & ekki sist vid i tonlist en 6flug grasrét er i islensku ténlistarlifi.

Smadin pydir einnig ad sérhaefing einstaklinga er minni sem hefur baedi kosti og
galla. Minni sérhaefing og pad samstarf milli greina sem skapast af smadinni getur
leitt til nyskdpunar og préunar, sem ef til vill verdur ekki i staerri samfélogum. En 3
moti kemur ad erfidara er ad byggja upp pa feerni sem faest med mikilli sérhaefingu,
eins og fram kom i vidtdlum fyrir skyrslu um studningsumhverfi skapandi greina.
Smadin hefur pvi baedi kosti og galla; smaed fyrirtaekja og sveigjanleiki gerir peim
audveldara ad bregdast vid efnahagslegum breytingum, en um leid gerir smad
markadarins i heild skapandi greinar vidkveemari fyrir efnahagssveiflum. Litid parf
til pess ad rekstrarforsendur breytist verulega og pekking horfid ur landi eins og
kvikmyndagerdarmenn ottudust mjog er kvikmyndasjédur var skorinn nidur. Vegna
smadarinnar og tenginga a milli greina innan skapandi greina verda skapandi
greinar i heild vidkveemari fyrir miklum samdreetti og eda nidurskurdi i einstaka

greinum.

Menningarmunur

A hofudborgarsvaedinu starfa margir i skapandi greinum erlendis frd, sérstaklega i
tonlistar-, kvikmynda- og télvuleikjagreinum. Erlendir einstaklingar starfandi i
skapandi greinum a hofudborgarsvaedinu telja kosti pess ad lifa og starfa par
samsvara ad miklu leyti framkomnum vidhorfum [slendinga. Smaedin geri pad
audvelt ad bua og vinna a svaedinu, tengslanet er pétt, bodleidir stuttar og
vandamadl pvi oft fljétleysanleg. Pa kom fram ad hvatvisi veeri einkennandi i

umhverfinu og akvardanir teknar snoggt. Einn vidmeelandi ordadi pad svo:

It was the accessibilty of doing anything | liked, it was a kind of ,,pre-grass can
do” attitude about just: why just you don’t do that? [...] People are really
willing to share here and help each other and all that, and coming from London
that is very different.

Vidmeaelendur gatu bent 8 ymislegt i starfsumhverfinu sem hefur komid peim a
Ovart midad vid pad starfsumhverfi sem peir voru vanir frd 66rum londum. Til
daemis var nefnt ad ef skuldbindingar hvad vardar timasetningar, fundarbod og

afhendingar 4 pontunum steedust ekki, veeri pvi oft ekki tekid mjog alvarlega:
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Vidmaelendur bentu 4 ad vissulega vaeru margir kostir vid smeaed samfélags og
markadar og pétta tengslanetid, en dkostirnir vid pad vaeru hversu mikid persdnlegt

lif einstaklinga blandast vinnunni, sem hefdi ahrif 4 afkost:

It is a very conversational environment and you spend as much time chatting
with people as you do focusing efficently on work. You answer your cellphone
during the office hours, you do not do that in other countries. You check
Facebook, you do personal e-mails. That is an accepted part of the culture. So
45% efficiency, | am being quite liberal with that number, | think it might not
even be that in a lot of places.

| had come from creative companies in London where you did not survive if you
did not behave in a very cut like business like manner. So | found that really
interesting [here].

Lokaord eins vidmaelanda samraemast vissulega pvi sem Islendingar téku lika fram i

sinum skodunum almennt & starfsumhverfi og busetu:

We try not to do too much business here. But | like living here.

Vaxtar- og séknarfeeri héfudborgarsvaedisins EAS

bpegar nidurstodur rynihdpa og vidtala eru skodadar og bornar saman vid erlendar
rannséknir er ljost ad hofudborgarsveedid hefur upp 4 margt ad bjéda sem ladar ad
einstaklinga i skapandi greinum, bpratt fyrir ad rekstrarumhverfi i islensku

efnahagslifi sé ekki talid dkjésanlegt.

Smadin hefur badi kosti og galla og toluverdir moguleikar eru fyrir
hofudborgarsvaedid ad byggja & peim kostum sem smadin hefur, til ad mynda med
bvi ad byggja upp kjarna par sem einstaklingar Ur moérgum greinum geta komid
saman og unnid saman. bad er p6é mikilvaegt ad hafa i huga ad til ad opinberar

adgerdir skili arangri purfa pzaer ad vera unnar i samradi vid grasrotina.

Fyrirtaeki i skapandi greinum eru oftast litil og reida sig mjog & einyrkja i rekstri.
Mikilveegt er ad byggja upp umhverfi par sem studningur vid litil fyrirtaeki og
einyrkja gerir peim kleift ad vinna vid list sina. Einstakingar sem hafa menntad sig i
listum eru oft illa upplystir um rekstur og skattamal. p6 ad skattamal séu mal

rikisins kemur pad ekki i veg fyrir ad hofudborgarsvaedid komi ad freedslu um
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réttindi og skyldur einyrkja og litilla fyrirtaekja. Uppbygging freedslustarfs maetti
sampaetta milli fleiri en einnar greinar innan skapandi greina og pa ef til vill i

samstarfi vid UTON sem hefur pegar byggt upp 6flugt freedslustarf.

Adgengi fyrirtaekja i skapandi greinum ad styrkjum er oft takmarkad par sem pau
uppfylla ekki krofu um nynaemi. ba verda opinberir styrkir ad geeta jafnraedisreglu
og stydja ekki einstdk fyrirtaeki i innlendri samkeppni. Med pvi ad efla styrki
einkaadila samhlida styrkjum hins opinbera aukast moguleikar fyrirtaekja i skapandi

greinum.

Pa er einnig ljést ad alagid & midbaeinn er mikid og dkvedin haetta 4 pvi ad hrod
uppbygging a svaedinu, sem og ahersla 4 ferdapjonustu geeti haft alvarlegar
afleidingar til framtidar. bar sem ferdapjénustan, sem er um margt lik hvar sem er i

heiminum, purrkar Ut sérstodu midborgar Reykjavikur.

Med pvi ad baeta samgodngur og dreifa ferdamannastraumi a fleiri stadi i borginni
er heegt ad byggja upp liflega porpsstemmningu & fleiri st6dum a
héfudborgarsvaedinu. [ pvi ljési virdist Hafnarfjérdur hafa dkvedid forskot, en med
léttlestarsamgdngum milli Hafnarfjardar og midborgarinnar (jafnvel tengt
Keflavikurflugvelli), veeri haegt ad ,faera” Hafnarfjérd naer midborginni. bar gaeti pvi
audveldlega myndast nyr skapandi kjarni, sem um leid gerdi baeinn

eftirséknarverdari fyrir ferdamenn.

Ljést er ad einstaklingar i skapandi greinum hafa sterkar skodanir & pvi hvada hverfi
hafa pau sjonreenu gaedi sem draga skapandi greinar ad (i midbae Reykjavikur
skiptir miklu mali ad sja hafid). Med pvi ad skoda hofudborgarsveedid betur Ur fra
sjonraenum gaedum, og byggja 8 sérkennum hvers hverfis meetti gera fleiri hverfi en

101 eftirsdknarverd.

[ adgerdum sem atlad er ad efla skapandi greinar & hofudborgarsvaedinu er
mikilveegt ad hafa samrad vid pa sem malid vardar. Hér hefur verid farid yfir pau
atridi sem fram komu i rynihdpum, en eitt af pvi sem kom sterklega fram var
Opolinmaedi gagnvart poélitiskum yfirlysingum um mikilvaegi skapandi greina, sem
b6 skiludu studningi sem ekki veeri & forsendum skapandi greina og nidurskurdi i

styrkjum.
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We are delighted to present this report to you, our
colleagues in music, government and business
worldwide, on behalf of IFPl and Music Canada.

A Music City, by its simplest definition, is a place with a vibrant music
economy. There is growing recognition among governments and
other stakeholders that Music Cities can deliver significant economic,
employment, cultural and social benefits.

While music takes centre stage in this study, the findings and
recommendations are relevant to almost anyone in the broader community.
Are you looking to draw tourists to your city? Attract tech firms and the
bright, young people they employ? Build your city's brand? Think music!

This report is intended as a “roadmap” to help you tap into the power of
music. It applies to communities of all sizes, no matter how far along the
path they are to realizing their full potential as a Music City.

The findings draw upon an exhaustive review of existing information and
research, more than 40 interviews with a wide array of experts in music and
government on all continents, and two international focus groups.

We are grateful to the many people who gave willingly of their time and
ideas in the research for this report.

It is our hope that this report inspires you to build a Music City in your
community or to make your Music City stronger than ever. We are confident
that the information and recommendations in this report will help you get
there.

Yours in Music,

%@Mw @%@K/&

Frances Moore Graham Henderson
Chief Executive Officer, IFPI President & CEO , Music Canada
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—(Qis report is intended as a uni-
versal "roadmap” to create and
develop Music Cities anywhere in
the world. The strategies and rec-
ommendations outlined here are
designed to be flexible in recog-

nition of local variations in music,
culture, economies and political structures. They can
be applied equally to well-established Music Cities
seeking to further enhance their music economies
and to nascent, aspiring Music Cities. They are rele-
vant to communities both large and small.

The term "Music City" is becoming widely used in
cultural communities and has penetrated the political
vernacular in many cities around the world. Once
identified solely with Tennessee's storied capital of
songwriting and music business, Nashville, Music
City now also describes communities of various
sizes that have a vibrant music economy which they
actively promote. Alliances are being formed among
cities that see value in partnering to enhance their
music success, Music City accreditations are being
discussed and defined, and Music City panels are
popping up at conferences around the globe. Out-
side the cultural community, there is growing recog-
nition among governments and other stakeholders
that Music Cities can deliver significant economic
and employment benefits beyond the long-acknowl-
edged cultural and social benefits. Quite suddenly
there is a lot of interest in becoming a Music City, and
how to make one succeed.

Following the 2012 publication of a report by Music
Canada, "Accelerating Toronto's Music Industry
Growth: Leveraging Best Practices from Austin,
Texas,"" leaders in other cities began asking for their
own “roadmap” so that they too could tap into the
power of music. The curiosity spread to IFPI, Music
Canada's international counterpart, and to diverse

communities such as Kuala Lumpur, Malaysia and

Tempere, Finland. There was clearly a desire for
effective Music City strategies and best practices
that could be applied to any community, anywhere in
the world.

What follows is a report written principally for music
community experts as well as political leaders and
government officials. While it is envisioned as a
source of inspiration and information for almost
anyone interested in building a stronger, more vibrant
community, the findings will be of most practical use
to: (i) professionals in the music industry including
venue owners, concert promoters, music festival
organizers, music managers and agents, record label
executives, artists and music industry associations;
(ii) politicians at the local level, but also at the regional
and national levels; (i) government officials involved
in economic and/or cultural development at the local
level, but also at the regional and national levels; and
(iv) tourism and business leaders looking for ways to
enhance local economies.

How each city defines success will vary. Some cities
have set very ambitious goals for the delivery of
economic, cultural and other benefits. For others, it
comes down to creating a sustainable environment
for music creation, for the sake of music, pure and
simple. "One of the things that would be a really good
measure,” says David Grice, Managing Director of
Musitec, a music, technology and creative industry
cluster in Adelaide, South Australia, “is listening to a
child telling their mom and dad that they want to be
in the music industry and parents not saying, 'you
need to get areal job.” That would be a great sign of

success.”

In a similar spirit, this report does not attempt to
establish a benchmark for Music Cities or otherwise
codify success. Rather, it provides a comprehensive
framework of best practices to help you achieve your
Music City goals, however you may define them. The



best practices are outlined in detail in section V along
with specific, practical recommendations that can be

put to use by readers.

This report has been prepared principally with the
commercial music sector in mind. While many of the
cities researched for the report have strong traditions
of classical, choral and other non-commercial music
that deliver great benefits, we have not investigated
those segments in depth. However, many of the
strategies recommended will also benefit these seg-
ments of the music community.

METHODOLOGY

Much has been written about individual Music Cities,
providing a great deal of thoughtful material for the
research team's initial global scan. This preliminary
research helped us develop a larger list of cities to
investigate beyond “the usual suspects.” We sought
to include both well known Music Cities as well

as cities that are aspiring to advance their music
economies. It was also vital to present a diversity of
locations spanning the globe.

To obtain first hand accounts from these cities, we
conducted more than 40 in-depth, one-on-one
interviews with music association leaders, music
entrepreneurs including publishers, promoters and
artists, municipal employees from music offices and
cultural departments, tourism promotion experts
and investment and economic development spe-
cialists. Each individual responded to wide-ranging
questions about the key challenges and opportuni-
ties in their cities. This provided a framework for the
third phase of our research — two international focus
group sessions. The focus groups were led by Erik
Lockhart of the Queen's Executive Decision Centre
at Queen’s University in Kingston, Canada. Partic-
ipants joined both by phone and online. The focus
groups helped verify and expand upon the initial
findings and identify the most important Music City

and Why it's Worth Pursuing

elements, benefits and strategies.

We are grateful to the many people who gave
willingly of their time and ideas in the research for
this report. The enthusiasm of the focus group
participants, in particular, suggests that there is a
great deal of interest in further exchanges of ideas
and best practices among Music Cities around the
world.

{11



=
=

. -~

5

=0

=CUTIV

TION ||

= SUNINIARY




—= here is nothing like music as a
means to connect people, bridge
linguistic and cultural divides and
provide an avenue for identity
and expression. Music is a trans-

formative experience.

Collectively, the music ecosystem generates rich

social, cultural and economic benefits.

Cities are increasingly assigning importance to these
advantages and working with their music communi-
ties to accelerate the growth of the music economy,
and identify and eliminate barriers. Small or large,
they have the potential to become Music Cities.

This report identifies the essential elements of
Music Cities, details the benefits they generate, and
describes the most effective strategies Music Cities
employ to enhance their music economies. It pro-
vides a “roadmap” for music community leaders, as
well as officials and elected office holders to develop
a comprehensive music strategy for their munici-
pality. These recommendations can be scaled to
communities of any size; however, for the purpose of

this report we will use the term "Music City."

MUSIC CITY KEY
ELEMENTS

The essential elements of Music Cities are:

®  Artists and musicians;

* Athriving music scene;

® Access to spaces and places;

®* Areceptive and engaged audience; and

* Record labels and other music-related busi-

nesses.

Itis also important to have multi-level government

support for music, a broader city infrastructure
conducive to the sector, and music education pro-
grams. Many other beneficial elements were iden-
tified in the research for this report including music
history and identity. However, the above-noted
components received a higher ranking by the focus
groups conducted for this study.

MUSIC CITY
BENEFITS

A vibrant music economy drives value for cities in
several important ways: job creation, economic
growth, tourism development, city brand building and
artistic growth. A strong music community has also
been proven to attract other industrial investment,
along with talented young workers who put a high
value on quality of life, no matter their profession.

MUSIC CITY
STRATEGIES

The strategies offered in this report are based on
research gathered from dozens of cities around the
world. The following strategies are the ones most of-
ten cited as an effective means to grow and strength-

en the music economy.
Key Strategies:
1. Music-friendly and musician-friendly policies

Government policies have a direct impact on the
ability of music businesses such as live performance
venues, recording studios and rehearsal spaces

to operate sustainably. Business licensing, liquor
licensing, transportation planning and parking, as well
as land-use planning all have an impact on the health

of the music economy. Compliance requirements

{13}
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should be appropriate without becoming a barrier to
doing business. Many communities face challenging
decisions regarding land-use planning as a result

of gentrification and urban growth. In some cities,
historically significant music properties are threat-
ened or have already been lost. Solutions to these
challenges include heritage designations, cultural
zones and policies based on the "agent of change”
principle.

Similarly, musicians, singers, songwriters and produc-
ers can be helped or hindered by the government
policy environment. Successful Music Cities create
a supportive environment for artists so that they can
focus on doing what they do best: making music.
Support can be in the form of training and education
programs, mentoring, access to hubs or incubators
and affordable housing.

2. A Music Office or Officer

Navigating the broad range of government policies
and regulations that impact music can pose signifi-
cant challenges for music communities. Cities that
have established a single point of contact for the mu-
sic community, in the form of a music office or officer,
are better positioned to build their music economy
and develop effective policies. Music offices typically
lead city music strategy development and mediate
conflicts that arise between music businesses and
the larger community. Music officers most often
have prior experience in music or another creative
sector that gives them invaluable sector knowledge.

3. A Music Advisory Board

Music Advisory Boards or Commissions provide an
invaluable link between the music community and
City Hall. Advisory Boards are typically composed
of representatives from a broad cross-section of the
music community, but also often include profession-

als engaged in related industries such as tourism and

economic development. They are also an ideal forum
for the music community to develop internal consen-
sus on issues, and provide advice on the legislative
and regulatory environment.

4. Engaging the broader music community to get
their buy-in and support

The involvement of the people most affected by
music strategies is critical to the success of a Music
City. Collaboration across the different segments of
the music community doesn't always come naturally
as the sector is composed primarily of small and
medium-sized businesses. Many operators of these
businesses wear various hats, work only part-time in
music, and struggle just to make a living. However,
evidence shows that cooperation and collaboration
across the sector can lead to significant improve-
ments to the regulatory and business environments,
and are also the most effective means of gaining
support from political leaders.

5. Access to spaces and places

Music needs a home; in fact, it needs many homes.
From education to rehearsal to recording to per-
formance, Music Cities require a variety of quality
spaces and places to succeed. To meet this need,
the first step is to take inventory so that gaps can be
identified. For live performances, a full range of ven-
ues is essential to support artists as they advance
through their careers — everything from small base-
ment venues to stadiums and all points in between.
Frequently, venues and other music businesses
cluster together, enhancing their success. Hubs and
accelerators are also proving to be very effective in
different cities around the globe.

6. Audience development

Demographics play an important role in audience

development; in particular, large student populations



are identified as an advantage in many Music Cities.
All-ages events can help engage younger audienc-
es, thereby encouraging youth to develop a lifelong
relationship with music. Factors like a community’s
proximity to other music markets, transportation links
and promotion of live music events influence audi-
ence development. A common challenge is building
an audience for local performers, who often fall under

the shadow of high profile global stars.

7. Music tourism

Music tourism benefits cities to the tune of billions

of dollars each year. Tourism assets include a city's
year-round live music scene, music festivals and his-
torical music landmarks. A few cities have developed
comprehensive music tourism strategies that involve
music-based branding, promotional campaigns,
wayfinding apps and other social media strategies,
investment in music infrastructure and signage, and
programming. Accurate measurement of music
tourism is a common gap since it is normally grouped
with cultural tourism.

{15}
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WHAT MAKES A MUSIC CITY?

“Ihe combination of
having an active, thriving
MuSIC scene with
artists, bands, venues,
education, etc. and
support from the public,
meaia, government and
busiNess.”

— Michael Blair, The House of Songs and
Scorpio Music Production, Stockholm

There is no strict definition of a Music City. Nev-
ertheless, the most successful Music Cities have
certain elements in common. Participants in two
focus groups conducted for this study identified
the following five elements as the most essential

components of a true Music City:

e  Artists and musicians,

e Athriving music scene;

e Accessto spaces and places;

e  Areceptive and engaged audience; and

e Record labels and other music-related businesses.

Focus group participants identified three other
elements as important:

‘Each city and town is
different. A successtul
Music City contributes
strongly to the
grassroots music scene,
and generates value to
the local economy and
community as a whole.”

— Tom Kiehl, UK Music, London

e Multi-level government support for music;
e  Broader city infrastructure; and
e Music education.

They also named elements that are often found in
Music Cities, including:

e  Music history and identity;

e Music tourism;

e Recognition of music as an economic driver;

e  Strong community radio supporting local inde-
pendent music; and

e Adistinctlocal sound or sounds.




The principal elements are explored below.

Virtually every city, no matter how thriving its music
community, has areas of strength and weakness.
Austin, Texas, the “Live Music Capital of the World,"
has virtually no representation from major music
labels. London, UK is a hotbed of live music, but has
failed to prevent the loss of iconic venues. Kuala
Lumpur, Malaysia and Johannesburg, South Africa
can fill stadiums for international superstars, yet
struggle to draw smaller audiences to see local
artists.

What is most important is to accumulate a critical
mass of essential and important elements, and to
continually advance them. Current and aspiring Mu-
sic Cities leverage their music strengths and pursue
opportunities to develop others.

THE ESSENTIAL
ELEMENTS

Artists and Musicians

It might seem obvious, but a Music City needs
people who make music. Musicians, singers, song-
writers and producers are a necessary foundation.
Many cities report that artists congregate “organ-
ically.” In other words, a strong gathering of artists
cannot be manufactured, though implementing
“musician-friendly” policies, as outlined in section
V.1, is important to attracting and retaining them.

A Thriving Music Scene

"Austin assumed the self-proclaimed title of
Live Music Capital of The World in 1991. Live
music is available for consumption at any
time, any day of the week. From the airport, to
grocery stores, to City Council meetings, music

is embraced in Austin on an unparalleled level.
An astonishing 250 or so places present live
music here, and every style is represented.”
—Don Pitts, Music Program Manager, City of Austin

A Music City is invariably built on a thriving live
music scene. This means more than just having a
large number of live performances. It means having
a diversity of music offerings, as well as support for
local and indigenous cultural expression, in addition
to support for larger touring acts. Ideally, there is

a balance between local artistic expression and

international content.

Spaces and Places

Spaces and places for live music performance and
other activities such as rehearsing, recording and
music education are integral to the success of a
Music City. The range of music venues should span
informal to formal, indoor to outdoor, and all sizes

in order to meet the needs of artists at every point
of their career. Quality is important, though, as Mark
Davyd, CEO of Music Venue Trust in the UK points
out: "If a 16 year old goes into a venue with terrible
sound and lighting, does it motivate them to make it
a career? Not likely."

A Receptive and Engaged Audience

“"Music fans here are assertive, informed,
dedicated, passionate about music, and
support artists in a big way. We have an
informed, dedicated, passionate media, and a
city that recognizes the importance of these
things."”

—Mike Tanner, Music Sector Development Officer, City of

Toronto

An informed and passionate audience is critical for

a successful Music City. Ideally, audience support



extends to local musicians as well as touring artists,
and fans are willing to pay for performances by
artists at all levels in their careers, and representing
a diverse range of influences. Attention should be

paid to growing an audience of younger music fans.
Music-Related Businesses

“The music industry starts with the artist but
is not only about the artist. An infrastructure
and network of people grows around an artist
and furthers their career... A robust industry
creates employment in all areas of music from
its creation, to performance, to distribution
and promotion.”

— Martin Elbourne, UK music promoter

A critical mass of music-related businesses and
professionals is essential to the success of a Music
City, but it is not uncommon to have gaps within this
category and still succeed overall. Nashville proudly
describes itself as a “self-sustaining music centre”
where it “is entirely possible to write, produce, re-
cord, release and promote an album without looking
outside the Nashville region.”? In contrast, other
cities have identified gaps in their inventory that

they are working to address.

OTHER IMPORTANT
ELEMENTS

Multi-Level Government Support for Music

The most successful Music Cities benefit from
cooperative efforts by all levels of government, with
engaged and supportive political representatives.
The best example of this is in Australia, where coor-
dinated action at the federal, state and local levels
supports and grows the music industry. The State
of New South Wales, for example, eliminated the

special licence needed by venues to host live music
in 2009°. This significantly reduced red tape, which
laid the foundation for the development of four

local council music action plans including the most
recent which was endorsed by Wollongong City
Council®. The National Live Music Office, established
in 2013, supports the development of local govern-
ment policies pertaining to live music, live venues
and audience development at the local level as well
as advocating for additional improvements at the
state level.

Political support is particularly important. The strat-
egies described in Chapter V, without exception,
require a commitment from elected representatives
to allocate the needed financial or human resources
or enact the required policy and regulatory chang-
es. Communicating the extensive benefits listed

in Chapter IV will help to convince politicians of the
value of these initiatives.

Broader City Infrastructure

Many of the cities cited in this report have explicitly
recognized the importance of city infrastructure.

A baseline level of transportation infrastructure,
including public transit and parking near venues, is
necessary to connect audiences with artists and
venues, and thereby facilitate the growth of music
scenes. Affordable housing is necessary to at-
tract and retain artists, many of whom earn limited

incomes.

Music Education

Music education is present in successful Music
Cities. Generally, it is understood to include formal
music training in the education system, as well as
specialized programs at colleges and universities.
Not only do these programs help develop future
musicians, but they develop appreciation for music

{19}
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at ayoung age, seeding future audiences. The many
other benefits of learning and playing music are well
documented and wide-ranging. These include en-
hancing children’s neural activity, language develop-
ment, test scores, |Q and learning abilities.®

It is interesting to note that local music history

and identity did not receive as high a ranking as
might have been expected from the focus groups
convened for this report. This is despite the fact
that many Music Cities are steeped in music history.
Liverpool, New Orleans, Memphis, Nashville and
London spring to mind. For cities like this, music his-
tory is leveraged for economic and cultural gains. It
is an asset that warrants protecting, celebrating and
building upon. As Graham Henderson, President of
Music Canada, notes, "A great Music City knows its
music history —you need to know your own story.”
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thriving music scene gener-
ates a wide array of benefits for
cities, from economic impacts
to cultural development. Key
benefits include:

e Economic impact;

e Music tourism;

e  City brand building;

e  Cultural development and artistic growth;

e Attracting and retaining talent and investment
outside of the music industry;

e  Strengthening the social fabric; and

e \Validating music as a respected and legitimate
industry.

These benefits are highlighted below.

Economic Impact

Music can be a significant driver of economic ac-
tivity, employment, exports and tax revenue. These
impacts derive mainly from direct spending on the
production of live music and ticket purchases by
local residents and tourists, as well as music-related
spending on such things as food, drink, accommo-
dation and transport. Significant economic activity
is also created in recorded music, publishing, music
management and other related activities. Beyond
these, music generates indirect economic benefits
through spending in such areas as promotion and
graphic arts.

A study by the music industry organization UK
Music measured the contribution of music to the
British economy at £3.8bn in 2013, with a full £2.2bn
attributed to music exports. The organization's
“Measuring Music"” report pegs the number of
people working in the industry at 111,000, of which

almost 68,000 are musicians, composers, songwrit-

ers and lyricists.®

The impacts of Nashville's music cluster were
thoroughly examined in the 2013 “Nashville Music
Industry” report, which found that the music indus-
try helps to create and sustain more than 56,000
jobs within the Nashville area, supports more than
US$3.2bn of annual labour income, and contributes
US $5.5bn to the local economy for a total output of
US$9.7bn.’

In Melbourne, Australia, a 2012 census found that
live music alone generated more than A$1bnin
spending at small venues, concerts and festivals,
supported 116,000 annual full-time equivalent

jobs, and produced significant spin-off benefits

to restaurants, hotels, transportation companies
and other providers.® In 2009-2010, an estimated
5.4mn people attended live music performances in
the city. This puts music in the top ranks of the city’s

economic drivers.

Music Tourism

For cities looking to generate economic benefits
from live music, tourist spending is a key part of the
equation. Not only does tourist spending represent
“new"” money to a city, but it also generates addi-
tional spending beyond music. When tourists travel
to experience live music, whether a concert, music
festival or a favourite band in a basement venue,
they will spend significantly more on hotels, restau-
rant meals, bars and other local attractions.

As Lutz Leichsenring of Clubcommission Berlin e\V.
notes, "Tourists aren't coming (to Berlin) because
there are hotels and hostels, but because there is

content.”

The economic impact of music tourism is well doc-



nomic output and US$38mn in

umented in Austin, Texas. Music . - ‘
tourism accounted for almost ( i '
half of the US$1.6bn of eco- /’]‘ (" B lJ ‘ '

tax revenue attributed to music - N\ U S \ C C ‘ T Y

there in 2010.° SXSW, the city's
iconic annual music festival,

is a magnet for tourists and
music industry professionals
from all over the world. A study
commissioned by the festival

found that its economic impact

in 2014 was an impressive
US$315mn.™ _
As reported by Texas Monthly, \ S ‘ (

"To put it in perspective, SXSW

Interactive director Hugh For-

rest told the Austin Business Y

Journal that the figure is roughly |

65 per cent of the impact that a S

city like New Orleans sees from
hosting the Super Bowl. It's
nearly a third of the net impact
that the 2012 Olympics had on
London. And, as the report is y
keen to point out, those events ‘
are fleeting: the Super Bowl isn't

in New Orleans every year, and

the Olympics move on pretty -

quickly, too. SXSW happens in

Austin every year, which means

that both the economic impact .
and the cultural cachet that the &
festival brings to the city are

permanent fixtures."""

Austin's music scene draws
tourists in other ways as well.
The city's successful drive to

host Formula 1 racing, which

Photo Credit: Nashville
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in itself attracts thousands of tourists, has been
attributed directly to its strong music scene.

Music tourism is big business in the UK. According
to the UK study "Wish You Were Here: Music Tour-
ism's Contribution to the UK Economy,” approxi-
mately £2.2bn in direct and indirect spending was
generated by 6.5mn music tourists across the UK
in 2012, generating the equivalent of 24,251 jobs.™
The study found that 41 per cent of live music audi-
ences are music tourists, and that overseas music
tourists spent an average of £657 while visiting the
UK. London, identified as the UK's music tourism
capital, attracted one million music tourists during
2012. Manchester and Scotland were also popular
with overseas fans: concerts and festivals in those
places attracted 45,000 and 26,000 overseas visi-
tors respectively.'

Just about everyone knows that The Beatles hail
from Liverpool. Unsurprisingly, the Fab Four are the
city's number one tourist attraction, contributing
more than £70mn to the local economy. Liverpool is
the fifth most visited city in the UK. In 2013, tourists
spent £3.64bn there, generating 49,000 jobs. Visi-
tors cite The Beatles as one of the main reasons for
visiting the city."

Nashville, famous as “Music City", in 2014 wel-
comed approximately 13 million visitors who con-
tributed over US$5bn in revenue, creating 50,000
jobs.’™ While the contribution of music to that figure
is not broken down, attractions like the Grand Ole
Opry almost certainly make music the city’s main
tourist draw. Hundreds of thousands of people visit
the iconic venue every year for live performances,
backstage tours and as part of music tourism pack-
ages.'® On top of this, over 900K people visited the
Country Music Hall of Fame and many more attend-
ed other music attractions including the Musicians

Hall of Fame and the Johnny Cash Museum.

In Music City, the Nashville Convention & Visitors
Corporation puts music at the core of its brand
promise (see case study in Tourism Strategy
section). According to Butch Spyridon, President
and CEO of the Nashville Convention and Visitors
Corporation, “Nashville is a city with great musi-

cal offerings, a plethora of talent where songs are
written and recorded, and an infrastructure of talent
liaising with businesses and creatives. Music IS the
brand; Music City is the brand name.”

Also in Tennessee, Memphis draws more than 10mn
visitors per year and tourism spending of US$3.1bn
annually. As the home of music heritage sites such
as Beale Street and Graceland, Memphis's rich
music history is its biggest tourism draw. Graceland
attracts more than 500,000 visitors per year'” and
generates more than US$32mn in annual revenues
from visits, merchandise and branding.’ Sun Studio,
famous as the recording studio of Elvis, Johnny
Cash and other iconic artists, attracts 200,000
visitors annually.

Of the approximately 9mn tourists who visited Mel-
bourne, Australia in 2013, nearly 2mn of them were
international tourists.” International tourist spend-
ing was estimated at A$4.5bn in a city where music
is a top attraction.

Major music festivals draw large numbers of tourists
to the cities that host them. The numbers are im-

pressive:

e Rockal Parque (Bogota) - approximately
400,000 attendees in 2014; 87 bands per-
formed.?® "Rock al Parque” is one of the world's
largest music festivals in South America,
attracting more than 3.8mn attendees since its
inauguration in 1995.

e Coachella Valley Music and Arts Festival
(Coachella Valley, California) - US$47mn in



revenue (2012 and 2013); more than 158,000
attendees; US$254mn estimated economic
impact on the surrounding community.

e Lollapalooza (Chicago) — US$140mn estimat-
ed economic impact; approximately 220,000
attendees in 2014.2

e Reeperbahn Festival (Hamburg) - 30,000
attendees from approximately 40 countries,
including more than 3,500 music and digital
industry professionals and media representa-
tives; 600 events, including about 400 concerts
and 150 conference events.?? Reeperbahn is

Germany's largest club festival.

City Brand Building

Music can play a powerful role in building a city's
brand. For a select group of cities with the strongest
music scenes or deep music heritage, music is a
big part of who they are. Think “Liverpool,” and most
people think “The Beatles.” Think "“Memphis,” and
music icons like Elvis and Johnny Cash come to
mind. Austin's familiar tagline is “Live Music Capi-
tal of the World." Nashville is, simply, “Music City.”
Other cities are well known as major music centres,
though music may not be at the forefront of their
brand identity. London, Melbourne, Montreal, New
York, Berlin, Bogoté and Toronto are among these

ranks.

Music branding not only helps to draw music
tourists, but it adds a “cool” factor to a city that can
accelerate other benefits such as attracting and
retaining investment and talent. It also forms an
important part of a Music City's self-identity.
Clubcommission Berlin eV's Lutz Leichsenring re-
marks, "What makes Berlin cool? Not the shopping
malls that every city has. It's the artists.”

Austin unveiled its “Live Music Capital of the World"
tagline in 1991, and has reaped the benefits ever

and Why it's Worth Pursuing

since. From the moment one lands at the city's
airport, the tagline is front and centre on promo-
tional posters. The airport itself lives up to the brand
promise by hosting 20-30 live music shows each
week. The city interweaves music into its tourism
outreach, and aggressively leverages the brand.
Jennifer Houlihan, Executive Director, Austin Music
People, remarks that for residents of the city, its mu-
sic brand "is a big part of how people define Austin
and how they define themselves.” She adds, "People
took it to heart as something they could count on

in their community. People here have a personal
pride in Austin's music positioning, even those not

connected to the industry.”

South Korea's upbeat style of pop music, "K-Pop”
(known as "Hallyu" in Korean), has developed a
global brand identity of its own. The international
megahit “Gangnam Style" helped push K-Pop —and
along with it, South Korea's brand — further to global
prominence. This, in turn, has been credited for
strong growth in tourism to South Korea?*?* — up
13.4 percentin 2012 from the year before. In an
interview with Mail Online Travel, Ramy Salameh,
spokesperson for the Korean Tourism Organization
in London, said that Gangnam Style and K-Pop had
attracted a new audience to the country. "A 10.6
per cent increase in arrivals from the UK to Korea

is a clear reflection on the growing popularity of
the destination, helped in no small part by PSY’s
Gangnam Style,” he remarked.

Cultural Development and Artistic Growth

Beyond economic considerations, a successful
Music City also creates the conditions to support
artists in their career development. Access to the
various supporting professionals, and the training to
improve their craft and knowledge of the business
enables more artist entrepreneurs to advance from

hobby to career. In addition, more live performance
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opportunities, in high quality venues of the appropri-
ate size for the stage of their career, and in front of

engaged audiences, help artists hone their skills.

David Melo, Marketing Manager of Invest Bogota,
attributes some of the city's growth in music cre-
ation to open-air festivals, which are part of Bogota's
Music City program. These events select artists
through an open call for submissions, and pay

them to perform. “This has provided performance
opportunities and income for emerging artists in six
genres, creating an incentive for bands and ensem-
bles to develop.”

Katja Lucker, CEO of the Musicboard Berlin GmbH,
points out that Music Cities should aim to go be-
yond creating a receptive local audience. She feels
that her organization will have achieved success
when more local artists are recognized and appreci-
ated not only at home, but abroad as well.

Global success can in turn benefit the city from
which artists hail. But achieving those benefits

is a challenge acknowledged in Austin by Music
Program Manager Don Pitts. “The lack of market
access in the US and abroad limits the international
profile of Austin Music,” he says. Export develop-
ment in the music industry is supported by many
national governments including in Canada, France,
Germany, Australia and the UK. Where export sup-
port is absent, as Pitts can attest, both artists and
the Music Cities where they are based, suffer. The
Toronto-Austin Music City Alliance, a private-public
partnership involving City Council, City staff and
private industry leaders in both cities, is in large part
aresponse to this challenge. Trade and export are

primary motivators for the Alliance.

“There are artists that are currently rising up out of
Australia — that's not a bad starting point for our mu-
sic strategies,” says lan James, Managing Director

and Why it's Worth Pursuing

of Mushroom Music Publishing. “But the important

thing is what they inspire in the next generation.”

Attracting and Retaining Talent and Investment
Outside of the Music Industry

Music plays a role in attracting and retaining talent
and investment in a city's broader economy. Damian
Cunningham, Director of Audience and Sector De-
velopment in Australia's National Live Music Office,
explains: "It is commonly understood that the life
that the arts brings to a city causes people to move
there and attracts industry. There is an enormous
movement by local and state governments in Aus-
tralia to enhance the vibrancy of their cities in order
to hang onto youth, and attract entrepreneurs and

businesses.”

In Montreal, whose public policies support and
which promotes itself as a cultural metropolis and
city of festivals, Emmanuelle Hébert, an official with
the city's Department of Culture, says investment
attraction really boils down to brand perception. Of
course, the basic economic factors must be met,
but "What is going to make the difference between
two cities? Quality of life for your employees. We
believe that a thriving cultural scene, including mu-

sic, is a key factor.”

Richard Florida, author of “The Rise of the Creative
Class" confirms that a thriving music scene attracts
talented young people to cities.?® This applies not
only to work in music, but also to tech and many
other fields as well. The world's top talent is highly
mobile today. For many cities, putting their best foot
forward to attract well-educated and talented young
people is a major challenge in an environment of
intense global competition. Music can be a big part

of recruitment success.
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The Mastering of a Music City

This is not lost on the industrial companies based in
Gothenburg, Sweden, according to Fredrik Sand-
sten, Event Manager Music at the public tourism
agency. “We have a very industrial city with huge
industrial companies,” he says. “They want culture
and music to flourish because they see the link to
attracting young workers to their companies.”

A study of Nashville's music cluster identified a
cross-pollination with other parts of the economy,
be it healthcare or media, that rely heavily on infor-
mation technology workers. The study notes: “The
attractiveness of Nashville as a city and region is
predicated on its superior quality of life, affordability,
and, very significantly, its truly unique culture and
creativity that are known far and wide. Building the
base of creative talent needed across industries
becomes a much easier proposition where a leading
business sector like Nashville's music industry is
virtually synonymous with creativity."?®

A successful Music City can fuel other creative
industries in other ways as well. For example, skills
developed in many music industry roles, such as
sound engineers, video producers and graphic
designers, can be applied to other sectors.

Andrea Goetzke, a cultural producer based in Berlin,
describes the intermingling of music and technolo-
gy businesses in the city. “That really happened or-
ganically,” Goetzke says, beginning when two large
Berlin tech companies grew out of the music scene.
In fact, their CEOs were part of the music scene
before moving to tech. Many others have followed in
their footsteps. Goetzke says it is estimated there
are now more than 800 people working in music
tech in Berlin.

Strengthening the Social Fabric

Coincident with cultural benefits, vibrant music
scenes offer social benefits. Music builds bridges

between cultures and languages, connecting peo-
ple within a city, a region and across borders.

David Grice, Managing Director of South Australia’s
Musitec, an organization that works to foster the
state's music industry, describes the cultural power
of Music Cities: "Music is an industry like no other
because of the way it touches human beings. It's an
industry that engages people, that builds cultural
expression and community, and adds so much

energy to a city.”

This can be especially impactful in places where the
social fabric is frayed due to income disparity and
other factors.

Andre Le Roux, Managing Director of the SAMRO
Foundation in Johannesburg, South Africa, seeks
to develop a stronger music scene there in large
part to bring people together under a unified cultural
banner: rich and poor, black and white, and across
linguistic, regional and national divides. South Africa
has one of the biggest income gaps in the world,
with high levels of crime and unemployment —a
situation exacerbated by the lingering effects of
apartheid. Youth unemployment in South Africa was
reported at over 50 per centin 2013, according to
the World Bank. “If you get more people performing
music and playing instruments, you may get fewer

‘Contemporary music
IS the way we exXpress
ourselives and who we

are. Its where young

people gather, share

|deas, and spend time
together.”

128 Patrick Donovan, Music Victoria, Melbourne
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people feeling angry, disillusioned and disenfran-

chised," Le Roux remarks.

This is a prime inspiration for Concerts SA, an initia-
tive led by Le Roux's SAMRO Foundation in partner-
ship with the Norwegian Ministry of Foreign Affairs.

In Venezuela, where more than 7 percent of the
country's 30 million inhabitants live in extreme
poverty, the El Sistema program teaches impov-
erished young people between ages three and 29
the principles of rhythm, singing, playing musical
instruments and performing. The program is part of
a United Nations Development Programme (UN-
DP)-backed project that has given poor children in
Venezuela the opportunity to arm themselves with
instruments rather than guns.?” About 500,000
students participate in the program, which aims to
double that number.?®

In Bogoté, Colombia, one of the main social pro-
grams for children and youth is a music education
program offered by the Fundacion Nacional Batuta.
The initiative uses symphonic orchestral practice
to enhance both musical and social development.

VRt
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Batuta's philosophy is based on the transformative
power of music, its formative and socializing value,
its contribution to welfare and to improving quality of
life. In half of Batuta's 30 centres in Bogota, 85 per-
cent of the youth participants belong to the most

vulnerable social class.?®

The power of music to strengthen the social fabric
is recognized in developed countries as well. Stuba
Nikula, Director of the City of Helsinki Cultural Office,
notes, "Arts and culture has been seen as a tool for
tourism and city branding. But more and more it is
seen as a tool to make a better society in general. A
lot of art projects here focus on suburbs that aren't

doing so well."

Validating Music as a Respected and Legitimate
Industry

A widespread challenge for the music industry is to
convince policymakers, politicians and other industries
of the wider economic benefits of music, limiting the
industry’s ability to gain a seat at the decision-making
table, and to garner financial and policy support.

{29}
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Occasionally, a single high profile music event can
provide a convincing demonstration of music's
benefits. Hamburg, Germany's Reeperbahn Festival
draws thousands of music-loving tourists from all
over Germany and abroad along with many inter-
national music business professionals, artists and
creative industry professionals. Alexander Schulz,
the festival's General Manager, remarks that this
success has "dramatically” changed public and
politicians' views on clubs, the music scene and the
music industry. “That has helped a lot in generating
support for funding, cultural promotion, marketing
support, (more favourable) event regulations and

more," he says.

More commonly, however, individual music busi-
nesses, which are typically small in size, lack the
influence of companies employing thousands of
people. Furthermore, any arts industry, especially
one with a youth orientation, can be viewed in a
different paradigm to those such as automobile
manufacturing or real estate development. Yet in
advanced Music Cities, estimated aggregate reve-
nue and employment in the music industry can be
significant.

Bobby Garza, General Manager of Austin's Trans-
mission Events, describes the challenge as follows:
"Our opportunity is to develop a sector of the
economy that is more sustainable in economic
downturns, that enriches the city’s quality of life. The
challenge is how to articulate that to civic leaders
who are worried about picking up the trash.”

When music stakeholders work together under a
unified Music City umbrella, they gain greater legit-
imacy —and the ears of powerbrokers in business
and all levels of government.

Austin, Melbourne, Nashville, South Australia, and
more recently Toronto, are witnesses to this phe-
nomenon. In all of those places, music stakeholders
have gained a seat at government departments
focused on industry or economic development,

as well as cultural affairs. This gives music a bigger
voice with an arm of government that has greater

policymaking and funding clout.
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ne has only to look at some
of the most successful
Music Cities in the world to
realize that they have many
approaches, action plans
and strategies in common.
Yet, it is normally impossi-
ble to simply transplant a comprehensive music
strategy from one city to another. Strategies must
take into account local circumstances including
socio-economic indicators, political priorities, mu-
nicipal structures and jurisdiction, and strengths and

weaknesses of the local music community.

Some cities have seen relatively organic devel-
opment of their music community, including the
gathering of artists and the natural clustering of
live music scenes. A few contributors to this report
expressed fears that developing a strategy would
harm the essence of their existing music scenes.
However, if the music community is directly in-
volved in the development of the strategy, evidence
would overwhelmingly indicate that the scene will
be nurtured and strengthened, not weakened or
compromised.

Based on the findings of our focus groups, the
following strategies were identified as the most
effective ways to build a Music City:

o Developing a supportive policy framework;

e  Establishing a city-run music office or hiring a
music officer;

e Developing a Music Advisory Board;

e Engaging the broader music community;

e Ensuring access to spaces and places;

e Focusing on audience development; and

e  Creating a Music tourism plan.

Research, such as the studies referenced throughout
this report, informs Music City strategy development.
It also helps tell compelling stories to governments
and stakeholders inside and outside the music indus-
try, to get their attention and compel them to action.
In short, it is a key building block for successful Music
Cities. Generally, Music City initiatives should under-
take research in the following areas:

e Economic impact studies;

e  Music tourism impact studies;
e Business inventories;

e Needs assessments; and

e Resource guides.
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overnment policy has a direct
impact on the prospects of

any Music City. Whether at the
municipal, state/provincial, or
federal levels, policy influences
all five of the essential Music City

elements outlined in this report:

e Artists and musicians;

e Athriving music scene;

e Spaces and places for instruction, recording,
rehearsal and performance;

e Areceptive and engaged audience; and

e Record labels and other music-related busi-

nesses.

Governments can positively or negatively impact
Music Cities, depending on the policies and how
they are enacted. "Music-friendly” and "musi-
cian-friendly” policies encourage the growth of
music creation, performance and recording, and at-
tract and retain creative people. On the other hand,
obstructive government policies make it difficult

or impossible for music to be created, performed
or celebrated, and can lead to an out-migration of

artist entrepreneurs.

Berlin is widely known to be a great Music City. But
according to Katja Lucker, CEO of the Musicboard
Berlin GmbH, the city faces a major challenge. "How
do we make sure that the creative people working
here, and the creative companies that have located
here, can still be here in a few years? How can we
save the creative space for the creative people?”

MUSIC-FRIENDLY
POLICIES

Some simple questions can help us judge whether a
municipality is music-friendly. Do music businesses

such as live music venues, record labels, recording
studios and promoters receive the message that they
are wanted in a city? Are musicians valued as entre-
preneurs, and are they respected for both their cultural
and economic roles? Is music valued as a creative
pursuit? Is it animportant cultural component?

There is a range of government policies that,
together, can ensure that the answer to these
questions is "yes." Many of them intermingle. They

include:

e Liquor licensing and enforcement;

e Venuelicensing;

e Parking and transportation bylaws;

¢ Noise bylaws (also called environmental laws in
some jurisdictions);

e Land-use planning; and

o Taxtreatment.

Often, a suite of policies — mostly municipal — affects
the broader economy of which music is a part. For
example, live music is a major part of a city’s "night

economy.”

"Sometimes licensing is restrictive,” says the SAM-
RO's Foundation Andre Le Roux, in South Africa.
“Compliance should not be so much of a drain that it

restricts a venue's ability to do business.”

Liquor and Business Licensing

The policy area most often under the jurisdiction
of higher levels of government is liquor licensing,
though enforcement of liquor laws is commonly
overseen by municipal agencies. Liquor laws also
often overlap with business licensing and licensing
to host live music performances. While necessary
for safety and other reasons, liquor laws and the
conditions they contain can, if overly restrictive or

confusing, threaten the viability of music venues.



In South Australia, the Liquor Licensing Act requires
licensed venues wishing to host live music to obtain
an "Entertainment Consent"2° This requirement
specifies the type of entertainment that is permitted
within the licence, in part to control noise issues.®’
Citing one example — the Oostende Belgian Beer
Café in Adelaide — David Grice of Musitec illustrates
the constraints this imposes on venues. The Café's
licence restricts it to hiring musicians who play
didgeridoo, harp, harmonica, violin, flute, recorder or
an acoustic guitar. Another venue is only permitted
to have a 3-, 4- or 5-piece band. Solo artists and
duos are barred from playing there. Navigating the
narrow conditions of their licences has become a
barrier to the flexibility needed to operate a suc-
cessful music venue. The Music Industry Council of
South Australia has prepared a submission recom-
mending removal of the Entertainment Consent,

as well as planning reforms, and Grice expects it to
be tabled in Parliament. In any case, there are other
ways Adelaide can address noise complaints: via
other provisions within the Liquor Licensing Act and
the Environment Protection (Noise) Policy 2007.%2

In New South Wales, similar licensing requirements
were removed in 2009 when live entertainment
became defined as “part of the normal activities of
a restaurant [or] bar” such that today no additional
licence is needed to play live music at a restaurant,
bar, or club.®

On a national level in the UK, the Live Music Act,
which came into effect in 2012, removed the re-
quirement for small licensed venues to purchase an

additional licence to host live music.®*

In Toronto, provincially obtained liquor licences

do not prescribe venue uses such as live music
performance. Like other businesses, music ven-
ues are required to obtain a business licence from

the city. The clarity ends there, however. There is

frequent confusion as to whether or not live music
venues belong in the tightly regulated "entertain-
ment licence” category, which is intended primarily
for nightclubs and restricts their locations to certain
areas. Live music venues have been fined by city
inspectors for failing to obtain an entertainment li-
cence even though they are not explicitly required to
do so in the bylaw.*®> While these fines have, in some
cases, been thrown out in court, there remains an
unacceptable level of uncertainty and potential legal
costs for live music venues in the city.

In Australia's state of Victoria, new security require-
ments were applied to all entertainment venues

as conditions of their liquor licences, in reaction to
violence in nightclubs. For example, a restaurant
with a live band was required to hire two security
guards. This imposed unnecessarily high costs,
effectively deterring live music in restaurants. Com-
munity activism in response to these restrictions
culminated in a rally by about 20,000 people in 2010
called Save Live Australia's Music (SLAM), which is
described in section V.4. Ultimately, a relaxation of
the security requirements resolved the issue.

Live music venues are at the mercy of liquor licens-
ing since revenues from alcohol sales are often
essential to their profitability. The costs of operating
a venue and producing live music cannot typically
be recovered through ticket sales or door proceeds
alone. Rules that impede liquor sales, therefore, can
imperil venues. Cologne, Germany, for example,
introduced a new law that banned smoking in clubs,
similar to smoking restrictions in many other cities.
The new law has had an unintended effect. Because
Cologne permits alcohol sales by outdoor carts,
patrons who go outside for a smoke will also often
buy drinks. As a result, according to Till Kniola of the
Cologne Culture Department, the clubs have lost
liquor sales, threatening their viability.

{35}



Governments, the music community and

other stakeholders should work collabora-

tively to avoid situations where regulations

have unintended consequences or prevent

- reasonable commercial activity by assess-

U N LO A D = ing perceived problems and developing ap-

4PM-TAM

EVERYDAY
o

propriate, well-crafted regulatory responses.

Regulations should be carefully calibrated

to respect community standards and the
needs of residents and other businesses,
but at the same time ensure a vibrant music

scene.

Parking and Transportation Bylaws

Parking and transportation bylaws can also
directly impact music businesses. One

of the most frequently cited challenges is
loading and unloading of equipment. Cities
such as Seattle, Melbourne and Austin have
created loading and unloading zones near
music venues, specifically for musicians.

In Austin, 30-minute active loading and
unloading zones have been established
through a cooperative program between
the ATX Music Office and Transportation
Department. According to Music Program
Manager Don Pitts, this “makes the task of
handling musical gear both easier and safer
for performers while also restoring mobility
and freeing up parking for other downtown
traffic.” The same consideration could be
given to recording studios and rehearsal

spaces in high traffic areas.

Land Use Planning

Perhaps the most complex municipal policy

area affecting music is land use planning.

Photo Credit: Seattle Office of Film + Music / Off White Photography
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CHALLENGE: GENTRIFICATION

Even the most successful Music Cities around the
world struggle to address competing demands

on land and spaces. Music landmarks all over the
world, many steeped in history like London's 12 Bar,
Nashville's RCA Studio A, The Silver Dollar Room

in Toronto, Melbourne's Palace Theatre, and the
childhood homes of John Lennon or Sir Paul McCa-
rtney in Liverpool, have been threatened by growth
around them. Some have been saved while others
have not. Each situation is different, but in many
cases the pattern goes like this:

1. Allow rent area, possibly a bit downtrodden,
becomes attractive for music venues, recording
studios or rehearsal spaces and artists in general
because it is more affordable;

2. Artists and music businesses move in, and over

time make it an attractive, cool area to visit;

3. Property values rise and more people and busi-
nesses want to move to the area;

4. Landowners see the opportunity to sell their
properties to developers who build residential units
or condominiums;

5. Rising costs (sometimes resulting from new re-
quirements for noise reduction) and/or higher rents
cannot be met by music venues, studios or artists,

forcing them to go elsewhere.

Some say this is inevitable, but is it?3¢

Mark Davyd, CEO of Music Venue Trust in London,
UK suggests that even though multi-use buildings
can generate more profit than live music venues, we
need to take a longer-term look at our cities. “The

reason the people want to build in these spaces

is because they have a cultural history. (But) if by
building there, they decimate the cultural activity, no
one will want to live there."

According to UK Promoter Martin Elbourne, the key
is that politicians and local councils understand

the value of live music venues and the importance
of protecting them. "Most cities don't need that
many venues, he argues. But the loss of the one
cool place to gather can mean young people aren't
attracted to the city. In Adelaide it was the pend-
ing closure of The Jade Monkey (which has since
reopened) that was the catalyst for my appointment
as Thinker in Residence." At the end of his residen-
cy, Elbourne published the Reverb report, containing
46 recommendations. Twenty-three of those have
been adopted in the Adelaide City Council Live
Music Action Plan®’.

In Brooklyn, the rezoning of the Williamsburg-Green-
point waterfront to residential use about a decade
ago was one of the primary inspirations behind a
grassroots music movement called NY is Music,
which launched in 2014. For NY is Music co-found-
er Bill Harvey, the initiative is a response to the

loss of the multi-faceted, mixed use area that had
become home to creators of all kinds. Despite a
more recent effort to prioritize “creative economy
districts"® by New York City Council, Harvey re-
mains skeptical of the music community’s ability to
halt progress. “We aren't going to stop the upward
trend in urban real estate. It's too desirable. That's
where the high value jobs are. And so the tactic is to
build space for generative activity into the new city
instead of implanting a suburban model into the city
where people live here and go to work elsewhere.”
Harvey hopes that the movement to accommodate
the growing numbers of people who want to live
downtown will preserve adequate space for creative
industries to thrive.
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CASE STUDY: NASHVILLE — MUSIC ROW

Nashville has become one of America’s fastest
growing cities. The region's population of 1.7 million
is expected to reach 3 million by 2040. This growth
threatens the continued existence of the cluster of
streets known as Music Row, where music busi-
nesses have historically been concentrated. Sever-
al businesses have already given way to “progress”
over the past few years. A notable exception —the
famous RCA Studio B where Elvis Presley laid down
more than 260 songs —was saved and leased to the
Country Music Hall of Fame and Museum.

Emotions rose to a crescendo in 2014 when RCA
Studio A, the lesser known of the RCA Studios
which played host to Dolly Parton, Loretta Lynn,
B.B. King, the Beach Boys and the Monkees, among

A similar situation unfolded in Toronto when the El
Mocambo, a 69 year old club that has played host
to the Rolling Stones, Jimi Hendrix, Blondie and the
Ramones, among others, faced the prospect of
redevelopment under a new owner. Again, a well-
heeled preservationist stepped in to purchase the
building for CDN$3.7mn and maintain it as a music

venue.*?

While it would be nice to think this could be repli-
cated in other cities, in fact, it is very unlikely that
there are enough wealthy music preservationists to
save all of the world's threatened music landmarks.
Therefore, a more policy-driven response is needed.
Nashville is addressing the issue of gentrification
head on. In February 2015, the Metro Planning
Commission suspended any zoning changes for
the purpose of redevelopment along Music Row for
a minimum period of 16 months.*" A study of the
music cluster recommends the city seek a UNESCO

many others, was slated to make way for condo-
miniums. A group called the Music Industry Coalition
was formed, and it managed to delay the sale until
another purchaser could be found. A local preser-
vationist stepped in to purchase the property for
US$5.6mn and the property has since been desig-
nated by the National Trust as a national treasure.
The National Trust has committed to developing a
strategic plan to ensure the studio’s sustainability.

‘| know progress is great,” Pat Holt, a veteran pro-
ducer and engineer who has worked with Johnny
Cash and George Jones, told the New York Times.
“This is my hometown, and | love to see it grow and
expand. But I'd sure hate to see Music Row not be

Music Row 20 years from now."*®

World Heritage Site designation for Music Row.*? As
Bart Herbison, Executive Director of the Nashville
Songwriters Association International, explains,
“Preserving heritage and cultural identity is import-
ant within a growing city. The path forward is a lot
more productive if you know your history.”

Is Historical Designation an Answer?

Historical designation of music properties has

been pursued in many jurisdictions. In Liverpool,
the homes of John Lennon and Sir Paul McCartney
have been purchased by the National Trust and are
available for tours. Ringo Starr’s childhood home
was in danger of being leveled but will now be saved
as part of a city redevelopment plan.*?

In Toronto, The Silver Dollar Room, which was built
in 1958 and has attracted such musicians as Levon
Helm, Bob Dylan, The Barenaked Ladies and Blue



Photo Crediti HerbertLaw

Rodeo, was recently spared when it received official

heritage designation by Toronto City Council.#4

But even the City of Toronto champion behind this
move recognizes that heritage designation has its

limits.

Heritage preservation, says Mary MacDonald of the
City of Toronto's Heritage Preservation Services, is
about protecting something of value. For centuries
it was the tangible that drove preservation —the
bricks and the mortar. But today there is an ongoing
international conversation about the intangible. In
Toronto, music landmarks have generated the great-
est public response. "Memory preservation is most
important — the places that tell the story of the city's
evolution. Music landmarks connect very personally
with people. We must understand them in the great-
er context of the part they played in the live per-
formance circuit, who went there, who performed
there, and how the audience reflected the growth or
evolution of the city. Music tells an important social
history,” says MacDonald.

But while this intangible element of music landmarks

may drive the bid for designation, the tangible ele-

ments — the building, interior and exterior architec-
tural details — continue to be what is designated.
With music venues, those tangible elements may
not always be evident. “It's a lot easier to make a
case for ornate places because they have stature,
but heritage doesn't always have to be pretty,”
MacDonald says. "Sometimes the grotty needs to
be protected. Some people think The Silver Dollar
is ahole”

Still, the greatest challenge with heritage designa-
tion is that while you can designate a building, and
perhaps interior elements, you cannot prescribe
how the property is used. You can only encourage
it. MacDonald points out that The Silver Dollar will
only be saved as a music venue if the people who
own it choose to do so.

In light of that, is heritage designation still worth
pursuing? MacDonald believes the answer is yes.
“We can't presume what will happen. Designation
could encourage someone to continue to useitas a
venue because it's a landmark and has more value.
It can become a selling feature even for developers
because an historic music venue has meaning for

the community and in a culture.”

{39}



Stéphan l

clest

Pak

uartier dei_‘Sp

o'
fosc

¥

-

Photo Crédi



Cultural District Designation

Pre-existing clusters of music venues and busi-
nesses, such as Music Row in Nashville, can be
candidates for designation either as entertainment
or cultural districts.

Montreal's Quartier des Spectacles* is a desig-
nated cultural district that recognizes the historic
development of a theatre, music and artistic section
of downtown Montreal, enhances it through infra-
structure and cultural programming investments,
and promotes it. It has 30 venues in one square
kilometre and hosts more than 40 festivals. Accord-
ing to Emmanuelle Hébert of the city's Department
of Culture, the initiative was sparked by cultural
leaders but gained support from governments

at the provincial and federal levels under the city
leadership. The city has invested CDN$150mn in
the project to establish the needed and adapted
infrastructure for cultural outdoor events and has
mandated a non-profit with the management and
cultural programming of the area's public spaces,

besides regular festival programming.

Austin Music People, a music lobby group, success-
fully led a campaign to have a four-block area of
Austin that includes some of Austin's most famous
music venues including the Mohawk, Stubb's and
Elysium, recognized as a live music district. The
Red River Cultural District, approved by Austin City
Council in October 2013, gives live music venues
more influence over development planning in the
vicinity. The designation was leveraged to speed up
approval of musician loading and unloading zones,
and to create opportunities for cooperative market-
ing and promotion.*®

Conversely, there are efforts in many cities to create
new arts clusters where they did not previously

exist. Anindustrial area of Marrickville, Australia, for

and Why it's Worth Pursuing

example, has been identified as a strong candidate
for a creative industries hub. The proposed Syden-
ham Station Traditional and Creative Industries Hub
would permit uses considered complementary

to continued industrial uses, while presenting an
opportunity for revitalization. The hub was proposed
following extensive community consultation, in re-
sponse to a number of key policy recommendations
including Sydney's Live Music and Performance
Action Plan.#’

CHALLENGE: THE PERCEPTION THAT MUSIC IS
INCOMPATIBLE WITH OTHER LAND USES

Beyond the challenge of gentrification, which often
drives up property values and rents to an unsus-
tainable level for music businesses, the music
businesses that initially made an area attractive are
often perceived as unwanted neighbours.

A recent survey of more than 100 music venues in
the UK has identified the problem as one of noise
versus nuisance.*® Music Venue Trust's Mark Davyd,
explains that in the UK, by consequence of law,
“Music is identified as a noise, noise is identified as
a nuisance, and nuisance is the responsibility of the
person who created it." To compound the problem,
the music community has not done a good job
explaining the value of small clubs. As a result, many
venues are challenged on issues of noise or plan-
ning and don't have the money to mount a proper
defence or to upgrade their facilities in order to
meet stricter requirements. This, in addition to the
challenging economic environment for small clubs,
has resulted in a significant decline in their numbers.
In London in 2010 there were 400 small clubs; it is
estimated that there are 100 fewer today.

London is not alone. Musicboard in Berlin seeks
to find a middle ground between the competing

interests of investors building new flats and the live
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The Mastering of a Music City

clubs that preceded them in the neighbourhood.

"A few years ago no one wanted to recognize that
this is a problem but now everyone recognizes it
says Katja Lucker, CEO, Musicboard. “We need to be
sensitive about this topic.”

The same issues — noise complaints and perceived
conflicting interests between new residential
developments and music venues — are behind new
legislation in San Francisco that would provide legal
protection for existing venues. The legislation, intro-
duced in late 2014 and now under consideration by
city legislators, is designed "to help preserve San
Francisco's live music venues during a time of rapid
new residential construction,” according to a news
release announcing the initiative.*® “The legislation
requires developers to engage with existing venues
from the outset, protects venues from unfair com-
plaints, and ensures residents are informed about a

nearby venue before they rent or buy.”

The proposed law follows the closure of several
storied San Francisco venues in the wake of accel-
erating residential development into traditionally
industrial and commercial areas. Longstanding ven-
ues there have increasingly faced noise complaints
from new residential neighbours.

Supervisor London Breed, the legislator behind the
proposed law, remarks that, “San Francisco's night-
clubs, bars, and theaters attract 16,000,000 cus-
tomers each year and generate over $800,000,000
in spending. But more than that, these venues are
an integral part of our culture, of what makes us San
Francisco. As we build more housing for everyone
who wants to live here, we have to protect the rea-
sons why they want to live here in the first place."*®

Specifically, the legislation would:

e  Preventvenues that are operating within their
permit from being deemed a legal “nuisance”;

e Require better sound testing before developers
can build near a venue;

o  Oblige developers to work with nearby venues
and the Entertainment Commission well before
construction begins;

e  Ensure that prospective residents of units near
avenue are informed about the venue before-
hand; and

e Improve communication among relevant City
departments and empower the Entertainment
Commission get involved early in the development
process.®’

CASE STUDY AGENT OF CHANGE
PRINCIPLE, MELBEOURNE

In August 2014, the Victoria State Government
introduced a suite of reforms called the Live Music
Action Plan in response to a 2012 Industry Position
Paper by Music Victoria. Among them, was the
Agent of Change Principle, which was adopted in
land use planning and informs decisions by liquor
licensing authorities. The Agent of Change Principle

determines which party is required to adopt noise

mitigation measures in situations of mixed land use.
If the “agent of change” is a new apartment building
that is being built near a pre-existing music venue,
the apartment building is responsible for sound at-
tenuation. On the other hand, if the music venue is
undergoing renovations and therefore is the “agent
of change” in the neighbourhood, it is responsible

for noise mitigation.




The Victoria Government also announced a half mil-
lion dollar fund to assist heritage venues in address-

iNng noise mitigation.

The Agent of Change Principle works well where
there is a concentration of established music ven-
ues that are threatened by encroaching residential
developments. An effort is now underway to have
this principle adopted in part of London, UK.

However, in areas where there is an effort to in-

crease the number of music venues, the principle

may not be the best policy choice. If the "agent of
change” is the music venue itself, then the protec-

tions put in place by the Agent of Change principles
may, in fact, deter or even prevent the establishment

of the new venue.

For that reason, it may be best to consider agent of
change only in very specific districts of a city. Mon-
treal's Emmanuelle Hébert says the principle was
adopted in 2014 in Plateau Mont-Royal, a borough
of the city that is described as moving “to its own
funky beat." Plateau Mont-Royal is a mixed-use
neighbourhood, home to many artists, students and
young families, and brimming with nightlife including
theatre and music venues. It has the highest con-

centration of artists and cultural workers in Canada.

1. Government departments responsible for liquor licensing, business licensing and other public safety

measures, should work with the music community to identify compliance issues that restrict business growth

in an effort to identify mutually-beneficial solutions.

2. Transportation planning and parking zones should take into account the needs of existing and developing

music business clusters for efficient access. This should include short-term, reserved parking spots for

active loading and unloading.

3. Land use planning should take into account culturally significant sites and zones to protect their ongoing

viability, recognizing that these are often the assets that make neighbourhoods attractive to additional

investment. Developers should be required to take into account these existing sites as part of the planning

process, coordinate their activities with all relevant city departments, and inform future purchasers about the

presence of music venues and clusters.

4. Music communities should explore the viability of historical designation or cultural zone designation to

bring awareness to the value of individual sites and zones.

5. The Agent of Change Principle should be explored in areas where there is already a significant number of

live music venues.



The Mastering of a Music City

MUSICIAN-FRIENDLY
POLICIES

A critical mass of artists was most commonly cited,
during interviews for this report, as being essential
for any Music City.

“It comes down to the quality of the music,” says
lan James, Managing Director of Mushroom Music
Publishing, Australia's largest music publishing
company. “In the end, the great thing is where
geniuses live, where magnificent music is made.
That's the enduring legacy.”

Many interviewees describe an organic clustering
of artists and musicians in their cities: that the
musicians were there before the city government,
associations or agencies became involved — even
before music businesses. "Musicians tend to
congregate around other musicians,” says Austin's
Bobby Garza of Transmission Events. “The city
wouldn't have responded if musicians didn't flock
here as they have over the past few decades. You
need that organized level of involvement. You can't
manufacture that"

Musicboard's Katja Lucker describes a similarly
organic gathering of artists in Berlin: “Berlin is a really
special city because of the wall and the times after
the wall came down. It became a really wild place

where the city said you can do anything you want
to build up a new scene, which created a unique
culture of creativity in Berlin. That was the reason
why | came to Berlin."

While it may be impossible to "“manufacture” the
secret something that causes artists and musicians
to gatherin a city in the first place, it is possible

to create a more sustainable environment for
musicians and artists with "musician-friendly”
policies and programs, many of which are likely to be
driven by the public and private sectors.

KEY CHALLENGE: AFFORDABILITY

If the goal of musician-friendly policies is to create a
more sustainable and fertile environment for artists
so that they can have the freedom to create, then
affordability must be considered. A low cost of living
has been identified as one of the motivators for
artists choosing certain cities or regions. Montreal
continues to press this as an advantage, as does
Berlin, though there are concerns that Berlin is not
as affordable as it was 10 years ago; Tennessee has
the second lowest cost of living of all US. states, the
second lowest state and local tax burden and no
personal income tax on wages.

"Musicians are constantly used as a draw to get
potential clients into businesses. It would be
good to make them feel valued. Small gestures

of appreciation go a long way.”

Miranda Mulholland, Recording Artist, Toronto




Photeo Credit: Berlin Clubcommission

As the cost of living increases in many cities,
musicians' incomes generally do not keep pace.
Austin Music People has identified a critical gap

in the rising cost of housing, for instance, and

the stagnant incomes of musicians.®> Numerous
housing projects have been completed in Austin to
provide musicians with affordable apartments and
communal housing. “Without a doubt, affordable
housing is an issue that impacts many citizens
beyond Austin's musicians and other creatives, but
the opportunity cost to the city if those who build
our “brand” can no longer afford to live here is a

significant one."®3

Nashville has put a similar focus on affordable
housing for musicians. In 2013, it completed
Ryman Lofts, an affordable housing project with 60

apartments geared towards artists.

Musician Business Training

Inextricably linked to the issue of affordability is
a musician's income. If artists and musicians'

incomes were significantly higher, then affordability

wouldn't be anissue.

However, earning a living as an artist has never been
easy, and according to some, is even harder today.
Robert Levine, past executive editor of Billboard,
sums it up well: “It has never been easier to distribute
a creative work. At the same time, it's never been
harder to get paid for it."** Live performance income
is increasingly important for artists, but touring

costs are high. And while record companies have
safeguarded investment in artists as a proportion of
theirincome as much as possible, their revenues are
roughly half of what they were before 1999, meaning
there is less money to invest.>> Moreover, notes
Patrick Donovan, CEO of Music Victoria, "bands are
charging the same for their shows at small venues as

they did 25 years ago.”

Asked how he would judge the success of Music
City strategies, Musitec's David Grice responds,
‘Just to be able to provide a future that enables

people to make a decent career out of music.”



“We have doctors and lawyers who make a lot
of money and we have musicians who have

more intellectual property than those guys,
who struggle to make minimum wage.”

David Grice, Musitec, Adelaide
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The availability of professional development
services for musicians is not only an aid

to furthering their skills as small-business
entrepreneurs, but also in making a municipality

more musician-friendly.

The Bogota Chamber of Commerce, which
prioritized music and other cultural industries as

a key economic sector, is developing 30 different
services to support these industries. The services
include professional development and training.
According to Gareth Donal Gordon, the Chamber
discovered that few artists and musicians know how
to build their businesses and monetize their work.
In Memphis, The Consortium MMT (Memphis Music
Town) offers a national mentorship program with

a six-week intensive process for young artists to
enhance and further develop their creative brand.
David Porter, Founder and CEO of The Consortium
MMT, explains that the program, “champions the
history of Soul music while providing young artists
with backstage access to the music industry with
mentorship support by superstar established
artists. This unique concept helps to bring back
the credibility of the music-making process, giving

artists the necessary tools to become the Soul
music stars of tomorrow.”

The future establishment of a new Talent
Development Center complex in downtown
Memphis, will be used to further the goals of artists
who will have gone through the program.

Chicago has adopted a comprehensive music
strategy that focuses on leadership and
government support, live music and education.
Retention of the creative class is a key objective. In
consultations and focus groups, creative industry
employees between the ages of 18 and 25 were
asked how the city could help them succeed in
Chicago, as a way to dissuade them from moving
to other cities such as Austin. Access to networks
and mentors emerged as a primary need, and the
Chicago Track program was created.

The program provides professional development
and networking opportunities along with workshops
that often lead to internships in the music industry
as well. The program has a high level of retention.
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The Mastering of a Music City

The Support Team: Music Professionals

As noted in the Key Elements section, successful
Music Cities offer an array of music businesses and
music professionals who form larger teams sup-
porting artist entrepreneurs. These include labels,
managers, agents, lawyers and publicists. For high
quality recording studios, experienced recording
engineers and producers are also needed. ldentify-
ing any gaps in this larger group of professionals is
a first step for Music Cities to develop ways to train
and/or attract the talent they need.

Bobby Garza of Transmission Events in Austin
believes that filling some of these gaps would help
enable the expansion of his city's US$2bn music in-
dustry to a US$3 or $4bn industry. He explains that
artists in Austin face challenges monetizing their
product. There is a particular need for more labels
in Austin. Entertainment lawyers are also in short

supply there, Garza adds. He believes that filling

these gaps should be a priority for music invest-
ment and business attraction in Austin.

Similarly, professional gaps have been identified in
Adelaide. In his research for the Reverb report, Mar-
tin Elbourne discovered that the city had no artist
managers. More recently, the city has identified a
shortage of high level producers, according to David
Grice. Tofill the void, Musitec is examining options
for training engineers — of whom there are plenty —

as music producers.

Numerous government policies have a direct impact
on the music economy's viability and success.

A city's level of "music-friendliness” and “musi-
cian-friendliness” is closely tied to those policies.
Working with the music community is the best way
to maximize Music City benefits, resolve issues

and avoid unintended consequences of regulation
and enforcement. The chapters that follow provide
some models for that engagement.

1. Conduct a needs assessment of your community of musicians, singers, songwriters and producers in

order to identify policies that can help them succeed along with key challenges and obstacles to pursuing

music as a vocation.

2. Inventory the music professionals and businesses available to support artists in their careers including

managers, agents and labels.

3. Based on these assessments, identify the priority needs and opportunities. These may require financial

support, infrastructure spending, training or programs in other areas.

4. |dentify key public and private sector players who can help deliver programs to meet the identified needs

and priorities.
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usic offices or officers
(though not necessarily

by that name) are present
in one form or another in
many of the cities studied
for this report. They include

Seattle, Austin, Melbourne,
Chicago, Toronto, Hamburg, Berlin, Bogota, Kitchen-
er (Canada), Montreal and Cologne. The larger the
office, the greater its scope. In cases where there is
a single officer, the role tends to be more narrowly
defined. Ideally, a well-established music office will
carry out the key functions outlined below.

KEY FUNCTIONS

Navigating City Hall

One of the basic functions of a music office is to be
the main point of contact at City Hall for music busi-
nesses, including live venues. As described in the
previous chapter, many municipal government poli-
cies and regulations impact music, and hence many
city departments have some level of authority over
music businesses. In some of the most successful
Music Cities, experience has shown that a single of-
fice or point of contact at City Hall is the best way to
ensure clear communication and direction between
the municipality and the music community.

Bill Harvey, co-founder of NY is Music, makes the
comparison between New York's approach to film
and television productions vs. live music: “If Im a
film company and | want to shut down Times Square
during rush hour, | go to one person and | have a
permit in three hours. If I'm a musician and | want to
plug in an amplifier and play music in the park, | have
to go to multiple departments to secure permits in
the double digits.”

Prior to the creation of the Music Sector Devel-
opment Officer position in Toronto in 2014, music
stakeholders found that, “the environment for
getting business done with city government is not
particularly easy for them to navigate."*® The city's
new Music Officer, Mike Tanner, says he is "aiming
toward one-stop shopping — as easy and decipher-
able as possible.”

The Seattle Office of Film + Music, as the principal
body responsible for advancing the goals of Seat-
tle's City of Music program, is responsible for special
events in the city, serving as a one-stop shop for
promoters and producers of live events. The office
facilitates meetings between city departments

(fire police, licensing etc.) and promoters and event
managers. “We literally put them in the same room,”
says Director Kate Becker.

Liaison with Music Commission or Advisory Board

In cities with a volunteer music advisory board, com-
mittee or commission, the music officer typically
acts as the primary city staff support or liaison.
Seattle's Kate Becker, for example, facilitates the
connection between the city's Music Commission
and the Office of Film + Music as part of her role as
Director. Her duties include staffing Commission
meetings and developing meeting agendas. This
role helps her support Seattle’s three goals as a
Music City: to be a city of live music, musicians and
music business.*’ Similarly, in Melbourne, Toronto

and Austin, the music officer leads this activity.

Lead a City’'s Music Strategy

Many successful Music Cities have a music strategy
that has been endorsed by City Council. These are
multi-year, complex plans that benefit from a single
staff or department lead.
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Similar to Seattle, in Melbourne, Hannah Brooks'
main job as Business Advisor is implementing the
city's Music Strategy. In Bogota, the City of Music
plan, developed following a successful application
for a UNESCO designation, falls within the Depart-
ment of Culture, Recreation and Sport.®® And in
Chicago, Dylan Rice is the staff lead for music at
the city's Department of Cultural Affairs and Special
Events (DCASE).

In other cities, including Adelaide, Memphis and
Nashville, where there are music strategies but
no music office or officer, the volunteer advisory
boards take more of a leadership role.

Internal Advocacy/Education about Music

A music officer who understands the issues and
challenges facing the music community can also
serve as an advocate or educator within City Hall.
Don Pitts, Music Program Manager for the City of
Austin, explains that his department “serves as a
resource on live music issues.” Jennifer Houlihan of
Austin Music People (AMP) agrees, explaining that
the relationship between AMP, the Music Commis-
sion and the City Music Division "is powerful when
they are working in lockstep on the same agenda
items.”

In Gothenburg, Sweden, this function is often per-
formed by the public tourism agency where Fredrik
Sandsten describes his role as, “a link between

the music businesses and the politicians. It is very
much our job to make things happen quickly if it is
something we support and believe in."

Mediation
City music officers or offices often serve as media-

tors between music stakeholders and other external
groups. Berlin's Musicboard, a government-funded

agency that functions similarly to the Austin Music
Division, helps to mediate issues that arise between
clubs, residents and city officials. Toronto's Mike
Tanner sees mediation becoming an important part
of his role, using communication as a tool to prevent
conflicts. "People don't like to be surprised,” he
says. "There is an opportunity to channel commu-
nication through Business Improvement Associa-
tions, Councillors’ offices and community groups to
help smooth the relationships between live music
venues and their neighbours.”

Education/Networking Programs and Events

Music offices often host or support programs and
events that focus on networking or education. For
example, Austin's Music Division funds the Music
Industry Collaborative (MIC), an applicant-based
mentoring program delivered by the Austin Music
Foundation. "MIC fast-tracks the resources that
busy music entrepreneurs most urgently need,” Pitts
says. “(It provides) meaningful dialogue with real-life
entrepreneur mentors in a structured small group
setting that also encourages peer-to-peer assis-
tance.”

Chicago's DCASE organizes similar programs. After
several successful education and networking initia-
tives, Dylan Rice says his department is developing
the largest free convergence of professionals from
music and other creative industries. The Lake FX
Conference will connect artists with new media to
help them achieve success.

Berlin's Musicboard provides funding to the Ber-

lin Clubcommission, which in turn provides basic
support for its member nightclubs to assist with
legal, financial, security and health and safety
issues. Clubcommission also recently adopted

an educational role with the producers of open-air
music parties. The initiative is a response to height-



ened community concern over the parties, which
consume a significant amount of police resources.
At an information session attended by 150 of these
impromptu event planners, the Clubcommission
offered to support them, if the organizers made
efforts to address the concerns raised by the
broader community. Organizers were asked to sign
a 10-point agreement that includes a commitment
to keep noise at a reasonable level, and leave the
parks the way they found them before their events.
Clubcommission created a starter kit for open air
events that includes trash bags, ashtrays and the
agreement, among other helpful items.

Grant or Loan Programs

Municipal financial support for the music commu-
nity, where it exists, can be funneled through music
offices. However, this function is distinct from the
direct funding provided by Arts Councils to artists
in a wide range of creative sectors. Berlin's Music-
board, which is funded by the City of Berlin, in turn
distributes funding to Berlin-based music compa-
nies, organizations or artists. Musicians can apply
for scholarships and for new projects in Berlin or
abroad. Musicboard also provides financial support
to the Berlin Music Commission, which organizes
networking and conferences for the business side
of the music community, in addition to the Berlin

Clubcommission programs mentioned above.

The Music Venue Assistance Program in Austin
provides low interest micro loans to qualifying es-
tablishments to enhance the sound quality of indoor
and outdoor venues while reducing the sound im-

pact on neighbouring uses, according to Don Pitts.

In Paris, the city government provides financial
support and other assistance for the broader music
community. This includes €8.2mn for facilities and

venues dedicated to contemporary music, almost

and Why it's

€800,000 for music festivals and other funding for
music work spaces, special projects and setting
standards for disabled access at venues.®® One of
the key funding priorities is to support innovative
and creative projects that help to create a stronger
professional music scene in Paris while encouraging
the emergence of new artists, and new forms of cre-
ation and music distribution, according to Marianne
Revoy, Conseillere culture (Cultural advisor) in the
office of Paris Mayor Anne Hidalgo.

The music branch of Hamburg, Germany's De-
partment of Culture supports the city's music
community through financial support for small
labels, venues and other recipients, and by acting
as a hub for other public and private sector orga-
nizations involved in music. These organizations
include: "Hamburg Kreativ Gesellschaft” (municipal
institution founded to promote Hamburg's creative
industries); RockCity Hamburg e. V. (organization for
Hamburg-based musicians); LiveKomm (federal Ger-
man live music commission); IHM (Hamburg Music
Business Association); Clubkombinat Hamburg e.
V. (Hamburg music venue and club association);
and VUT-Nord (indie label association). The Depart-
ment of Culture's Johannes Résing says the music
branch “cannot plainly be called a one-stop-shop
for the music community. To attain the best results
from our support we work closely with various insti-

tutions and associations.”

ORGANIZATION AND
REPORTING STRUC-
TURE

The most all-encompassing music offices are
stand-alone agencies or departments. Berlin's
Musicboard has three full-time staff and two casual
employees. Seattle’s Office of Music + Film has
five full-time staff plus a part-time staff person, but
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is responsible for both film and music. The Austin
Music Division has five full-time, music-focused em-
ployees and is a department within the Economic
Growth and Redevelopment Services Department.

In other cases, cities have a primary music contact
or a music officer who works within a larger depart-
ment. Naturally, they cannot be responsible for as
wide a scope of activities as an entire music office.
However, often they are able to rely on the support
of other colleagues within their department.

Examples where a single music officer is housed in
a larger department include Montreal, Gothenburg,
Toronto and Melbourne: Emmanuelle Hébert is part
of a 200-person Cultural Department at the City

of Montreal; Fredrik Sandsten works in a state-
owned destination company in Gothenburg with
120 employees; Mike Tanner's music development
role is the single music-focused position in a 30-35
member department that includes Tourism and
Visitor Services, Film, Television and Digital Media
and Event Support.

Music Officer Background

In most cases, music officers have previous ex-
perience in the music industry or another creative

industry.

In a media interview promoting one of his first major
initiatives, Chicago's Dylan Rice draws the link
between his current role and his past work as an
artist: "I've lived and breathed [this industry],” he told
Michigan Avenue magazine. “I've worn all the hats,
I've made some mistakes, and I've learned the hard
way. | empathize with a lot of artists who are trying
to doit. So I'm hoping my experience as an artist is

informing my experience in government."s®

Andrew Vincent, a musician based in Ottawa,
Canada and author of Connecting Ottawa Music,
notes, "Someone needs to be in the city who has a
personal connection to music, who brings that per-
spective, who has travelled and seen what others
have done in other cities.”

CHALLENGE: CHANGES IN POLITICAL LEADERSHIP

Political support is fundamental to maintaining gov-
ernment commitment to a music office, not to men-
tion a larger music strategy. Chapter V.4 describes
how consensus in the music community is the best
way to develop political support. But political lead-
ership is prone to change. This can spell uncertainty
for music programs.

Mayors in Berlin, Chicago, Toronto, Seattle and
Austin have been instrumental in securing budgets
for music officers and their programs. Three of
those five cities have recently undergone a change
in leadership. Whether or not this will affect those
cities’ music programs remains to be seen.
Strategies outlined in the next two sections are
designed to overcome this potential hurdle: estab-
lishing a music advisory board, and most impor-
tantly, fostering an engaged and supportive music

community.



Key Elements, Effective Strategies and Why it's Worth Pursuing

1. Establish a single point of contact — whether an individual or team — for the music industry within City Hall
mandated to:
a. Help the music community navigate relevant city government departments and policies;
b. Lead the city's music strategy or lead the development of a strategy if one does not exist;
c. Liaise with the volunteer music advisory board or commission;
d. Help other city employees, agencies and elected officials understand the issues facing the music
sector; and

e. Mediate between the music community and other community groups in order to resolve conflicts.

2. Music should be recognized as a commercial industry, and therefore the officer should be housed in a
department focused on economic development.

3. Ensure the person hired as a music officer has direct experience in a creative industry, preferably music.

4. Engage the broader music community as well as political decision-makers to continuously promote the
importance of the music officer/office to ensure sustainability and continued funding.
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usic Advisory Boards or
Commissions provide an
effective link between a
city's music community
and local or provincial gov-
ernments as well as other

city stakeholders. They are
a forum to generate dialogue within the music com-
munity and open lines of communication to others
in the private and public sectors. In keeping with
their names, they are generally advisory in nature,
rather than decision-making bodies. Some boards
participate more heavily in the delivery of programs.
For instance, the Memphis Music Commission,
supported by an Executive Director, provides a legal
clinic, pre-paid health care plans for musicians,

workshops, seminars and other services.

The overarching purpose of Music Advisory Boards
is to enhance the environment in which music
operates within a city. In some cities, this is defined
in very broad terms. The Conseil Parisien de la Mu-
sique (Paris Music Council), created last year under
the administration of Mayor Anne Hidalgo, while still
in its early stages, seeks to find ways that the public
and private sectors can together support emerging
artists, enhance venues, improve contemporary
music education, boost marketing efforts, and en-
sure that Paris's music scene offers rich and diverse
musical offerings at prices that are accessible to

all. In announcing the Council's creation last year,
Paris Deputy Mayor Bruno Julliard said the initiative
will bear fruit only if all the players — both private
and public sector — agree to share the costs of the
proposals it advances.®’

Depending on the level of government with which
they interact, resolutions passed by a music advi-
sory board will either proceed to a city music office,
committee of city council, full city council, mayor's

office or premier's/governor’s office.

Research for this report identified music advisory
boards or committes in the following jurisdictions:
Austin, Nashville, Memphis, Seattle, Bogota, Paris,
Berlin, Melbourne, Toronto, Wollongong and South
Australia. Some other cities have advisory boards with
a broader cultural mandate, of which music is a part.

CORE FUNCTIONS

Music advisory boards typically fulfill the following
functions:

Create consensus within the music community

Music advisory boards most often include music
industry leaders representing all segments of the
music industry. The boards create a forum for
discussion of issues affecting the music community
and a means by which to develop consensus and
present a unified voice to government.

Provide advice on the regulatory and legislative

environment

Music advisory boards act in an advisory capacity
to government on legislation, regulations and pro-
grams. This often means that boards have the abili-
ty to draft resolutions for a committee of council, full
city council, or for the Mayor or Premier, depending
on the level of government with which they interact.

Provide opportunities for the music community to
liaise with key city stakeholders

Music advisory boards create opportunities for
information exchange and advice between the
music community and other key stakeholders such
as chambers of commerce, tourism and convention
agencies, neighbourhood associations and govern-
ment departments involved in economic develop-
ment or arts and culture.
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STRUCTURE

There is no “one size fits all" model when it comes
to music advisory boards. Depending on the city,
there are variances in size, structure, members,
member selection, and the level of government with

which they interact.
Size

Berlin's Music Advisory Board (which advises
Musicboard, the city's de facto music office), has
only 11 members, whereas Toronto's Music Industry
Advisory Council has 35. Nashville's Music City Mu-
sic Council started with 40 members, but through
restructuring the number has been reduced by half.

Membership

Most music advisory boards are composed pri-
marily of leaders from the music industry, with key
elected representatives and government staff from
relevant departments or agencies. Music industry
representatives at the municipal level tend to be ap-
pointed by the mayor, city council or a combination
of the two, but in some cases are appointed by the
city music office or an equivalent body.

Some boards contain a broader membership that
incorporates community leaders whose roles have
a connection to music - for instance, tourism agen-
cies, hotel associations, Chambers of Commerce
and music commissions or officials serving a higher
level of government. The recently established
Conseil Parisien de la Musique, for example, brings
together officials from three levels of government —
municipal, regional and national — to work with music
stakeholders on policy issues. Those stakehold-
ers include major and independent music labels,

venues, music publishers, record shops, artists’

unions, music associations, trade unions and music

academies.®?

Membership composition is critical as has been
discovered in Bogotd, where music is the focus of
one of six councils for the arts. Juan Luis Restrepo
of the City's Department of Culture, Recreation

and Sport, stops short of calling it a formal music
advisory board, but many of its functions are similar:
it is supposed to "approve, discuss, debate and
agree on general public investments in music in

the city and assess the City of Music program in its
strategic decisions and long term policies.” How-
ever, Restrepo notes that the efficacy of the council
is hampered by the lack of participation of “really

strong actors in the music scene.”

Jurisdiction

Some music advisory boards have been estab-
lished at the provincial or state level, rather than
the municipal level. These focus on the overarching
needs of a state/provincial music community and
the impacts of the legislation, regulations and pro-
grams overseen at the provincial/state level.

Committee Structure

Several of the larger music advisory boards have

a committee structure that enables more detailed
analysis of specific issues, and task-oriented work.
Seattle's 21-member Music Commission, for exam-
ple, has subcommittees pertaining to policy, youth
and community, executive operations and social

justice.

In South Australia, the 12-member music industry
council relies on as many as 40 additional music
community members who participate on issue-spe-

cific subcommittees.®®
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Key Elements, Effective Strategies and Why it's Worth Pursuing

The new Conseil Parisien de la Musique directs
working groups to focus on different policy areas.
The entire council, which has neither a budget nor
a president, will meet as seldom as twice a yearin a

plenary session.

OPPORTUNITIES

Music advisory boards present an effective means
to avoid potentially negative impacts of government
legislation on the music community. Don Pitts,
Austin's Music Program Manager, explains that the
Austin Music Commission is expected to “study the
development of the music industry, assist in the
implementation of programs to meet the needs cre-
ated by the development of the industry, and review
matters that may affect the music industry.”

Austin Music People's Jennifer Houlihan describes
the process: “We do as much work as possible with
stakeholders before it gets to the Music Commis-
sion, so by the time they get it, they are only passing
things to City Council that are as bullet proof as
possible. It gives council cover, so that they don't
get a surprise backlash.”

Music advisory boards also lead studies on the mu-

sic industry. The Live Music Taskforce established

in Wollongong, Australia began its work with a live
music survey that identified the active venues and
level of music activity, as well as a tour of licensed
premises for relevant city staff. Advisory boards in
Austin and Nashville have commissioned economic
impact studies.

In Nashville, the report's findings were used to drive
economic development initiatives, thereby support-
ing one of the Music City Music Council's primary
goals: to attract and recruit entertainment compa-
nies to the city. As Hank Locklin, the Senior Advisor
of the Music and Entertainment Industry for the
State of Tennessee, explains, this helps to cement
Nashville's image as a “vibrant Music Business City”
through its consistent high ranking of music related
output and workforce when compared to the rest of
the US.

The Council is also involved in partnerships with

the Entrepreneurial Center in projects such as the
Musicpreneur program, which enlists local music
industry leaders to engage with young entrepre-
neurs about their involvement in the future of the
music industry.8* In addition, it is involved with an
Entrepreneur Center initiative called Project Music, a
14-week music tech accelerator program launching
in2015.%5

1. Develop a music advisory board representing a cross-section of the music community and key decision

makers in agencies that have an impact on music (e.g. tourism agencies).

2. Enlist the involvement of music industry representatives with larger networks to facilitate two-way commu-

nication with government.

3. Governments should utilize the music advisory board as a sounding board for legislation, policies and pro-

grams, providing members with ample opportunity to study the issues and engage their networks to provide

feedback and ideas.
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rategies and Why it's Worth Pursuing

uiilo C;thyd(teveloptrlnent | BARRIERS TO
wllwihostawsstonony oy A'BORATION

be successful with the
engagement of the people
impacted most — the music
community. Whether it

“Theres acrab in
a bucket infighting
mentality within the

is the private or public
sector that initiates this engagement appears to be
immaterial. In some cases, the music community
has been the initiator, often in response to acute
challenges to their livelihood. In other cases, a
government body has set out to engage the music

music inadustry that
comes from scarcity.”

Jennifer Houlihan, Austin Music People, Austin

community in order to grow the sector. Whichever
side gets the ball rolling, the key is that all relevant
players are involved.

DEFINING THE
BROADER MUSIC
C O M M U N/ T Y A variety of barriers to engagement of the broader

music community were identified by music industry

Many of the strategies addressed in this report deal experts interviewed for this report:
most directly with live music. This should not be

surprising, since live performance is more signifi- e Theinformal, almost cloistered, do-it-yourself
cantly impacted by the municipal policies cited nature of most music creation and distribution
in section V.1. However, all aspects of the music today;

ecosystem are inextricably linked and therefore e Theinvolvementin music of many part-time
stand to gain from effective Music City strategies. workers and hobbyists;

For that reason, this discussion of music community e The reality that many small and medium-sized

engagement includes stakeholders at every step in businesses and artist entrepreneurs are, by
the music value chain: necessity, focused exclusively on making ends
meet;

Retailers

Radio
Publishers Labels o :
- Managers Digital Music

Distributors

- - - [
Promoters V

Venues I
Recording and Ticketing '

YESElale Companies Consumers
Engineers Festivals Music Fans

Musicians
Singers
Songwriters
Producers
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e The lack of sufficient professional advisors
(managers, lawyers, agents, etc);

¢  Competitive issues among key stakeholders;
and

e The absence of an advocacy organization
representing the commercial music sector.

Overcoming a tendency among music community
members to view others as competitors, rather than
collaborators, has been a key priority in Toronto.

“The local music community supports itself in
ways in 2015 that were unheard of in 2011," says
Mike Tanner, Music Sector Development Officer
at the City of Toronto. "Music Canada helped
bring together a lot of disparate voices under
one tent, looking for areas of commonality where
they could all benefit and engage different levels
of government to get support. Most of the good
operators have put most of the squabbling on
the back burner. There's a lot of willingness to
collaborate now.”

Conflict Serves as a Catalyst for Engagement

When the music community overcomes these
barriers by pulling together, it is often in response to
conflict or crisis.

In Paris, conflict between residents and operators
of bars, nightclubs and other night-time activities
inspired a petition entitled "Paris: When the night
dies in silence,” as well as collaboration by affected
stakeholders and, ultimately, to a response by the
city government.®® This culminated in the creation
by Paris Mayor Anne Hidalgo of the Conseil parisien
de la nuit (Paris council of the night), in late 2014.
The council brings together elected officials from
every city district, institutions, associations and
others to find sustainable solutions and to help

pacify relations between residents and night-time

revellers. It works in collaboration with the newly
formed music council to develop solutions and
enhance night-time music activity, says Marianne
Revoy of the Paris Mayor's Office.

There are many other examples: the threat to
historic venues and recording studios in Nashville
spawned the creation of the Music Industry
Coalition; a loss of venues in London led to the
establishment of the Music Venues Trust; and,
burdensome regulatory changes to live music

in Australia inspired Save Live Australia's Music
(SLAM), the organization behind the largest cultural
protest in the country's history.

Rallying support in times of crisis is always easier
than in times of peace.
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Opportunity as a Catalyst for Engagement

In the absence of a catalytic event, it is still possible
to get the broader music community engaged

in a Music City initiative. This can be led by an
organization within the music community like Austin
Music People, Music Victoria, UK Music or Music
Canada, for example. In other cases, governments
lead this effort as they realize the value of
consensus and are driven by goals to increase the
economic, societal and/or cultural benefits of an

industry.

In cities including Adelaide, Chicago, Bogota

and Kitchener, Canada, initiatives to bring the
community together in order to identify common
challenges and opportunities have been led by city
officials and elected officeholders.

When the Premier of South Australia identified
music as one of the state's key economic drivers,
he directed government departments to look at
music as an industry for the first time. It was under
Premier Jay Weatherill's direction that UK Promoter
Martin Elbourne was engaged to study the industry
and that Musitec was created to build collaboration
in the music community in order to increase jobs
and new economic opportunities. “The problem
with South Australian music is that we've never
really worked together,” says David Grice, Managing
Director of Musitec. “So we're running workshops
and events to build a sense of community around
the musicians because we can't develop a spirit of

collaboration if people don't know each other.”

In Chicago, one of the key responsibilities of the
city's Department of Cultural Affairs and Special
Events (DCASE) is to “convene the industry” and
“create forums for industry experts to interact and
address shared goals."® Dylan Rice, Chicago's

Director of Creative Industries — Music, says that the

“city is working to break down barriers between the
different components of the industry (recording, live
performance etc.), and genres of the industry, with
the rationale that a more unified music community
will strengthen the city's efforts to attract business
development and tourism.” Rice's department does
this by hosting events and conferences including
Lake FX Summit & Expo, Chicago Music Summit,
Creative Industries Spotlight, and ChicagoMade at
SXSW.

In Bogoté, music was identified as a key asset for
marketing the city to Latin America and beyond,

as a destination for tourism, immigration and
investment. Bogota is brimming with music and
culture, however the music community itself is very
fragmented. According to Juan Luis Restrepo in
the city's Department of Culture, Recreation and
Sport, when the city applied for UNESCO City of
Music designation, it was expected “to get the
music sector to work together and to develop a
greter appreciation for city projects.” Many private
sector organizations are involved as well in trying to
create greater connections in the music community.
The Bogota Chamber of Commerce, for example,
organizes Bogota Music Market (BoMM), an annual
conference and showcase event.

In Canada, the City of Kitchener organized a grass-
roots facilitation to strengthen the city's music
scene. This involved 130 community members,
including general audience members, musicians
and those directly involved in the business of
making music, and venue owners. Together, they
focused on three general outcomes: expanding the
audience; growing the music business; and enabling
live commercial music venues to thrive.®® The
resulting strategy, Music Works, continues to drive

the city's music program today.



“We can't expect government to
understand our unique ISSUES...
the sector must present a coherent
position and message that
government can understand.”

—Focus group participant

EFFECTIVE
COLLABORATION
DELIVERS RESULTS

Building consensus and broad support in the music
community can lead to impressive results.

"Stuff doesn't just happen,” says Austin's Bobby
Garza of Transmission Events. "It happens when

there's a groundswell of support,”

The results achieved by SLAM in Melbourne,
and by the Music Industry Coalition in Nashville
demonstrate the power of broad-based support
and collaboration (see Chapter V.1).

Garza cites music community organization as the
catalyst for the creation of Austin's Music Division,
while Austin Music People's Jennifer Houlihan
credits music community engagement in part for
the decision to allow Uber to operate its mobile
app-driven ride sharing service in Austin in order to

provide patrons with another safe way home.

In Toronto, notes Music Canada President Graham \
Henderson, music community collaboration led 1
J

\

e

P
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The Mastering of a Music City

to the creation of the Toronto Music Advisory
Council and the creation of the city's Music Sector
Development officer position, as well as a provincial
Live Music Strategy and an unprecedented
CDN$45mn grant program for the music industry
called the Ontario Music Fund.

In cities where there is resistance to change,
political champions —mayors, councillors or leaders
of higher levels of government — have often been
instrumental in creating the impetus for positive
improvement.

Political champions can come from any part of the
political spectrum. In South Australia, for example,

the first effort to increase the long stagnant support

for the music industry came from a member of
the Green Party. But it was Premier Jay Wilson of
the Labor Party who influenced the more recent
changes.

Cultivating positive relationships with elected
officials is essential if success is to be achieved.

On the flip side, if there is no consensus and
collaboration in the music community, it is inevitably
harder for governments to understand the unique
challenges faced by the sector, and governments
will be far less motivated to make positive changes.
A divided community discourages political action
because policy decisions are unlikely to receive
clear and broad support from the people affected.

1. Create opportunities for networking, mentoring and education in order to build relationships and trust

within the music community.

2. Seek consensus on common issues that will deliver broad benefits across the sector.

3. Address issues of conflict and competition behind closed doors in order to present a united front.

4. When crisis occurs, use the situation to build support for sustainable music advocacy organizations and

sustained engagement.

5. Develop strong relationships with elected officials at all levels of government, and of all political stripes to

help overcome bureaucratic inertia.
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usic needs a home. Or

in the context of a Music
City, it needs many
homes: rehearsal spaces,
recording studios, music
education institutions and

live performance venues.
The latter must span a broad range of types: indoor
and outdoor, small, medium and large; formal and
informal. Shabby basements where budding artists
get a start. Massive concerts halls filled to capacity
by international superstars. Parks used to host
music festivals. These and other places are where
artists connect with music fans. They are the places
where musical talent is developed and music is
created, perfected and recorded.

Quantity and variety of spaces are important, but
S0 too is quality. The great live music that draws
audiences requires great sound. This is not to say
that a venue needs to be an aesthetic showpiece.
As Music Canada’s Graham Henderson notes, “For
the live artist starting out, you need a place to play -
grungy, basement places, and places of ascending
size, creating what I like to call a stairway to heaven.”
But whatever the appearance of a venue, it should
have good sound.

In the most advanced Music Cities, such spaces
and places form a large and complex music
ecosystem where music can flourish and artists
can grow. Often, there is an “organic” aspect to the
development of a rich ecosystem. Music venues
and their patrons tend to cluster on certain streets
and in specific districts. The infrastructure, expertise
and artists that nurture one recording studio can
spawn others. More importantly, however, are the
policies and programs initiated by both the public
and private sectors. These policies and programs
are important or even essential to protect existing

music spaces and create new ones.

Municipal government policy steers property
development, land use and bylaws affecting a
building's use. Itis also the means used in most
cities to make affordable housing available, which
can benefit artist entrepreneurs. As such, some
of the key, policy-related issues identified in this
section are explored in further detail in section V. 1

of this report.

TAKING STOCK

When considering strategies to enhance and
expand a Music City's spaces and places, a logical
first step is to take inventory. How many rehearsal
spaces are available? Are there enough recording
studios at different price points? Are there record
labels, management companies, agencies and
other music businesses that are critical parts of

the music economy? How many live venues are
there? How many are mainly music-focused, and
how many treat music as a secondary concern? Are
the venues high quality? Do they span a full range of
sizes and genres? The need to get answers to these
questions - to take inventory — was recognized

by the City of Melbourne, Australia in its 2014
Melbourne Music Strategy. The report recommends
that the city "“Conduct an audit that identifies
existing and new spaces that support music

performance, collaboration and rehearsal.”
Beyond Buildings

The Melbourne Music Strategy recognizes that
spaces and places need not be made of bricks and
mortar, music is also performed in the streets and
parks as a "part of everyday life." [Melbourne Music
Strategyl] The report elaborates:

Music will be a centrepiece of life in Melbourne.
Musicians of all cultural backgrounds and
genres will be a common sight in the streets



Key Elements, Effective Strategies and Why it's Worth Pursuing

and at outdoor/indoor venues, and people will
know where to go to hear live music during
the day and at night. Having ready access
to live music will increase community pride
and wellbeing, and make Melbourne a more
welcoming, vibrant 24 hour city for residents
and visitors.

In Toronto, the head of the city's Downtown Yonge
BIA (Business Improvement Area) in Toronto also
views the street as a place for music. The BIA plans
to revitalize the role music plays in this section of
the city through music programming, guided walking
tours about music history, and infrastructure and
space development. According to a Nov. 28, 2014
story in Toronto's Globe and Mail, BIA Executive
Director Mark Garner sees Yonge Street —a roadway
in the heart of the city — as "about both fancy
restaurants and buskers, and populated by social
agencies as well as students."”°

The Venue Ladder

To support a thriving music community in which
artists can get a start, develop their talent and

“The places are
critical. Artists and
their fans need
easy access to an

eclectic range of
sites and venues,
from intimate to
world class.”

Graham Henderson, Music Canada, Toronto

then shoot for the stars requires a full range of

live venues, from tiny clubs to large stadiums, and
everything in-between. This continuum of venues,
where artists have a place to play at every stage of
their careers, has been called the “venue ladder.”
Ideally, a Music City will have one or more venues for
every step up the ladder.

Andrew Vincent, a singer-songwriter in Canada’s
capital city, Ottawa, describes the benefits of
having a range of venues: "It brings a range of
artists to the city. There are a lot of touring artists
that can fill a 500-person general admission room
but can't do a 1000. By having that range, it brings
bands at certain levels where they are big enough
to have generated an audience, but are still at the
development stage, which can be really inspiring for
local musicians. It also strengthens connections
between the local scene and national booking
agents.” Noting that some music fans might not go
to smaller clubs, Vincent also sees the venue ladder
as a way for artists to reach a broader audience.

A major challenge for Ottawa’s music community

is gaps in its own venue ladder. Vincent remarks,
"Ottawa seems like a great place to get started in
music. There are lots of places with open mic nights,
small venues where you can get gigs, there are
studios where you can record that are affordable,
you can get spots opening at some festivals. But
where the city is lacking is in the development
potential between the smaller scale and the larger
scale. We don't have the medium sized venues.”

Gaps like this are not uncommon, even in larger
Music Cities. Toronto, for example, lacks a 5,000
seat arena —an important stepping stone for artists
eyeing the biggest stages. Helsinki is missing a
3,000 seat facility although there are plans for one
as part of a proposed new home for the live music
association, according to Cultural Director Stuba

N
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Nikula. Other communities invest heavily in large,

premium venues that host leading international acts,

but budding local artists have few or no options

where they can cut their teeth.

Filling these gaps doesn't always require completely
new builds. Some communities have found
innovative ways to renovate shuttered movie
theatres, churches and other buildings that are no

longer active in their original form.

Downtown Clusters and Suburban Hubs

There is wide agreement that, when it comes

to music, there is strength in numbers.
Neighbourhoods with a variety of labels,
management companies and the like, develop a
creative synergy. Clusters of venues along streets
or in districts attract larger audiences. Among other
music industry professionals, UK music promoter
Martin Elbourne asserts that venues and audiences
should be clustered first and foremost in the
downtown core. “If you're trying to create a vibrant
city, keep your musicians and your audience in the
city," Elbourne says. "Everyone talks about clusters

because they work.”

Elbourne, author of the Reverb Report, which
provided a roadmap for the South Australian
Government to better support music development,
advocates making the centre strong first, and only
then looking at opportunities to establish music

venues in the suburbs.

Toronto is fortunate to have strong music clusters in
its downtown core. As a next step, Mike Tanner, the
City of Toronto's Music Sector Development Officer,
eyes the development of suburban music hubs so
that audiences no longer have to travel across the

city to enjoy live music.

Emmanuelle Hébert, an official with the City of
Montreal's Department of Culture, says venues
are beginning to pop up in suburban areas of her
city. She notes that it is getting harder to bring
people back downtown in the evening to enjoy live
music. As newer venues in the boroughs are often
programming similar shows, this new dynamic

creates new challenges for city-based venues.

Development outside of the central core has been
identified in Paris, France as an opportunity to
revive a once-vibrant nightlife and music scene
that has suffered under the weight of restrictive
rules. An article in France 24 listed the reasons

for this: "laws restricting opening hours, a lack of
reliable transportation for night-time revellers and,
especially, authorities forcing punitive temporary
closures of venues following complaints by
neighbours."”

Some Parisians, the article says, believe that part

of the solution lies in drawing more nightlife to

the suburbs. Indeed, spreading music activity
throughout Paris is a stated priority of the city
government's music policies. Publicist Eric Labbé
told France 24, "We can no longer conceive of Paris
nightlife as exclusively within the city, which is the
size of a postage stamp. In order to compete with
cities like London or Berlin, we need to be the same
size —which means Paris plus its surrounding areas.”
However, improvements to public transport —a
function of government policy — are needed to make
this achievable.

CHALLENGE: IS THE ECONOMIC MODEL OF
SMALL VENUES BROKEN?

The precipitous decline in the number of small
music venues in London, UK has raised alarm bells
among the city’'s music community. As noted in
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the section V. 1 above, the number of small clubs

in London has dropped by one-quarter in just five
years, from about 400 in 2010 to 340 today. In
response, live music venues have banded together
to form the Music Venues Alliance, a new trade body
aimed at protecting live music venues in the UK.

Ina February 2, 2015 announcement, the Music
Venues Trust called the Music Venues Alliance
“the first significant response to the recent ICMP
(Institute of Contemporary Music Performance)
summary report ‘Understanding Small Venues',
which painted a picture of a UK live music venue
circuit that is in a perilous and precarious state,
facing an uncertain future at real risk despite the
passion of the people involved in it."”?

Slumping venue profit is the major reason for the
decline, says Music Venue Trust CEO Mark Davyd.
Squeezed disposable incomes, expensive noise
abatement requirements, rising rents and other
factors are behind this. “It's not likely that we can run
a small music venue as profitably as a pizza venue,”
Davyd says.

Despite this daunting challenge, there is a sense

of mission behind the Alliance's work. In a Jan. 21,
2015 Music Week article on the Alliance, Davyd
remarked, ‘It is important to emphasize the role that
these small venues play in the ecosystem of British
music, providing the first performance platform for
writers and musicians. This is the grassroots and
bedrock of the UK music industry which creates
thousands of jobs and is one of our biggest export
earners. These venues are the research and

development department of that success."’®

The City of London, along with music associations
representing live and recorded music, have all
voiced support for the Alliance. In March 2015, the
Mayor of London's Music Venues Taskforce was
formed, with Mark Davyd as Chair.
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MUSIC HUBS AND
ACCELERATORS

While music spaces are struggling in some cities,

in other cities the public and private sectors are
working both separately and together to build new
opportunities for artists and music businesses.

The offices of major labels in Toronto, for instance,
provide space for some of the independent labels
with which they have distribution and marketing
deals, providing an ideal way to share know-how and
“apprentice” indie label company executives. Music
hubs and accelerators are emerging in a number of

forms in cities around the world.
Nashville’s Project Music

Project Music is a new music tech accelerator
created in partnership with the Nashville Entrepreneur
Center and the Country Music Association, in
association with members of the Music City Music
Council. The program began in January 2015 with
eight start-up companies receiving US$30,000 in
seed money in exchange for 10 percent equity in the
company. Google, Digital Entertainment Ventures
and other high profile music and entertainment

companies are sponsoring the program.”
Adelaide’s St Paul's Creative Centre

St Paul's is a creative industries hub in the heart
of Adelaide’s Central Business District. St Paul's
isa 150 year old church which was also a former
night club and function centre. This centre is now
home to more than 15 music companies, including
a registered training institute, South Australia's
leading music industry body, Music SA, the state
government's Music Development Office, and
Musitec, which coordinates the centre. Musitec
encourages emerging businesses to locate in

St Paul's, occupy "hot desks”, and book shared
meeting spaces and function rooms.

Chicago’s Fort Knox Studios

Fort Knox is a Chicago recording studio offering
shared rehearsal space and 92 recording suitesin a
more than 130,000 square foot facility. The privately
owned and operated facility, which first opened in
2009, attracts as many as 200 musicians per day.
Fort Knox is all about collaboration, connecting music
industry professionals — sound and lighting crews,
website developers, photographers and others —
with talent. Just as importantly, it offers relatively low
costs, made possible by sharing space.”

The City of Chicago's Live Music Strategy:
Creating Music Hubs

The City of Chicago has developed a live music
strategy that focuses on cultivating music hubs and
districts in different neighbourhoods. The approach
identifies specific "scenes” or key venues in target
neighbourhoods, and uses them as catalysts to create
amusic hub in the area, according to Dylan Rice,
Director of Creative Industries — Music, in Chicago's
Department of Cultural Affairs and Special Events.

Each music hub comprises a destination —venues,
music school, etc. — efficient transportation links and
features such as restaurants and bars. The destination
is mapped out, and tools and resources are provided to
entrepreneurs to show them where the opportunities
are, and how to make use of them. For instance, Rice
recently drafted the city’s first Venue Licensing Toolkit
as a centralized roadmap to help start-ups navigate the
licence application process and ultimately streamline it.

The approach is based on successful existing hubs,
among them the Old Town School of Folk Music in
Chicago's Lincoln Square area, which the city seeks to

replicate elsewhere.
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The Mastering of a Music City

MUSIC EDUCATION
INSTITUTIONS AND
PROGRAMMING

Music education is an important component of
Music Cities, as noted in the Key Elements section.
Whether at the primary, secondary or post-
secondary levels, music education provides a wide
range of benefits. For this reason, music education
spaces are another significant part of a Music City's

infrastructure.

Some countries and cities, recognizing the benefits,
place considerable emphasis on music education.
Sweden’s commitment in this area is often held up
as a model for other countries. The city provides
music programs to school children of all ages,
according to Michael Blair of Stockholm's The
House of Songs and Scorpio Music Production.

Municipalities and states in Finland also have a

strong tradition of funding music education for

children and young people. Helsinki's Cultural
Director, Stuba Nikula, explains that it is “in their
DNA" to enrol Finnish children in music training,
mostly in the classical tradition. This musical
foundation helps raise the quality of the pop and
rock scene as well, Nikula says. “The punk bands
here don't sound like shit, because they know how
to tune their instruments!” he remarks.

Music education has received renewed focus under
the current political leadership in Bogota. Juan Luis
Restrepo explains that 20 years ago, arts education
ceased to be a compulsory area in individual
schools' curriculum, resulting in the loss of a large
number of music and art teachers in public schools.
Mayor Gustavo Francisco Petro Urrego made it

a priority to put music and arts back into public
education. Thanks to this policy, today 100,000
students in public schools study music. Post-
secondary music education has also blossomed

in the past few decades, from two programs in the
1980s to 11 today.

1. Conduct an inventory of existing rehearsal spaces, recording studios and live music venues, noting their

capacity, primary uses, licensing conditions, cost to access, quality of sound and lighting, and accessibility to

transportation and parking.

2. Based on the inventory, identify gaps in the venue ladder and other spaces and identify potential public

and private partners, as well as underutilized buildings that may be repurposed to fill the gaps identified.

3. Clusters, hubs and accelerators in their many forms can make efficient use of resources and expertise,

while establishing an environment where artists are nurtured and respected. Investigate the opportunity for

projects in your community.
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receptive and engaged
audience is essential to a Music
City's success. The audience

is inextricably linked to the
diversity and depth of the music
being created and the quality of

the places where itis performed.

Don Pitts, Austin's Music Program Manager, gives
the audience equal billing with government and
industry for his city's music success: "Austin's
renown as a Music City can be attributed to the
efforts of a diligent music industry, a responsive
local government and a supportive community of

music patrons. All parts have contributed.”

A variety of factors affect the development of

a receptive and engaged audience. Section V.

1 addresses some of these factors including
government policies around hours of operation,
venue licensing, liquor licensing and land use
planning such as, designated cultural zones. Other
key factors are outlined below.

Engaging Youth

Cities such as Toronto, Adelaide, Austin and Berlin
point to their large student populations as helpful
factors in generating engaged audiences. A
recently released strategy for music in Alberta,

Canada cited the "young, affluent audience” and the
"highest per capita cultural spending” in Canada, as
a key advantage.”®

Audience development must begin long before
young people reach university age. Tomorrow's
music fans are developing their entertainment
tastes today. Stuba Nikula, Helsinki's Cultural
Director, remarks on the consequences of the
failure of his country's music industry to keep

up with young people’s changing entertainment
preferences: “The biggest challenge in Helsinki

is the lack of teenagers who are interested in

live music. Kids are using their time and money
somewhere else.” In Helsinki's case, Nikula suggests
that the scarcity of all-ages events is a contributing
factor.

Martin Elbourne confronted this issue in the Reverb
Report with a recommendation for the subsidization
of under-age events. He explains that under-age
shows are often not profitable for promoters and
venues because they don't generate alcohol sales.
Therefore, there is less incentive to produce shows

for a younger audience.

The payoff from exposing young people to music
cannot be underestimated, Elbourne says. “Seeing
great bands ... in a great venue helps get youth
excited about live music and makes it more likely

Austin is a university town, making the
average age in Austin (relatively) low.
Those people are more likely to go out

and enjoy music.”

Jennifer Houlihan, Austin Music People, Austin




MTV World Stage, Gothenburg, Photo Credit: Beatrice Tornros

that they will have a lifetime of engagement with
music and potentially the broader industry."””

In response to Elbourne’s report, Adelaide’s
2014-16 Live Music Action Plan contains several
recommendations aimed at supporting audience
development. The recommendations largely focus
on featuring South Australian artists at city events
and festivals. Although it stops short of advocating
the subsidization of all-ages events, the Action Plan
recommends tying the Live Music Strategy into
funding from sponsorship, grants and community

development programs.’®

Music education programs also help to create a
lifelong relationship with music, as described in the

previous chapter.

ACCESS

Audiences need easy access to live music events.
Beyond the availability of a range of events, which
has been addressed previously in this report, music
fans must also have access to information on the
events taking place, and convenient ways to get to
and from them.

Promotion

Andrew Vincent, a musician in Ottawa and author of
Connecting Ottawa Music, points to the absence
of a weekly local publication listing music events as
a major challenge for his city's music community.
Bogoté faces a similar problem, according to Juan
Luis Restrepo of the City's Department of Culture,
Recreation and Sports. "With music, you never
know what is happening,” Restrepo says. “You have
to swim underwater a little to find information from
social networks.” To address this problem, Bogoté's
Arts Institute has developed a website to coordinate

online promotion of live music.
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Music Cities are increasingly utilizing social media
and mobile apps to connect fans with local music.
Cities such as Nashville, Austin and Melbourne
provide free mobile apps for accessing live music-
related information including concert calendars,
venue locations and in some cases, music-friendly
accommodations. In Canada, the province of
Ontario, as part of a Live Music Strategy, has funded
the creation of a live music portal” and app for all
live music events of every genre. These apps are
also promoted by tourism agencies so that music
tourists can plan their visit before leaving home.

Attracting the attention of the world's press is often
identified as key to audience development. In
Gothenburg, Sweden, journalists from around the
world are invited to attend —and report on — larger
events and festivals. Stockholm has leveraged the
Polar Music Prize to gain worldwide media attention
as a leading Music City, according to House of
Songs/Scorpio Music Production’'s Michael Blair.
“The Polar Music Prize ... has grown to become

the most prestigious music award in the world.

In addition to the main ceremony in Stockholm

in June, there will be an event soon in New York
discussing the role of Sweden with international
music successes. These events have attracted
media around the world and focus on Stockholm's

position as a major music city.”

Transportation

The ease of getting to and from venues is also critical
to audience development. This relates directly to

the larger infrastructure and transportation issues
discussed earlier in this report. In places such as
Birmingham, according to Tom Kiehl of UK Music, itis
difficult for the city’s large student population to attend
music events. Getting to the gig at 7 p.m. is easy.
However, buses don't run late enough for concert-

goers to return home when the event wraps up.

The benefits of expanding the availability of
convenient, accessible transportation alternatives is
why Austin Music People lobbied the city in support
of Uber, the fast-growing mobile app-based ride
sharing service, as well as other transportation
networking companies. Knowing that Uber has
come into conflict with traditional taxi services and
existing taxi regulations in many cities, Austin Music
People spoke up to help it gain City Hall's approval.
Live Nation, the world's largest promoter, has a
strategic partnership with Uber to provide fast and
efficient transportation for concert patrons. As
reported in Digital Trends, Uber pick-up and drop-off
zones will be available at participating Live Nation

venues.®°

In Australia, Music Victoria includes safe
transportation in its Best Practice Live Music
Guidelines. The guidelines provide venue owners
and promoters with information about public transit
and taxis, and underlines their responsibility for their

patrons' safety.®!

On alarger scale, easy access by air travel is
important to establishing a Music City as a
destination for touring artists as well as music
tourists. London's Heathrow Airport recently
identified the volume of travel by artists, who
transport 90% of their equipment on regularly
scheduled commercial flights, as an argument for

airport expansion.®?

The airports in Austin, Melbourne and Seattle

are not only transportation hubs, but are also
literally music hubs. In each of these airports,

local musicians perform in front of audiences

of national and international travellers as they

pass through. In Seattle alone, the trial program
generated US$259,000 for the artists from wages,
tips and merchandise. The program’'s success
guaranteed its continuation for another three years.



Seattle’s airport even permitted the opening of an

independent label-run record store.®3

Proximity to Other Markets

Silvia Di Donato, Kitchener's Manager of Arts and
Culture, acknowledges that Kitchener's close
proximity to Toronto, which offers entertainment
options on an international scale, poses a challenge
for her audience development in her city. Forlocal
audiences, those options are easily accessed. The
flip side is that a medium-sized city like Kitchener
offers affordability and a high quality of life to artists
who are starting and expanding their careers,

says Di Donato. The city is taking action to drive

its live music sector and support local audience
development through its "Music Works" strategy,
which supports large scale music festivals and
emerging artist events.

Proximity to other Music Cities can also be helpful,
as it creates the opportunity for a touring circuit.
Helsinki's Nikula Stuba points out that Helsinki

is a three-day detour for touring artists unless
bands stop in Finland on the way to or from Russia.
However, he expects that current geopolitical
events undermining Russia's attractiveness as a
touring destination are likely to have a negative

impact on his city.

CHALLENGE: DEVELOPING AUDIENCE
APPRECIATION FOR LOCAL PERFORMERS

Cities as far afield as Stockholm, Kuala Lumpuir,

Adelaide and Johannesburg cite challenges gaining

L

s

audience support for local artists. It can be hard for
lesser-known, homegrown talent to get attention

in an interconnected, media-saturated world

where global superstars dominate the airwaves.
Stockholm's Michael Blair explains that local
consumers there are “super mega-trend conscious
and show a lack of enthusiasm for unknown acts
and artists.”

South Africa faces a similar problem, according

to Andre Le Roux, Managing Director of SAMRO
Foundation. “The stadiums are for international
artists, and people will pay big money. But for small
venues with South African artists, it's hard to get
people to pay. We need to start building a local

music culture.”

In response to these challenges, SAMRO
Foundation has launched Concerts SA in
partnership with the Norwegian Ministry of Foreign
Affairs. Concerts SA is an innovative initiative that
brings music showcases and workshops to schools
and venues in rural areas, creating opportunities

for artists and building long-term audience
development by focusing on youth. Students in rural
South Africa have typically never even seen music

instruments before, says Le Roux.

Concerts SA also subsidizes 23 venues in three
large cities and smaller centres as part of the
program to develop sustainable performance
spaces, thereby fuelling both audience and artist

development.

1 7 - Jl‘ o
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RECOMMENDATIONGS

1. Live music strategies should include specific goals to expand access to all ages events and facilities.

2. Joint marketing of live music events should be coordinated by music associations, cities or tourism

agencies, to ensure information on the full breadth of available options is available to music fans.

3. Transportation planning must take into account the "night economy” in order to facilitate access both to
and from live music events. The importance of international travel should also be considered when planning

for airports and routes.

4. Artist mobility should be enhanced in order to expose remote or segregated communities to a variety of

music for its social and cultural benefits.

Way out West festival, Gothenburg, Photo Credit: Beatrice Tornros
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— he worldwide growth in tourism
has spawned intensified
competition for tourist dollars.
More and more cities are
leveraging their music scene to

draw visitors and the economic

benefits they bring.

The benefits of music tourism are outlined in
section IV of this report. In summary, the main
benefits are:

e Revenue from concert and festival tickets,
merchandise, hotels, restaurants, and other
spinoffs;

e Job creation —hotels, restaurants, venues and
other places where tourists spend money need
staff to meet the demand; and

e Building a city’'s brand by leveraging its musical

heritage or music scene.

INVENTORY OF
A CITY'S MUSIC
TOURISM ASSETS

The first step in developing a music tourism strategy
is to identify a city's unique music assets. These
may include music heritage, a live music scene and/
or festivals:

Music heritage sites such as Memphis's Graceland
and The Beatles' homes in Liverpool can be major

tourist draws;

e Live music venues can attract large numbers
of visitors throughout the year. Cities with the
most vibrant music scenes, from small local
clubs to huge concerts, get on the radar of
music fans. Helsinki, Finland, for example,

offers about 10 different live music events on

and Why it's Worth Pursuing

any given day, says the city's Cultural Director,
Stuba Nikula. Melbourne, with 370 hotels, bars,
nightclubs and restaurants featuring live music,
is a magnet for music fans;%

e Music festivals such as Bogoté, Colombia's
“Rock al Parque,” Austin, Texas's SXSW, Indio,
California's Coachella, Barcelona's Sonar and
Budapest's Sziget are go-to events for many
thousands of visitors, many from distant

countries.

CHALLENGES TO
DEVELOPING MUS/IC
TOURISM

Measurement

More needs to be done to carve out the impact of
commercial music within tourism data. Commercial
music statistics are typically not distinguished
from the general arts, culture and leisure sectors,
making it difficult to make the case for music
tourism promotion and to develop well-targeted
strategies. Yet, cultural tourists have been found

to stay longer and spend more than other tourists,
making them a lucrative target group.f® In recent
years, the UK has been at the forefront of reporting
the impact of music tourism on its economy. With
this data, the UK has been able to identify gaps
and create opportunities to encourage further
tourism-related economic development. Inthe UK
Music report, “Imagine”, it was estimated that music
heritage alone could be worth more than £4bn if
more cities matched Liverpool's performance.®
Both Melbourne and Austin have also measured
the tourism impact of commmercial music on their
communities and have used this information to
successfully advocate for favourable policy reforms

for live music venues.
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{84}

Authenticity

One of the key challenges with music tourism is
ensuring that commercial promotion of a city's
musical assets does not devalue those assets

by making them appear contrived or inauthentic.
Music scenes are rooted in artists, and much of
their attraction stems from that. Inappropriate

use of music as a promotional tool can erode

that perception. Conversely, successful tourism
strategies build on an authentic product, whether
music or otherwise. Lutz Leichsenring of Berlin's
Clubcommission notes that music is one of the
most important industries in Berlin, in part because
it drives tourism. Yet, until recently there was very
little engagement of the music industry by tourism
agencies. "Tourism marketing people were selling
the music scene without talking to the people
within it Leichsenring says. Recently, however,
representatives from the music industry were invited
to help influence the direction of a film screening
about Berlin's club scene in Sdo Paulo, Brazil. This
resulted in a more authentic product, according to

Leichsenring.

Gentrification

Gentrification is one of the biggest threats to music
tourism. A growing urban population puts pressure
on land use planning, as has been described in
other chapters. In many areas, redevelopment has
led to the closure of iconic venues — even some
world famous ones — that draw tourists. This has

a two-fold negative impact. First, it threatens to
eliminate key differentiators that help a city stand
out. Second, it reduces the spaces available for
performance, impacting the overall level of live

music activity.

MUSIC TOURISM
OPPORTUNITIES

Multi-City Alliances

Some cities have joined together in strategic
partnerships to create opportunities to promote
music tourism. Cologne and Istanbul have had a
longstanding alliance that recently added music to
its mandate. In 2014, the two cities held electronic
music festivals that featured musicians from both
places. A pair of cities steeped in musical heritage,
Memphis and Liverpool, became sister cities in
2004. Since then the cities have mounted co-
curated exhibitions featuring their music icons.

For example, “Elvis and Us" chronicled the impact
of Elvis and The Beatles on contemporary music,
as well as the day the artists metin 1965. The
exhibition ran for three years, until August 2014, and
attracted well over 150,000 visitors.

Branding Initiatives

One of the key opportunities for music tourism

is the development of an authentic music brand
that helps put a city on the tourist map. In Bogota,
the City of Music began as a branding exercise,
notes Juan Luis Restrepo of the city's Department
of Culture, Recreation and Sport. This came

about when the marketing company charged with
identifying Bogoté's story pointed out that Bogoté is

a city of music and culture.

A handful of cities specifically express their music
story through a brand. Memphis's tourism website
proclaims the city as “The Home of Rock n' Roll/
Birthplace of the Blues”; the city is also known



as "Soulsville USA," based on legendary soul
music studio, Stax Records. Music leaders have
initiated branding in Melbourne®” and Toronto®®
with Melbourne Music City and 4479 Toronto

respectively.

Few cities have leveraged their music branding to
draw tourists as effectively as Austin, the self-
proclaimed “Live Music Capital of the World." The
Austin Convention and Visitor's Bureau (ACVB) has
consistently marketed the city's unique cultural
brand for over 20 years, using innovative programs.
As an example, the ACVB Music & Film office
actively markets Austin as a convention destination
based on its live music scene, taking musicians

on the road to land new convention business,
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producing compilations, and programming music

for conventions. The Bureau produces in-depth

information on the city's music scene with branded
radio stations, TV and social media highlighting local
musicians. The city is also well-known among music
fans worldwide for producing some of the world's
largest and best-known music festivals and offers

year-round shows in its 270 live music venues.

Melbourne and Seattle, like Austin, have launched
music branding strategies in their airports where
local musicians perform in front of national and
international visitors. From virtually the moment
visitors step off their plane, music is placed front
and centre before them.
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Left: Jack Daniel's New Year's Eve Basr}on Broadway,
Lady Antebellum performing . |
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Key Elements, Effective Strategies and Why it's Worth Pursuing

1. Together, the music community, city and tourism officials should identify the available music tourism assets
including music heritage sites, live venues and festivals, and initiate policies and programs that support their
continued operation and growth.

2. A Music City brand should be developed with the involvement of tourism experts in conjunction with the
local music community, in order to ensure its authenticity.

3. Music tourism should be defined as a distinct category in tourism impact studies, in order to better identify
music-specific opportunities and challenges.
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Government Policy: Music-Friendly Policies

1. Government departments responsible for liquor licensing, business licensing and other public safety
measures, should work with the music community to identify compliance issues that restrict business growth
in an effort to identify mutually-beneficial solutions.

2. Transportation planning and parking zones should take into account the needs of existing and developing
music business clusters for efficient access. This should include short-term, reserved parking spots for
active loading and unloading.

3. Land use planning should take into account culturally significant sites and zones to protect their ongoing
viability, recognizing that these are often the assets that make neighbourhoods attractive to additional
investment. Developers should be required to take into account these existing sites as part of the planning
process, coordinate their activities with all relevant city departments, and inform future purchasers about the

presence of music venues and clusters.

4. Music communities should explore the viability of historical designation or cultural zone designation to
bring awareness to the value of individual sites and zones.

5. The Agent of Change principle (see page 42) should be explored in areas where there is already a

significant number of live music venues.

Government Policy: Musician-Friendly Policies

6. Conduct a needs assessment of your community of musicians, singers, songwriters and producers in
order to identify policies that can help them succeed along with key challenges and obstacles to pursuing

music as a vocation.

7. Inventory the music professionals and businesses available to support artists in their careers including
managers, agents and labels.

8. Based on these assessments, identify the priority needs and opportunities. These may require financial
support, infrastructure spending, training or programs in other areas.

9. Identify key public and private sector players who can help deliver programs to meet the identified needs
and priorities.



Music Office or Officer

10. Establish a single point of contact — whether an individual or team — for the music industry within City Hall

mandated to:

a. Help the music community navigate relevant city government departments and policies;

b. Lead the city's music strategy or lead the development of a strategy if one does not exist;

c. Liaise with the volunteer music advisory board or commission;

d. Help other city employees, agencies and elected officials understand the issues facing the music
sector; and

e. Mediate between the music community and other community groups in order to resolve conflicts.

11. Music should be recognized as a commercial industry, and therefore the officer should be housed in a

department focused on economic development.

12. Ensure the person hired as a music officer has direct experience in a creative industry, preferably music.

13. Engage the broader music community to continuously promote the importance of the music officer/office

to ensure sustainability and continued funding.

Music Advisory Boards

14. Establish a music advisory board representing a cross-section of the music community and key decision

makers in agencies that have an impact on music (e.g. tourism agencies).

15. Enlist the involvement of music industry representatives with larger networks to facilitate two-way

communication with government.

16. Governments should utilize the music advisory board as a sounding board for legislation, policies and
programs, providing members with ample opportunity to study the issues and engage their networks to
provide feedback and ideas.

Engaging the Broader Music Community

17. Create opportunities for networking, mentoring and education in order to build relationships and trust

within the music community.

18. Seek consensus on common issues that will deliver broad benefits across the sector.

19. Address issues of conflict and competition behind closed doors in order to present a united front; where
consensus cannot be achieved on an issue, do not bring it forward.
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20. When crisis occurs, use the situation to build support for sustainable music advocacy organizations and
sustained engagement.

21. Develop strong relationships with elected officials at all levels of government, and of all political stripes to
help overcome bureaucratic inertia.

Spaces and Places

22. Conduct an inventory of existing rehearsal spaces, recording studios and live music venues, noting their
capacity, primary uses, licensing conditions, cost to access, quality of sound and lighting, and accessibility to

transportation and parking.

23. Based on the inventory, identify gaps in the venue ladder and other music spaces, and identify potential

public and private partners, as well as underutilized buildings that may be repurposed to fill the gaps identified.
24. Clusters, hubs and accelerators in their many forms can make efficient use of resources and expertise,
while establishing an environment where artists are nurtured and respected. Investigate the opportunity for
projects in your community.

Audience Development

25. Live music strategies should include specific goals to expand access to all ages events and facilities.

26. Joint marketing of live music events should be coordinated by music associations, cities or tourism
agencies, to ensure information on the full breadth of available options is available music fans.

27. Transportation planning must take into account the night economy in order facilitate access both to and
from live music events.

28. Artist mobility should be enhanced in order to expose remote or segregated communities to a variety of
music for its social and cultural benefits.

Music Tourism
29. Together, the music community, city and tourism officials should identify the available music tourism
assets including music heritage sites, live venues and festivals, and initiate policies and programs that

support their continued operation and growth.

30. A Music City brand should be developed with the involvement of tourism experts in conjunction with the

local music community, in order to ensure its authenticity.

31. Music tourism should be defined as a distinct category in tourism impact studies, in order to better
identify music-specific opportunities and challenges.
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— here is growing recognition of
music as a transformative power,
not only as a cultural staple, but
also as an economic driver for
cities. The outsized impact of
music on both the lifestyle and

economic fortunes of places
like Austin and Melbourne has become a beacon
for other cities. Artists and businesses in the music
industry, after more than a decade of difficult
adjustment to the digital revolution, are eager to
seize —and share — the opportunities.

Boosting the music economy brings multiple
dividends to communities, from advancing artistic
and cultural growth, to generating substantial
economic impacts from job creation and music
tourism spending, thereby increasing GDP. A
vibrant music economy creates the quality of life
that makes people want to live and work in a Music
City, giving these communities an added edge in

business attraction and retention.

The proven strategies outlined in this report can
help communities of all sizes seize the opportunities
offered by music. To do so, members of the music
community, government and larger business
community should all get involved. Together, they
can develop a plan that builds on existing assets
and overcomes areas of challenge and friction.

Music Cities around the world can also benefit
by working together. During the research for this
report, it became clear that there is a great deal
of interest in sharing best practices. Reports like
this one are intended to facilitate that, as are many
of the music conferences that take place around
the world. Similarly, there is an eagerness among
music community members to share knowledge
and build a dialogue — an aspiration that came to
the forefront during focus groups for the report.
With organization and a willing host, this could be
facilitated on a larger scale.

This spirit of sharing and cooperation, in
combination with well thought out strategies, gives
hope that many more Seattles, Berlins and Bogotas
—Music Cities — will take root all over the world.

{93}



CR

SCTION

| —

=DITS




ABOUT THE
AUTHORS

AMY TERRILL is Vice President Public Affairs

at Music Canada where she is responsible for
government relations, communications and public
relations. Amy has been instrumental in Music
Canada's efforts to unite a broad coalition of
industry members in Ontario in a bid to promote live
performance, music tourism and Toronto as a music
city. She has also led the organization’s research
activities since 2010 which have included the
publication of The Next Big Bang — A New Direction
for Music in Canada, Accelerating Toronto's Music
Industry Growth - Leveraging Best Practices from
Austin Texas, Fertile Ground - Alberta Music Cities
Initiative and Economic Impact Analysis of the
Sound Recording Industry in Canada.

DON HOGARTH is a communications consultant
with more than 20 years of experience in public
relations and print journalism. Don has extensive
consulting experience in the music industry,
including with Music Canada. His work there

has included contributions to several initiatives,
among them copyright reform, the organization's
rebranding, and the 2013 research report, The Next
Big Bang — A New Direction for Music in Canada.

ALEX CLEMENT (Research Assistant) is a graduate
of the University of Toronto's School of Public
Policy and Governance. Alex has worked with Music
Canada on their Music City initiatives and has been
active in Music Canada'’s efforts to promote and
recognize Toronto's potential as a Music City.

ROXANNE FRANCIS (Research Assistant) has
worked in the Arts and Entertainment industry for
most of her career. She is a graduate of the Music
Business Management Program from the University
of Westminster where she focused her studies on

Music and Tourism. A native of Toronto, Roxanne is
passionate about the city and the diverse spectrum
of music it has to offer.

Numerous community and music leaders from
around the world made this report possible through
a generous contribution of their time, ideas, insights
and expertise. Below is a list of those individuals
and their affiliations.

Norman Abdul Halim, KRU Studios, Malaysia

Kate Becker, Director, Office of Film and Music, City of
Seattle

Tsedey Betru, Vice President, Community LIFT, Memphis

Michael Blair, The House of Songs and Scorpio Music

Production, Stockholm

Hannah Brooks, Business Advisor, City of Melbourne

Jennifer Carlat, M.PP, AICP Special Projects Director,

Metro Nashville/Davidson County Planning Department

Bradley Collins, Senior Director Writer/Publisher Relations,

Broadcast Music Inc. (BMI), Nashville

Damian Cunningham, Director, Live Music Office, Sydney

Mark Davyd, Music Venue Trust, United Kingdom

Silvia Di Donato, Manager, Arts and Culture, City of

Kitchener

Gareth Donal Gordon, Bogota Chamber of Commerce,

Bogota

Patrick Donovan, CEO, Music Victoria, Melbourne

Martin Elbourne, UK Music Promoter and Author of Reverb

Report on City of Adelaide

{95}



{96}

Bobby Garza, General Manager, Transmission Events,

Austin

Andrea Goetzke, Cultural Producer, Berlin

David Grice, Managing Director, Musitec, Adelaide

Bill Harvey, co-founder, NY is Music, New York City

Emmanuelle Hébert, Department of Culture, City of

Montreal

Graham Henderson, Music Canada, Toronto

Bart Herbison, Executive Director, Nashville Songwriters

Association International, Nashville

Jennifer Houlihan, Executive Director, Austin Music People,

Austin

lan James, Managing Director, Mushroom Music

Publishing, Melbourne

Till Kniola, Referent fur Popkultur und Filmkultur (Pop and

Film Culture Representative), Culture Department, City of

Cologne

Andre Le Roux, SAMRO Foundation, South Africa

Lutz Leichsenring, Clubcommission, Berlin

Tom Kiehl, Director of Government and Public Affairs, UK

Music, London

Hank Locklin, Senior Advisor of the Music and
Entertainment Industry for the State of Tennessee,
Tennessee Film, Entertainment and Music Commission,

Nashville

Katja Lucker, CEQO, the Musicboard Berlin GmbH, Berlin

Juan Luis Restrepo, Department of Culture, Recreation and

Sport, City of Bogota

Mary MacDonald, Heritage Preservation Services, City of

Toronto

David Melo, Marketing Manager, Invest Bogota

Miranda Mulholland, Musician, Toronto

Chris R. Parham, Nashville Mayor's Office of Economic and

Community Development

Don Pitts, Music Program Manager, City of Austin

David Porter, President/Founder, The Consortium MMT,

Memphis
Dylan Rice, Director of Creative Industries — Music,
Department of Cultural Affairs and Special Events, City of

Chicago

Shain Shapiro, Managing Director, Sound Diplomacy,
London, UK

Fredrik Sandsten, Event Manager Music, Géteborg&Co,
Gothenburg

Butch Spyridon, President and CEQO, Nashville Convention

and Visitors Corporation, Nashville

Nikula Stuba, Cultural Director, City of Helsinki

Mike Tanner, Music Sector Development Officer, City of
Toronto

Andrew Vincent, Musician, Ottawa

Johnnie Walker, Executive Director, Memphis Music

Commission

John Wardle, Director, Live Music Office, Sydney

Marianne Revoy, Conseillere Culture, Cabinet de la Maire

de Paris
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participated in one of two international focus

groups.

Focus Group 1-February 2, 2015

Patrick Donovan, CEQ, Music Victoria, Melbourne
David Grice, Managing Director, Musitec, Adelaide
Juan Luis Restrepo, Department of Culture,
Recreation and Sport, City of Bogota

Butch Spyridon, President and CEQO, Nashville
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John Wardle, Director, Live Music Office, Sydney

Focus Group 2 - February 3, 2015

Silvia Di Donato, Manager, Arts and Culture, City of
Kitchener

Bobby Garza, General Manager, Transmission
Events, Austin

Graham Henderson, President, Music Canada,
Toronto

Jennifer Houlihan, Executive Director, Austin Music
People, Austin

Andre Le Roux, SAMRO Foundation, South Africa
Ignacio Priego, Concerts SA, South Africa

Shain Shapiro, Sound Diplomacy, United Kingdom
Andrea Goetzke, Cultural Producer, Berlin

The focus group sessions were led by consultant
Erik Lockhart of Queen's University in Kingston,

Canada to whom we are grateful for his moderation.

Participants joined both sessions by phone and
online. The focus groups helped verify our initial
findings, identify gaps, and rank the following: the
benefits accrued to cities with music-friendly and
musician-friendly policies; the fundamental building
blocks or assets for a music city; and, the most
effective music strategies.

and Why it's Worth Pursuing

We wish to thank the many people who gave
willingly of their time and ideas in the research for
this report. The enthusiasm with which the focus
groups were approached, in particular, suggests
that there is a great deal of interest in further
exchange of ideas and best practices in Music
Cities around the world.
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Earlier this year, the
Canadian Chamber of
Commerce invited Graham
Henderson, president &
CEO of Music Canada,

to speak to our board
members about the
concept of Music Cities - a
multi-faceted approach

to growing the local music
economy. Music Cities is a
concept that has already
grabbed the attention of a number of communities
and chambers of commerce across the country.

What community doesn’t have an event focused on
music? Or isn't home to local artists and musicians,
and music entrepreneurs? Large and small centres
have jamborees, choral festivals, jazz festivals, blues
festivals and more! Music venues and recording
studios dot the landscape. And artist entrepreneurs
live among us, coming out to play whenever stages are
provided. One only has to look to the recent example
of the Tragically Hip's final tour to get a sense of the
impact, influence and importance that music plays in
our lives and our communities.

When our board was introduced to this concept by
Music Canada and the pivotal role that chambers
could have in creating an opportunity for growth for
their businesses and communities, they were ... well...
all singing from the same songsheet.

We are so pleased that Music Canada has partnered
with us and shared their excellent work in this space
with the chamber network as a tried and tested
economic development tool. It is our hope that you
will be able to take content from this toolkit and use
the ideas within to reach new segments of business
in your community as you reach out to potential
members and partners for the chamber; to create
economic platforms within your community that
strengthen its profile and growth and to bring even
greater value through your chamber as the connector
of people and innovative solutions.

In the end, Music Cities is a concept which everyone
can get behind. After all, who doesn’t like music?

Perrin Beatty, Presidentfand CEO

The Canadian Chamber of Commerce

Cities around the

world are increasingly
recognizing the powerful
punch delivered by
music as a driver of
employment and
economic growth that
further enhance its long-
acknowledged cultural

and social impacts.

Music Canada, a trade
association representing Canada’s major record
labels, is proud to be at the forefront of this global
movement. Following a successful campaign to
place music on the economic development agenda
in Toronto by highlighting the best practices from
Austin, Texas, Music Canada produced the first
international study of municipal music strategies.
Since its publication in 2015, The Mastering of a
Music City has been used to guide the formulation
of new music strategies in communities around the
world, been consulted by leading music industry
and municipal leaders in some of the best known
Music Cities, and been added to curricula at
numerous academic institutions.

At the heart of the research is the idea that

music can play a pivotal role in the economic
development of any community, not just the titans
of the industry like Toronto or Austin. It starts
with leadership.

We are extremely pleased to be able to work
with the Canadian Chamber of Commerce whose
pan-Canadian network makes it an ideal partner
to spread the thinking behind and the benefits
of adopting the Music Cities model for your
community. Music is a universal concept - it goes
beyond words, beyond geographic and political
boundaries and has the potential to create new
circles of influence for the chamber network. |
encourage you to lead the way and help your
community become a Music City.

(e A=

Graham Henderson, President and CEO
Music Canada



INTRODUCTION

Cities around the world are increasingly
recognizing the potential of music as a driver of
employment and economic growth beyond its

long-acknowledged cultural and social benefits.

Music Canada, a trade association representing
Canada’s major record labels, campaigned for
Toronto to leverage music to benefit its economy
based on the strategies deployed in Austin, the
capital of Texas. It pointed out that Austin is much
smaller than Toronto, the hub of Canada’s recording
industry, but that it was using music far more
effectively to generate jobs, taxes and growth. The
campaign secured the engagement of city hall, and
the Mayor of Toronto, John Tory, put music at the
heart of his economic development agenda.

This successful campaign prompted interest from
other cities in Canada and around the world,

looking for a “roadmap” so that they, too, could

tap into the power of music. Music Canada and

its global affiliate, IFPI, published a report in 2015
entitled The Mastering of a Music City. It sets out
simple steps that policymakers worldwide can take

to help develop their music economies.

The report was based on more than 40 interviews
with a wide array of experts in music and
government on all continents, citing examples of
best practices from 25 cities worldwide. The report
also sets out seven key strategies that will help local
authorities, businesses, community groups and the
creative sector capitalize on the potential of music

to build, grow and strengthen their cities.

Music and municipal leaders in communities as
diverse in size and demographics as Gander;
London; Calgary; Vancouver; Columbus, Ohio;
Sydney, Australia; Aarhus, Denmark and Bogota,
Columbia are utilizing The Mastering of the Music

-



City to guide their own local strategy development.

Even Austin, Texas is using the research, among
other things, to guide its latest efforts to support

the music community.

The Music City conversation has also spread to

business improvement associations and chambers
of commerce. These organizations are looking for
ways to play a leadership role in the development

of their own “Music City.”

Building on the experience of Music Canada’s
Executive Vice President, Amy Terrill, both in
chamber management and in her role as a leading
advocate/consultant on Music City development
around the world, this toolkit has been designed by
Music Canada to provide Canadian chambers of
commerce with a roadmap and guide to activate the

power of music in their city.
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WHAT IS A MUSIC CITY?

The term “Music City” is becoming widely used

in cultural communities and has penetrated the
political vernacular in many cities around the world.
Once identified solely with Tennessee’s storied
capital of songwriting and music business, Nashville,
Music City now also describes communities of
various sizes that have a vibrant music economy
that they actively promote. Alliances are being
formed among cities that see value in partnering

to enhance their music success, Music City
accreditations are being discussed and defined and
Music City panels are popping up at conferences

around the globe.

Outside the cultural community, there is growing
recognition among governments and other
stakeholders that Music Cities can deliver
significant economic and employment benefits
beyond the long-acknowledged cultural and social
benefits. Quite suddenly, there is a lot of interest
in becoming a Music City, and how to make

one succeed.

Pemberton Fest 3 High Pez_D?16toCredit Mark-C Aﬂ.'st{n__and Pemberton Music Festival

o

In Canada, cities from Gander to Victoria are
examining ways in which they can adapt the Music
City model for their community. Chambers of
commerce have an opportunity to carve out a

leadership role as this dialogue is emerging.
What are the essential elements of Music Cities?
Artists and musicians
A thriving music scene
Access to spaces and places
« A receptive and engaged audience

«  Record labels and other music-related

businesses

It is also important to have multi-level government
support for music, a broader municipal
infrastructure conducive to the sector and music
education programs. Many other beneficial
elements were identified in the research for Music
Canada’s The Mastering of a Music City report,
including music history and identity. However, the
above-noted components received a higher ranking

by the focus groups conducted for this research.

o)
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EFFECTIVE STRATEGIES

The Mastering of a Music City report identifies [ —
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seven key strategies that are an effective means to

grow and strengthen a city’s music economy:

1. Music and musician-friendly policies, from

licensing and liquor laws, to parking and
planning regulations, to affordable housing and

artist entrepreneur training. ATEG|ES

PURSUING

2. The creation of Music Offices to help musicians \ A |
and music businesses navigate the broad range
of government policies and regulations that

impact music.

3. The formulation of Music Advisory Boards
to engage the broader music community in a
collaborative way and to facilitate dialogue with

municipal governments.

4. Engaging the broader music community to
ensure the people most affected by music

policies are involved and informed.

5. Access to spaces and places, whether public or
privately owned, for artists to practice, record,

and perform at every stage of their career.

6. A focus on audience development, ensuring
there is an engaged and passionate audience
for local musicians as well as international

touring artists, now and into the future.

7. Music tourism or the development of a
Music City brand to leverage a thriving live
music scene, rich music history or large music
festivals in order to reap the significant benefits

associated with music.

Music Cities Toolkit 7



BENEFITS FOR THE COMMUNITY

A vibrant music economy drives value for cities
in several important ways: job creation, economic
growth, tourism development, city brand building
and artistic growth. A strong music community
has also been proven to attract other industrial
investment, along with talented young workers
who put a high value on quality of life, no matter

their profession.

Here are some examples of tangible benefits

derived from a dynamic, thriving music sector:

«  Music tourism is big business in the UK.
According to the U.K. study Wish You Were
Here: Music Tourism’s Contribution to the UK.
Economy, approximately £2.2 billion in direct
and indirect spending was generated by 6.5
million music tourists across the UK. in 2012,
generating the equivalent of 24,251 jobs.’

+  Live music companies in Ontario generated a
total of 10,500 full-time equivalent (FTE) jobs
as a result of their direct activity, the activity
of their suppliers and re-spending of labour
income in the wider economy. The tourism
activity generated by music festivals creates
over 9,500 additional FTEs.2

+  Music can play a powerful role in building a
city’s brand. For a select group of cities, those
with the strongest music scenes or a deep
music heritage, music is a big part of who they

are. Think “Liverpool,” and most people think

“The Beatles.” Think “Memphis,” and music

icons like Elvis and Johnny Cash come to mind.

Austin’s familiar tagline is “Live Music Capital of
the World.” Nashville is, simply, “Music City.”

Music plays a role in attracting and retaining
talent and investment in a city’s broader
economy. The world's top talent is highly
mobile today. For many cities, putting their
best foot forward to attract well-educated and
talented young people is a major challenge in
an environment of intense global competition.

Music can be a big part of recruitment success.

Music is a strong social unifier. It builds
bridges between cultures and languages,
connecting people within a city, a region and

across borders.

1 U.K. Music, Wish You Were Here 2015; Music’s Contribution to the U.K. Economy, June 2015.

2 Music Canada, Live Music Measures Up: An Economic Impact Analysis of Live Music in Ontario, December 2015.
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BENEFITS FOR THE CHAMBER

OF COMMERCE

In Canada, at close to 3% of total GDP, the creative
industries make a larger contribution to GDP than
traditional industries such as agriculture, forestry
and fishing, electricity, gas, water and waste
services, and accommodation and food services.
They employ over 647,000 people across

the country.

In a 2013 report on the province's economy, the
Ontario Chamber of Commerce identified
music as one of Ontario’s three key sources of

competitive advantage.?

The music industry in Canada is made up of tens
of thousands small and micro businesses and

some large businesses. These businesses and
professionals contribute to all aspects of the
creation, performance, promotion and distribution
of music. They include artists and musicians, artist
managers and agents, record labels and publishers,
recording engineers and studios, festival organizers,
venues and promoters, radio stations, music

stores and digital services. Artists are essentially
entrepreneurs, often with very little traditional
business training since much of their professional

development is focused on their musical talents.

As a sector that is traditionally not engaged

with its local chamber of commerce, music
represents a potential growth area for business
support, community economic development and

membership.

This also represents an opportunity for these
entrepreneurs to learn and network from the
“established” business community. Many chambers
run small business training sessions at a low cost for
their members. Given the focus for many musicians

is the music, these courses would be beneficial from

a number of perspectives.

3 Ontario Chamber of Commerce, Emerging Stronger 2013, January 2013.

Music Cities Toolkit
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GETTING STARTED

CONFIRM YOUR MISSION

«  What is it you want to accomplish?

- Do you want to contribute to the economic

success of your community through music?

« Do you want to facilitate the retention and

attraction of music industry professionals?

- Do you want to engage a new sector of your
economy in order to enhance the representation

of your business community?

All of these may be possible, but you must define
what you want to do.

BUILD YOUR NETWORK

Before you begin, you must first identify the key
music stakeholders in your community and other key
allies. A few will be obvious, and, quite likely, already
known to you, while others will not yet be on your

radar. Begin with the known community members

and ask them to connect you to their networks.

Music stakeholders:

« Music festival organizers
+ Music venues

«  Local promoters (who bring shows into venues
that they rent)

«  Recording studios

«  Record labels

«  Artist managers

«  Agencies

+  Musicians and songwriters
« Music and record stores

«  Music educators - post-secondary, private

schools

Allies:

«  Tourism agencies

+ Investment agencies

«  Downtown business organizations
«  Hotel/motel associations

«  Local arts councils

«  Local radio stations - including college radio

TEST THE WATERS

Convene a small group of these stakeholders in
order to discuss the potential program, providing
ideas of the various actions that you would like to
lead and securing buy-in and support. Members of
this initial group could be helpful steering committee
members for a thought leadership event or future

music policy task force members.

Music Cities Toolkit 1



ACTION ITEMS: THE VARIOUS ROLES FOR
THE CHAMBER OF COMMERCE

1. CATALYST Intended Outcomes:

The chamber of commerce is the leading voice 1. Raise awareness about music as a source of
of business in a community, acting to enhance jobs, investment and skills, an important driver
economic prosperity and quality of life. In this of tourism and city branding, and a social unifier

leadership role, the chamb | . o
eadership role, the chamber can act as a catalyst to 2. Connect the music community with the broader

stimulate the “Music City” discussion. . .
business community

The London, Peterborough and Guelph chambers 3. Highlight local music community strengths and
of commerce have assumed this role in their .

. areas of opportunity
communities. The Calgary Chamber of Commerce

hosted an event to launch an Alberta music study 4. ldentify best practices from other communities
in 2014.

Potential partners:

Municipal leaders - opening address by

mayor, key councillors and staff
«  Tourism agencies
Investment agencies

Key music organizations - local venues,
festival organizers, recording studios

«  Artists - speaking and performing roles
Downtown business organizations

Hotel/motel associations

«  Local arts councils

Recommended Action: - Outside municipal, provincial or national

leaders - to share best practices - i.e. a local
Organize a thought leadership event that brings music officer

together key community leaders and organizations
that could play a role in a Music City effort. Leaders
from other Music Cities can be brought in to

provide inspiration or speak to best practices.

Music Cities Toolkit



Photo Cred Sarah Rix (#ayHome 2015 Kendrick Lotl A

Format:

Organize a full-day event that includes keynote
speakers, panel discussion and artist performances.
Ideally, the event leads to conclusions and
recommendations. As an example, the formation of
a music policy task force by the chamber, as detailed

in Action 2, could be one of the recommendations.

Depending on budget and local chamber practices,

it could be a ticketed event or invitation-only.

—

& { “

Sample program:

The Guelph Chamber of Commerce provides the
most recent example of a thought leadership event
organized around the topic of the music economy.
(See next page.)
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#guelph MUSIC CITY AGENDA

Official Registration + Reception
11:30 - 12200 pm

Opening Performance from Alanna Gurr
12:00 pm

Setting the Stage with emcee Hayley Kellett - The Making Box
12:20 pm Kithio Mwanzia - President & CEQ, Guelph Chamber of Commerce

Marie Zimmerman - Executive Director, Hillside Festival
His Worship Mayor Cam Guthrie - Mayor of the City of Guelph

Kathryn McGarry - MPP for Cambridge on behalf of the
Ontario Minister for Tourism, Culture & Sport

Let’s make some noise. o

12:.50 - 1:.20 pm
Keynote Introduction by David Peacock - RTO4

Keynote Music Meets Municipality: Key learning’s from The Mastering of a Music City
1:30 - 2200 pm Graham Henderson - President & CEO, Music Canada

Music tourism and its connection to supporting community vibrancy, artists and businesses is a world-wide trend
that has seen strategies developed at the local level to maximize opportunities. Music, and in particular, the live
music scenes in communities across the province not only provide great entertainment to a legion of fans, but are
an important driver of tourism and economic development.

Intermission Performance from NEFE
2:00 pm

Leadership Panel

2:20 - 3:20 pm Moderator: Rob MclLean - Kazolu
Erin Benjamin - Music Canada Live
Brian Heatherman - Music Ontario
Robert Leader - JAM School

Q&A
3:10 pm

Closing Remarks
3:20 - 3:30 pm

Guelph ¥ . R«u ; A58 GUELPH
—JUEPIL ShDownioan (e,
itige \J CHAMBER

Making a Difference tourism
resnval OF COMMERCE




2. ADVOCATE

The growth of a robust music economy is often
held back by municipal policies and regulations.
Often, as with any public policy, the consequences
of these regulations are unintended. As one of the
most effective advocates in the community, the
chamber of commerce can play a leadership role

in organizing the music community and key allies in
identifying the areas requiring attention in the local

community.

Additionally, advocacy can help to raise awareness
about an emerging opportunity, rather than a
barrier that requires removal. Music tourism is often
overlooked by tourism agencies and yet can be a

significant source of spending in the community.

The Greater Des Moines Partnership, the
economic and cultural development organization
serving central lowa, has a comprehensive view of
economic development in its community, which
includes a strong focus on the music economy.
According to Executive Director Jay Byers, the
music scene “is a key component of the region’s
quality of life and, therefore, an important tool to

attract and retain talented workers.”

The Partnership, which has 22 affiliated chambers
of commerce and 5,800 business members, was an
early supporter of the Des Moines Music Coalition,
which is a “non-profit organization and collaborative
movement committed to building a stronger and
more diverse music community in greater Des
Moines.” In addition, the Partnership supports Des
Moines Music University, the 80/35 Music Festival
and has had a presence at SXSW Music Festival in

Austin, Texas for the past nine years.

4 http://www.desmoinesmc.com/about/

5 SOCAN, Step Ahead, 2015 Financial Report, June 2016.

DID YOU KNOW?

Music tourism and spending on live
music experiences bring big dollars

to local communities.

Live music continues to be a popular

choice of entertainment in Canada:
SOCAN's 2015 financial report

revealed 4.9% gl"OWth in

general and concert revenues to
$39.6 million=

The Ontario Arts Council studied the
impact of arts and culture tourists in
2010, concluding that they stay longer
and spend more than the average
tourist. While the report did not
specifically study music tourism, it did
find that music performances were
the largest tourism driver among all

arts activities.®

Recommended Action:

Convene a music policy task force to examine
municipal policies and regulations that are
hampering the creation, production and
performance of music in your community. This could
be a short-term task force with a specific targeted
end-date, rather than a standing committee.

6  Prepared for Ontario Arts Council by Research Resolutions & Consulting Ltd., Ontario Arts and Culture Tourism Profile, November 2012.
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a. Discovery

Invite members of the music community

to identify policies or regulations that are
hampering their business development—this
would likely begin with a town hall meeting
but could include a survey tool when the

music community members are identified

Host information exchanges with key
municipal staff and the music community,
providing an opportunity for both sides to

understand each other’s objectives

Refine

Determine the top three to five policy
barriers that present a reasonable

opportunity for resolution

Gather specific evidence from the music

community to illustrate the problem

Formulate policy recommendations that
would overcome these barriers while still
meeting the municipal objectives identified

in discovery

e.

Collaborate

Identify potential partners and allies as well
as key music community advocates who can
help articulate the issues

Conduct briefings to ensure everyone

understands the issues and the key messages

Advocate

Request meetings with key elected officials

and staff to move forward this policy agenda
Prepare packages, meet and follow through

Provide music community members with
letter or email templates and encourage
them to send to city councillors and

the mayor

Inform

Communicate activity and achievement
to the chamber membership and the

music community

Music Cities Toolkit
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DID YOU KNOW?

According to Live Music Measures Up, An
Economic Impact Analysis of Live Music in

Ontario, completed for Music Canada by

Nordicity, music tourism is driving substantial

job numbers in the province and represents

an area of enormous growth potential:

The total economic impact of live music
to Ontario's economy was $1.2 billion in
2013. Live music companies in Ontario
were responsible for $484 million in total
expenditure in 2013 and contributed
$432.4 million in taxes to all levels of
government combined. The economic
impact of live music companies included
10,500 full-time equivalent jobs, and
tourism activity accounted for an

additional 9,520.

In 2013, 558 festivals across Ontario sold
a total of 15.7 million tickets, representing
7 million unique visitors. Ontario's 616
venues have a combined capacity of 3.6
million. The 775 promoters operating in
the province in 2013 promoted 81,600
shows, which sold a combined total of 5.4

million tickets.

7

8

Just 11% of those tickets were sold
outside of Ontario, providing optimism

for growth in music tourism results.

There are numerous examples of music's
financial impacts in British Columbia,
including these two diverse examples of a

large and a small festival:

In 2015, the Pemberton Music Festival,
attended by more than 115,000 patrons,
generated more than $56 million in direct

and indirect spending.’

The Shambhala Music Festival in Salmo
attracts 10,000 music fans and 1,000
volunteers, contributing an estimated
$20 million to the West Kootenay region’s
economy.® The festival’s impact has grown
rapidly: 15 years ago it attracted just 500
fans. Each year, the festival's organizers
generously give back to the community,
supporting music education, the
construction of local skateboard parks as
well as food banks, public libraries and

community youth and family centres.

Music Canada, B.C.’s Music Sector: From Adversity to Opportunity, February 2016.

Ibid.






3. OPERATOR

Many city departments have some level of authority
over music businesses. Navigating the broad

range of government policies and regulations that
impact music can pose significant challenges for
music communities. Cities that have established a
single point of contact for the music community,

in the form of a music office or officer, are better
positioned to build their music economy and
develop effective policies. Currently, music officers
exist in several Ontario cities including Toronto,
Hamilton and London. Ottawa has a cultural
officer who has assumed a key role with the

music community.

Chambers of commerce have often filled similar
roles in their communities—the closest comparisons
would be the special event office or the tourism
marketing organization, two municipal functions
that have been outsourced in the past to individual
chambers of commerce. The synergies with a
special event office are so strong that music could
be considered an additional component.

For some chambers, a music officer may offer an

attractive opportunity.

Typical functions of a music office or officer:

a.

Navigating city hall

A music officer serves as the first point of
contact for the music community, providing
important guidance and a single point of
information regarding the necessary steps to
create music events, or secure licences for

music-related businesses.

Educator and advocate

A music officer who understands the issues

and challenges facing the music community can
help to identify red tape and regulatory barriers
that are impeding the growth and development
of the music industry. Through education

and advocacy within city hall with the various
departments that have some authority over
music, the music officer can help to identify
solutions and improvements that will help

minimize these barriers.

Music Cities Toolkit
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C.

Lead development of a music strategy

Many successful Music Cities have a
comprehensive music strategy that has been
developed in conjunction with the music
community and has been endorsed by a
municipal council. The City of Toronto recently
passed a music strategy that was developed
by the Toronto Music Advisory Council and
city staff and was the subject of a broad

public consultation.

Issue management and mediation

A music officer serves as the first point of
contact for stakeholders’ issues and problem-
solving with a focus on industry growth and
development. The music officer should be
available to assist with issues and disputes from
resident associations, BIA's or other stakeholder

groups with music-related concerns.

e. Education/networking programming

and events

The music officer can gather information about
the music community and serve to promote
existing events and facilitate connections. Some
music offices organize live music events in city
hall in order to raise the profile of local artists

and the value of music.

Music officers most often have prior experience in
music or another creative sector that gives them

invaluable sector knowledge.

Recommended action:

Design a proposal for the city that includes
rationale for the office/officer, key functions and a
budget. In a smaller community, this would not be a

full-time position.
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4. TRAINER

As mentioned, the music industry is made up of
tens of thousands of small and micro businesses
across Canada. It is a highly entrepreneurial sector
that has been evolving in a rapidly changing digital
environment that has affected all aspects of the
industry: creation, performance, promotion

and distribution. Artists, in particular, are best
viewed as entrepreneurs, operating their own
small businesses, sometimes with little or no

business training.

Chambers of commerce provide outstanding
support to small businesses in the form of
workshops, training courses, etc. These services
could be extended to the music community,
providing a valuable offering that could be used in

order to broaden the chamber’s membership base.

The Bogotd Chamber of Commerce has prioritized
music and other cultural industries as

a key economic sector and is developing 30
different services to support these industries.
These services include professional development

and training.

Recommended Action:

Advertise any small business training programs
you currently offer to the music community
stakeholders you have identified.

It is also harder than ever to earn a living as an
artist. Live performance income has become
increasingly important, but touring costs are

high. And while labels have tried to protect their
investment in artists and repertoire, revenues

in the industry have been cut in half since 1999,
meaning there is less money to invest in artists.
More than ever before, artist income is made up of
small increments from a greater number of revenue
sources. Understanding where these revenue
sources are, and how to access them, is essential

to building a career as a professional musician. The
chamber can play host to workshops to provide this
information in the community, accessing expertise

from the music community in larger centres.

Recommended Action:

Host a workshop designed specifically for

music entrepreneurs in your community on

how to maximize revenue sources in the digital
environment. Invite speakers from the broader
music community in your province or territory or
partner with your provincial or territorial music

industry association.

Music Cities Toolkit
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5. PROMOTER

Live music events add vibrancy to cities and are an

important source of artist income and development.

Creating opportunities for musicians to perform
need not be the sole responsibility of existing music
venues. Public spaces can be effectively used to
stage live music events and are often underutilized.
The chamber of commerce, given its strong
relationship with the local municipality, is a natural

host for live music events in city parks and squares.

In addition, there are other ways to celebrate
and promote music in a community. Depending
on the presence of a local music history story,
incorporating music history into existing
promotional materials may be an opportunity.
Or, the chamber could use existing promotional
vehicles to help amplify local music events that
are hosted by others. The chamber has a natural
audience in its membership that could be made
better aware of local music activities.

A related example can be found in downtown
Toronto where the Downtown Yonge BIA has
developed a comprehensive music strategy
focused on the past, present and future. Downtown
Yonge's music history is celebrated through a
guided walking tour that is conducted by a local
music writer, and the BIA is also working with the
local historical society to mark former venues

with plaques. In its focus on the present, the BIA
activates local parks and squares in a live event
series that takes place throughout the summer,
providing opportunities for hundreds of artists. And
its future stream is achieved by working with a local
trainer/educator on an incubation project for artist
managers, which, eventually, it hopes to expand

to artists.

Checklist

B Are you planning a community event
that would be enhanced by live music?

Do you hire local artists and musicians

for your events?
Are they paid a fair talent fee?

If you are hiring musicians, have you also

paid your SOCAN fees to compensate

the creators of the musical work (lyrics

and composition)?

If your event is using recorded music, is
the venue properly licensed?

Recommended Actions:

1. Assess the availability of parks or squares for
the activation of music and consider developing
an event series that will increase the vibrancy
of your community and give artists more
opportunities to perform. Costs can be covered
through sponsorship, and one of the music
contacts previously identified can help with
booking the artists and bands.

2. Inventory the music history assets in your
community and identify opportunities for

celebrating or promoting the musical past.

3. Ensure existing promotional vehicles are

capturing live music content that is already

being produced in your community.

Music Cities Toolkit
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CONCLUSION

A developed music economy contributes
significantly to a vibrant, attractive, investment-rich,
talent-heavy community. “Music City” strategies

are now regularly being discussed by associations
focused on economic development, nightlife and
downtown business development as they try to learn
how they can contribute to the growth of their music
economies and how they can leverage music to

deliver on larger community goals.

As leaders in community economic development,
business training and advocacy, chambers of
commerce are poised to assume an effective
leadership role in the support and growth of music

in their communities. As a potentially untapped

-

% i
Park, Gone Countr

industrial sector for chambers of commerce, music
also presents an exciting area of program and

membership growth.

With the rapid growth of this conversation, it will
come to your community. It’s just a matter of time

and whether you are in the lead.

CONTACT:

Amy Terrill, Executive Vice President

Music Canada
aterrill@musiccanada.com




APPENDIX:
TERMINOLOGY

SOCAN: SOCAN licenses music in Canada on

behalf of songwriters and publishers.

Re:Sound: Re:Sound licenses recorded music for
public performance, broadcast and new media
and distributes royalties to rights holders through
its member organizations directly and through

its bilateral agreements with international
collective societies.

Provincial and territorial music industry
associations: These are member-based,
not-for-profit industry associations that tend to
represent a cross-section of the music community
including artists and bands. They provide a variety
of services including information, education,
advocacy and networking. There are 12 in Canada

as follows:

Alberta Music

Association québécoise de I'industrie du
disque, du spectacle et de la video (ADISQ)

Manitoba Music

Music and Film in Motion (Northern Ontario)
Music B.C.

Music New Brunswick

Music Newfoundland and Labrador

Music Nova Scotia

Music Ontario

Music Prince Edward Island

Music Yukon

SaskMusic

“Music in London has become as
much of the economic fabric of our
community as academics, health care
and manufacturing. Long before the
advent of the Budweiser Gardens
(a.k.a. the John Labatt’s Centre)
which now host acts as diverse and
broad-ranging as Cher to Shania,
Sting to Elton John and Billy Joel

to Kid Rock - London was laying
down the roots of a music industry
that today boasts the moniker “The
Festival City of Canada”. With the
earliest offerings of Home County

Music Festival and the multinational,

world famous Sunfest, today we

are blessed with an abundance of
festivals that seem never ending.
Blues Fest, Beer Fest, Rock the Park,
Rib Fest, Jeans and Classics, Spring
Bank Gardens Concert Series and
the list goes on and on filling our
musical entertainment calendars

from early May through the end
of October”.

- Gerry Macartney
Chief Executive Officer

London Chamber of Commerce

Music Cities Toolkit
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Seattle City of Music
A vision for the future of music in Seattle

A committee of music advisors to the City of Seattle assembled this document through a series
of meetings held during 2007. It expresses a vision and development strategy for Seattle’s
music industry and the larger community for the year 2020.

This vision and the following recommendations were developed to capitalize on Seattle’s rich
music history and to propel the city’s existing music industry to the forefront of a rapidly
expanding creative economy throughout North America. In 2008, the music industry in Seattle
directly creates 11,155 jobs, with 2,618 businesses generating an annual $1.2 billion in sales
and $487 million in earnings. The goal of this document is to create action over the next 12
years that enhances the climate for music and that will reward our city with an even stronger
economy and cultural environment.

A Vision Statement for Seattle in the Year 2020

We value music as a dynamic force that enriches the lives of residents, visitors and
listeners around the globe. Seattle will be acknowledged as a distinctive center for
music where a spirit of innovation continually renews a thriving music industry, both
economically and culturally. The talent of our individual musicians of all ages and
musical genres and the engagement of audiences will be the foundation of this city’s
vibrant music culture. Audiences, business leaders, educators and politicians will
enthusiastically support the creative, economic and community value of music.

In creating this vision, a number of topics were identified with broad preliminary
recommendations crossing the private, not-for-profit and government sectors for developing
Seattle as a “City of Music.” These topics have been arranged into three categories reflecting
key aspects essential for fulfilling this vision: City of Musicians, City of Live Music, and City of
Music Business. Components relevant to each category are briefly noted here as a catalyst to
future development.
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Seattle City of Musicians

In 2020 Seattle will provide music learning opportunities at national leadership levels for
recreational, educational and professional development. Musicians around the country will
recognize Seattle as a highly desirable place to live, create and perform.

Components include:

K-12 Education and After School Programs: Music education programs will be provided
by all public schools, as well as through neighborhood community centers and
independent organizations.

Higher Education: Local colleges will lead the nation in music education and performance.

Professional Opportunities for Musicians: A professional development structure will be
established to support musicians who want to make a living-wage career playing music in
Seattle, including teaching and mentorship.

Livability for Musicians: Musicians will have access to health care and will be able to
afford to buy a home and raise a family in the city through a career in music.

Creating Community Among Musicians: Fellow musicians of all genres will support one
another and work together to advance their craft, their professional community and their
role in the city.

The Musician in All of Us: The people of Seattle will value music in everyday life and enjoy
chances to expand personal involvement with music.
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Seattle City of Live Music

In 2020 Seattle residents and visitors will have increased opportunities to experience the power
and pleasure of live performance in a multitude of ways. Seattle will be acknowledged as a
premier site for performers - both local and international. The variety and quality of
performances encourages audiences to encounter music in a multiplicity of settings and styles.

Components include:

Music Festivals for All: Seattle will encourage public celebration through a wide range of
musical events throughout the City’s parks and neighborhoods.

Audience Engagement and Support: Residents of all ages will have a range of
opportunities to learn about, connect with, advocate for and support live music in Seattle.

Facilities for Music: Seattle will be rich with well-managed concert venues of various
sizes, supporting a wide variety of musical performances.

Connecting our Communities with Live Music: Unconventional and publicly owned spaces
will be utilized for live music performances and will encourage music as a means for
community building.

Connecting Tourists with Live Music: Seattle will be regarded worldwide as a destination
for exceptional and diverse live music performances, which will be promoted via visitor
centers and tourism communication.
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Seattle City of Music Business

In 2020 Seattle will have expanded its role as a hub of music innovation, with both commercial
and not-for-profit industry leaders having their homes in this thriving environment. Seattle’s
music business reaches far beyond the City’s physical boundaries: radio and online broadcasts,
recordings, film scores, soundtracks, etc., will be valued exports that are enjoyed locally,
nationally and globally. This role in the economic and cultural prosperity of the City will be
supported by an effective and sustainable local infrastructure.

Components include:

Enhancing Business Development and Retention: The growth of Seattle’s music business
sector is made a priority among city leaders and developers, and will be continually
measured and enhanced through government incentives and support.

Creating Job Opportunities: Initiatives will be developed across the public/private sector
that create and retain music industry-related jobs and aggressively pursue new
opportunities to promote business growth.

Our Technology Sector Assets: Professional networks will exist among Seattle's
information and communication technology sector to ensure music businesses are at the
forefront of new technology economies.

Business Investment and Mentoring: Successful business leaders will recognize and
support the contribution of the music sector through investments in new entrepreneurial
opportunities and music-related not-for-profit programs.

Supporting the Sector: Seattle’s music industry will be valued and supported for its
enhancement to the city's tax base and for fostering economic diversity. Educational and
not-for-profit music will be valued for its important contribution to the continuity of this
industry and for enhancing the quality of life in the community. Such endeavors will
receive sustainable financial support from individuals, foundations, government and
business.
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The Seattle City of Music effort represents the vision of a cross section of music interests and
entities from indie pop to classical and small music labels to major for-profit and not-for-profit
corporations. While this group reflects an extraordinary range of music there is a high level of
agreement regarding vision, needs and strengths of the sector. There is untapped potential to
enhance music as an economic, educational and recreational force in meeting the needs of the
city, and to build Seattle’s role in music nationally and internationally.

The capacity of Seattle’s musicians, music organizations and industries is growing. While this
group recognizes not every aspect of this vision will be realized, there is great interest and
enthusiasm for harnessing this creative momentum in a way that is coordinated for maximum
economic and cultural benefit to all. While there is great optimism there is also awareness of
the challenges. This document outlines the key findings of this process to help inform and
shape a vibrant future for music in Seattle.

Prepared September 2007 by the Seattle Mayor’s Office of Film and Music, James Keblas,
Director. Consulting provided by Claudia Bach, AdvisArts. Based on the work of the Music
Advisory Committee, including:

Leslie Beattie, Amazon

Carri Campbell, Seattle Public Schools
Elena Dubinets, Seattle Symphony

John Gilbreath, Earshot Jazz

Stewart Hallerman, Avast Studios

Shellie Hart, KUBE 93fm

Holly Hinton, Hear Music

Jason Hughes, Sonic Boom Records

Jon Kertzer, Microsoft

Sara Liberty-Laylin, Seattle Public Schools
Ben London, Pacific Northwest Chapter of the
Recording Academy

Tom Mara, KEXP

Andrew McKeag, Musician
David Meinert, Fuzed Music
Jason Milstead, Real Networks
Josh Rosenfeld, Barsuk Records
David Sabee, Seattle Music
Chukundi Salisbury, Seaspot
Michele Scoleri, One Reel
Steven Severin, Neumo’s
Susie Tennant, Town Hall
Shana Weydert, ADA

Adam Zacks, STG/Sasquatch!
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Music Industry’s Economic Impact to Seattle and King County

Direct economic impact of the local music industry

In 2008, the music industry in Seattle directly creates 11,155 jobs, with 2,618 businesses
generating an annual $1.2 billion in sales and $487 million in earnings. It is estimated that the
industry in Seattle generates $90 million annually in state and local sales and B&O taxes.

Within the larger King County economy the music industry directly creates 20,193 jobs, with
$2.2 billion in sales and $840 million in earnings. The industry in King County generates at least
$148 million in tax revenues.

Indirect and induced economic impacts of the local music industry

When the indirect and induced impacts of the industry are considered, the number of jobs
supported in Seattle rises to 22,391, sales are $2.6 billion, and labor income is $972 million.
Considering King County, the impact grows substantially with 38,862 jobs supported, sales of
$4.6 billion, and $1.6 billion in labor income.

Key Findings:

- Exports represent $495 million or 40% of the sales of the industry, bringing in new money
to our regional economy and supporting jobs that would not be here if the music industry
was not present.

- Seattle’s strong technology sector has contributed to the greatest change in the industry
and provides the greatest growth for jobs and wages in the region, including globally
significant companies with a substantial music business such as Real Networks,
Amazon.com, and Microsoft.

- Total economic impacts as measured by sales and labor income, are larger in the current
study than reported in the 2004 study. Sales increased by 17%, labor income rose by 72%,
and earnings per worker rose by 75% to $43,691 annually.
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INTRODUCTION

At the heart of every great town or city is a great night time economy.

The NTE is worth £66 billion to the UK economy. It provides jobs for over 1.3
million people.

But its benefits go far wider.

Cities are among the finest achievements of humankind: they are highly
evolved and complex spaces in which people live, work and play. But take
away one element, and no city is worthy of the name.

The leisure economy is a big part of the reason why people move to cities,
including workers and students.

It is fundamental to the tourist draw of the UK. It is the inspiration and
foundation for much of our creative industries — fashion, music, media and
performance.

It is the driver for supply chains of vital importance to local economies
including food and beverage, transportation, retail and security.

As shopping progressively moves online, it is fundamental to the vitality and
viability of our high streets. Without it, many of our city centre streets would
be lonely and dangerous places at night. Without it, many streets would
enter spirals of decline.

Most importantly, the leisure economy is where, after the stresses of ever
longer working days, we meet, eat, socialise, drink, dance, learn, laugh, fall
in love, celebrate, and behave as we were born to behave, as social animals.

But night time economies are like gardens. They need to be planned and
tended. Otherwise they may grow wild or even decay.

This manifesto lays down some simple messages for the development of
vibrant, sustainable night time economies.

© PHILIP KOLVIN QC 2016



ANIGHT TIME
ECONOMY FORALL

Whether in a major capital city or a small market town, there are key features
of a great night time economy.

First, it attracts every sector of the population, regardless of age, race,
gender, sexuality or physical or mental ability.

Second, it caters for every interest, whether that is eating, drinking, dancing,
music, performance or merely gathering.

Third, it is attractive to all income groups. Nobody should be excluded from
the night time economy on grounds of wealth.

Fourth, it should be accessible, whether by public or private transport, or on
foot, at all hours.

Fifth, it should be safe and amenable, through good signage, lighting, access
and security; for a diverse range of users throughout the day and night.

The principles are easy to state. The goals can only be attained through
partnership, planning and investment.
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THREATS

In recent years, there have been some key trends which threaten our night
time economies.

First, there has been an increasing trend of drinking at home, fuelled by price
differentials between the on- and off-trade.

Second, the ability to purchase leisure services on-line, whether films, sporting
events or gambling services, has increased the relative attractiveness of
home consumption of leisure.

Third, increasing parking charges and reduced night transportation services
are impediments to city centre use at night.

Fourth, increased habitation of city centres, which ought to help the night
time economy, has threatened it. Where dwellings are built near to leisure
premises, whether with planning permission or as a result of permitted
development, local authorities come under pressure to reduce the hours,
impact or even existence of the leisure facilities. Increasingly, leisure premises
are being closed and sold off for housing, so reducing the number of facilities
while increasing the local population wishing to use them.

Fifth, and most important, the key regulatory tool of the night time economy
is licensing, which tends to be a reactive tool, whereas the main tool in the
day time economy is planning, which works proactively. While planning is
about place-making, licensing is about place-keeping. This must be resolved,
for otherwise great night time economies will happen in spite of rather than
because of the work of public authorities.

That is why the purpose of this manifesto is to restate the value of the night
time economy and the principles necessary to foster it.
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VISION

A great night economy is unlikely to happen and will never be sustained by
accident. It must be planned. And to be planned there must be a vision. The
vision must then be translated into action by gathering the power and talents
of all the agents of change — public authorities, investors, leisure operators,
transport providers and residents representing all population sectors and
interests.

The partnerships must have access to all levers of control — planning,
regeneration, licensing and policing, to drive the economy towards the
shared vision.

Manifesto pledge 1:

Every town and city shall have a vision for
its night time economy.
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NIGHT TIME
CHAMPIONS

Every town and city should have a night time champion. In some cities it is
called a night mayor. In others, there is a night time economy commission.
In some, there is just a highly effective individual, be it a mayor, a leader or a
local authority chief executive, who is invested with the power and authority,
or who simply has the leadership and charisma, to bring parties together to
develop the vision and then drive towards it.

Without a champion, action happens in silos, initiatives fall on stony ground,
apathy and frustration set in, and so the seeds of decline are sown. With it,
results can be rapidly achieved, as the city, harnessing all talents, acts as a
magnet for investors, creative operators and new city centre users, and so
great spaces are born.

Manifesto pledge 2:

Every town and city shall have an identified
night time champion.
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PARTNERSHIP

A successful night time economy both serves and protects at least three
groups of people — those who work in it or one of the industries serving it,
those who use it and those who live and work around it. Some people fall
into two or even all of these groups.

The industry is driven by creative and entrepreneurial people, investors and
landowners.

The urban fabric comprising the night time economy is driven by statutory
planning authorities and regeneration agencies.

The industry is regulated by policing, planning, licensing, environmental
health, health and safety and trading standards authorities.

For an economy to be planned in which creativity finds its outlet,
entrepreneurship is rewarded, investment is made worthwhile, users are
stimulated, workers are employed and residents protected, all of these
constituent elements must be brought together in partnership, clustered
around the vision, sharing the goals, finding the balance between vibrancy
and protection.

However visionary the makers, a regulatory system which is geared to
squeezing out growth will cause their vision to fail. However idealistic the
vision, unless it is tethered to realistic economic planning it will remain
unrealised.

Partnership is therefore at the root of a successful night time economy.

Manifesto pledge 3:

Every town and city will bring together a
partnership of planning and regulatory authorities,
operators, entrepreneurs, landowners, residents
and users to drive and realise the vision.
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NIGHT TIME
ECONOMY STRATEGY

Every town and city has a housing strategy, a retail strategy, a regeneration
strategy, even a waste strategy.

Yet, despite the important role and function of the night time economy, few
towns and cities have a leisure economy strategy.

To have a vision is commendable, but without a strategy to attain it, it is a
chimera.

While licensing policies set out the principles by which the leisure economy
is to be regulated, few set out the principles by which it is to be promoted
and developed, let alone protected. For example, what uses are to be
developed in which places, according to what management policies over
which hours?

This must change.

Every good strategy starts with:
e Abaseline assessment of current provision.
® An assessment of needs.

There are many ways of assessing needs. But a starting point may be to
survey not only the population which visits the centre at night, but the
population which doesn’t. Why not? What is the constraint? Diversity, cost,
safety, access, rival centres?

From the assessment, the strategy must then set out the practical steps by
which the vision for the centre is to be attained.

Manifesto pledge 4:

Every town and city will produce a leisure strategy,
to attain the vision for its night time economy.
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PLANNING

The planning system is key to the promotion of sustainable leisure economies.

At a central level, national planning policy must reinforce the cultural and
economic value of the leisure economy.

The local planning framework must:
¢ Translate the leisure strategy into practical planning policy.
e |dentify the zones for development of leisure facilities.
® Promulgate policies to encourage such development.
e |dentify leisure assets of value to the community.

® Protect such assets against loss or threats from incompatible
development.

In recent times, planning policy has encouraged the development of
residential uses in town and city centres. This is a positive trend.

However, leisure uses are now being lost to residential development, and
new residential users are pressurising authorities into preventing new leisure
uses or curtailing the rights of established uses. Planning authorities have a
key role in ensuring that an appropriate balance is maintained between the
development of residential uses, the protection of established leisure uses
and the development of new leisure uses. The success of our towns and cities
depends on the needs of one group not being permitted to predominate
over the needs of another.

In the case of new residential uses, the planning system can assist by effective
spatial planning so that residential uses are not planned next to late night
facilities, by requiring construction measures to minimise nuisance, or by
requiring developers to waive rights to complain of nuisance.

Manifesto pledge 5:

National and local planning policies shall
recognise the value of the night time economy
and be oriented to promote and protect it.
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DESIGN

Urban design is fundamental to the creation of attractive and safe spaces
and buildings for people to visit at night.

This depends not only on set-piece central squares, but attractive places to
dismount, the access routes to the centre, the lighting, the interaction with
vehicular traffic, the signage schemes, the architecture of new developments,
the sense of arrival in the centre, the drama and excitement of the layout and
the treatment of facades.

Even where there is little to spend, much can be achieved by modest
upgrades to the street scene, planting and lighting schemes and signage, to
bring a sense of care and unity to an otherwise neglected centre.

Manifesto pledge 6:

Every town and city centre will be designed,
so far as possible, to enhance the experience
of users of the night time economy.
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VOLUNTARY
MEASURES

Increasingly, the industry has come to recognise that the regulatory system is
a safety net to ensure that operators do not fall below minimum standards.
Minimum standards are necessary but insufficient to create great, safe
customers experiences.

And so, voluntary measures have been developed which define new
standards of excellence in the industry and which create mechanisms to attain
such standards. And other groups and agencies have worked to increase the
standards and protections within the night time economy. These include:

Best Bar None.

Purple Flag.

Pubwatch.

PASS.

Business Improvement Districts, including Night-Time Bids.
Taxi marshalling schemes.

Street pastors.

Approved Contractor scheme for security providers.

Such schemes improve the standards of each operator subscribing to them.
Widespread operation encourages the remainder to raise their standards
through peer and customer pressure.

Manifesto pledge 7:

Night time operators will promote
and support voluntary local schemes raising
standards of operation and protection.
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LICENSING

The licensing regime is designed to further the licensing objectives
(prevention of crime and disorder, prevention of public nuisance, public
safety and the protection of children from harm) through a system of
premises and personal licensing.

Individual decisions are made having regard to local policy and national
guidance.

In general, the licensing system is not managed so as to recognise the value
of the night time economy, or to translate vision or strategy into decision-
making. Where there are policies dealing with the locality, these tend to be
negative (such as cumulative impact policies) rather than positive, recognising
the importance of the area to leisure provision in the centre concerned, or
the importance of particular assets in the life of the community. The concept
of proportionality, whereby the regulatory objectives of the authority are
balanced against the cultural, community, economic or employment value of
the asset or proposal, is often misunderstood or ignored.

In order for licensing to be aligned with the leisure strategy for the centre,
it is essential that licensing policy recognises the value of the night time
economy, states what it supports as well as what it opposes, translates the
leisure strategy into practical licensing proposals including zoning and other
measures, and commits the authority to regulating in the least intrusive
manner so as to promote and not stifle investment in the leisure economy.

Manifesto pledge 8:

National and local licensing policies shall recognise
the value of the night time economy. Local licensing
policies shall aim to promote the vision for the
night time economy, translate the leisure strategy
into policy, and advocate regulation by the least
intrusive measure consistent with promotion of the
licensing objectives.
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REGULATION

The system of regulation, whether through licensing, policing, environmental
health or health and safety, is an indispensable means of protecting the
public through recognising and enforcing against non-compliant practice,
and rooting out the worst operators.

However, over-used, the regulatory system can impose unsustainable costs
on businesses, deter investment and drive out operators. The aim must
always be to recognise and take a light touch with good operators, aim to
improve the management practices of other operators and seek to close or
curtail operations only as a matter of last resort.

Before enforcement action is taken, there should be a documented
partnership process to improve management practices, including formal
action plans and audits of compliance with such plans. Licensing authorities
should make clear that, except where urgent action is necessary, they are
unlikely to take regulatory action except where documented action plans
have failed.

Authorities should also commit to taking measures to improve management
in preference to action to curtail or close operations, unless draconian action
is genuinely needed on the facts of the individual case.

Authorities should recognise that, since leisure facilities admit members
of the public, and particularly where alcohol is sold, there will always be
some crime and disorder, and some level of intoxication. Furthermore, it is
inevitable that there will be some level of disturbance of residents who live
in town and city centres where night time uses occur. These facts are not
by themselves sufficient reasons to review, let alone curtail or close, night
time operations. The litmus test is usually whether venues are managed
appropriately to control such occurrences.
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REGULATION

Examples of poor regulatory practice are reviews, summary reviews or
closures based on:

¢ Single incidents of violence which occur without fault on the part of
management.

e Crime statistics produced without:
~  Analysis of whether the crime occurred.

~ Analysis of whether the crime has been correctly classified,
e.g. GBH or common assault.

~  Analysis of whether the crime occurred at or because of the venue,
or is merely the reported landmark.

~  Analysis of whether the level of crime is excessive having regard to
the hours and days of trade and the average footfall.

~  Analysis of whether the levels of crime are a function of diligent
reporting or bad management.

~  Consideration of whether it is appropriate to base reviews upon
them. For examples, levels of reported theft are rarely if ever a
relevant basis for a licence review.

Regulatory action is often taken on the basis of minor assaults which have
gone unreported or because a minor crime scene has not been preserved.
Practice and police requirements in these regards vary significantly across
the country. Each police force should publish its reporting and crime scene
preservation protocols in partnership with the industry.

Manifesto pledge 9:

Regulatory action should not be taken before
partnership measures have been exhausted,
except in urgent cases. Such action should be
based on transparent, consistent and agreed
evidential standards.
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CHANGING
PERCEPTIONS

The heightened attention placed on regulation in recent years, together with
negative press attention, have conspired to cast the night time economy in
a poor light, deterring many who would otherwise be occasional or even
regular users. This helps to perpetuate a user monoculture which then
perpetuates the same negative image.

Local authorities, land-owners, investors and operators must work together
to change the perceptions of town centres through social marketing and
positive press relations. To begin to lure back those who otherwise avoid
centres at night, partnerships should create positive city centre events such
as late night shopping, night markets, food markets, civic celebrations, light
nights, illuminated park nights, carnivals and fairs.

Manifesto pledge 10:

The public and private sector must work
together to change the perception of town
and city centres so as to build the diversity and
spending of night-time users.
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INTEGRATION

Many who leave their work in town and city centres do not come back in at
night. Some who use centres during the day, e.g. to shop, do not come in
at night at all.

A successful strategy for town and city centres involves a high degree of
integration between leisure and other uses.

For example, there is no reason why services such as shops, medical facilities,
libraries and art galleries cannot operate on one or more nights per week so
as to produce greater synergies with the leisure economy.

The effective abolition of happy hours has meant that fewer people occupy
town and city centres during the crucial “bridging” hours between the end
of office hours and the start of night time hours. But not all happy hours
are undesirable, and permitting leisure facilities to attract workers based
on price will help to create a bridge between day time and night time
businesses, retain a diverse customer base in the centre, and reduce pre-
loading at home.

Manifesto pledge 11:

Town and city centres must aim to integrate
leisure and other uses so as to promote customer
cross-over and create bridges between the

day- and night-time economy.
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TRAINING

UK leisure is the powerhouse of our economy. It lies at the heart of our tourist
draw, the employment of our youth, our creative and cultural industries, the
regeneration of our towns and cities, and our reasons for living there in the
first place.

As such, the lack of a harmonised, unified system for qualifications is an
enduring lacuna, which would not be tolerated in any other regulated
industry. While there are disparate training courses offered by a vast range
of employers and training providers they often lack external validation and
benchmarking, duplicate resources, and leave hospitality workers as mere
workers when they ought to be a respected profession.

Worse, there are no national vocational qualifications for regulators, whether
licensing or police officers, councillors (who are the policy- and decision-
makers), or magistrates.

The development of common standards of training and education in
the industry needs to be a priority, so that all those involved, whether as
employees, licensees or regulators, are working to a common set of
standards.

Manifesto pledge 12:

The industry will participate in a set of
qualifications forming a path of career development
for all those working in, regulating or otherwise
involved in the night time economy.
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To support or comment on the Manifesto

follow #NTEManifesto on Twitter

or visit Cornerstone Barristers on LinkedIn.

PHILIP KOLVIN QC

Philip Kolvin QC is Head of Cornerstone
Barristers and a Patron and past
Chairman of the Institute of Licensing.

He is the editor of a number of books
on the leisure economy, including
Licensed Premises: Law, Practice and
Policy; Sex Licensing; and Gambling for
Local Authorities, Licensing, Planning
and Regeneration.

For more information, email:
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MISSION STATEMENT

Mission

Launched in 2004, the UNESCO Creative Cities Network (UCCN) aims to strengthen
cooperation with and among cities that have recognized creativity as a strategic factor of
sustainable development as regards economic, social, cultural and environmental aspects.

By joining the Network, cities acknowledge their commitment to sharing best practices, developing
partnerships that promote creativity and the cultural industries, strengthening participation in
cultural life and integrating culture in urban development plans.

The UNESCO Creative Cities Network covers seven creative fields: Crafts and Folk Arts, Design,
Film, Gastronomy, Literature, Media Arts, and Music.

Objectives
The UNESCO Creative Cities Network aims to:

e strengthen international cooperation between cities that have recognized creativity as a
strategic factor of their sustainable development;

e stimulate and enhance initiatives led by member cities to make creativity an essential
component of urban development, notably through partnerships involving the public and
private sectors and civil society.

e strengthen the creation, production, distribution and dissemination of cultural activities, goods
and services;

e develop hubs of creativity and innovation and broaden opportunities for creators and
professionals in the cultural sector;

e improve access to and participation in cultural life as well as the enjoyment of cultural goods
and services, notably for marginalized or vulnerable groups and individuals;

o fully integrate culture and creativity into local development strategies and plans.

Areas of action

The objectives of the UNESCO Creative Cities Network are implemented both at the level of the
member cities and at the international level, notably through the following areas of action:

e sharing experiences, knowledge and best practices;

o pilot projects, partnerships and initiatives associating the public and private sectors, and civil
society;

e professional and artistic exchange programmes and networks;
e studies, research and evaluations on the experience of the Creative Cities;
e policies and measures for sustainable urban development;

e communication and awareness raising activities.
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1. Executive Summary

From acapella miners songs in the 1950s to blues music in the 1970s, hip-hop in the
1990s and modern electronic music today, Katowice has always been at the forefront of
developing new music in Poland. With its rich history as a key manufacturing base and its
modern make-up as City of Music, it is time for Katowice to emerge as a national leader
in music making and music business. To do so will fully capitalise on the talent that is
being incubated within its inner and outer borders.

The production of this study and the denomination of Katowice as a UNESCO City of
Music and entrance into UNESCO’s network is the first step of many to professionalise,
develop and ultimately better communicate what has been developing in Katowice for
many years. With its world class music colleges and universities and musical heritage
across blues to hip-hop, metal to a-capella, Katowice has always been a music city. Now,
with this strategy as its guide, Katowice can also be a music business city and capture
market advantage not only in Silesia, but throughout Poland.

Over eight months of extensive research, it was discovered that while Katowice is
exploding at the seams with music, events and festivals, it lacks a number of requirements
that are needed to develop and sustain a healthy music and music business ecology. While
musicianship is high across its educational institutions, very little business skills are being
taught alongside; its festivals and open-air concerts are world class, but it lacks grassroots
music venues; and while there is a significant amount of support available to develop new
content, little is provided strategically to market and export that content.

As stated in the strategy, the purpose of Katowice’s music strategy is sixfold:

1. Identify and map the music ecosystem in Katowice.
2. Refine public sector tools that support music and music making in Katowice.

3. Develop clear strategies to encourage more music business infrastructure in
Katowice.

4. Ensure that Katowice’s local policies are music- and musician-friendly.
5. Create more economically-prosperous artists and businesses in Katowice.
6. Develop the most forward-thinking music business ecosystem in Poland

In doing so, it was found that the formal business skills and ecosystem to support
them did not match the level of talent in Katowice. In addition, the structure of the city -
how it interacts with music makers, business people and creatives - was not fully realised.
Mapping the pathways for musicians and emerging entrepreneurs to settle and prosper
in Katowice lacked specificity. Finally, international networks that can benefit Katowice’s
constituents needed improvement, especially across music industry networks and frame-
works. As a result, 50 recommendations have been posed across a number of themes,
including artist and talent development, governance and international networking to
benefit the work in Katowice.

It is recommended that these recommendations be introduced steadily alongside the
development of the Music HUB, a commitment of the UNESCO designation. We have out-
lined the roles and responsibilities of the Music HUB in reference to the recommendations,
as well as outlined a timeline of actions and a budget framework to carry them forward.

Lastly, and most importantly, is the role of Katowice’s artists and business people in
the study. A comprehensive survey and interview process revealed a number of opinions,



strengths and challenges, all of which are contained in this report. It is them that we must
listen to and act for, across genre, discipline and career stage. This is who the recommen-
dations are for and who they will benefit.

In five years time, Katowice will not only be Poland’s most innovative music city, it
will be a model across Europe and the UNESCO network in how to develop music and
music business simultaneously through civic engagement, activism and collaboration.

The following key recommendations will be referred to throughout the study:

1. Katowice needs more grassroots music venues.

2. Katowice needs a music business education framework.

3. Katowice needs to analyse its festivals in a more supportive manner.

4. Katowice needs a world class music hub, complete with a music governance
structure, monthly meet-ups, training and a program of music business devel-
opment with international content.

5. Katowice needs to provide better access to rehearsal spaces and studios and
support them better.

6. Katowice needs to better promote its music tourism offer.

Katowice needs to promote more industry harmonisation, trust between practi-
tioners and more openness across its communication platforms.

8. Katowice needs to translate its offerings in town more effectively (museums,
festivals, signage).

9. Katowice needs a transparent funding structure and system.

10. Katowice artists need better international contacts and promotion.

11. Katowice needs more international music business.

1.1. Theoretical Framework

Katowice is a modern, post-industrial city in Southwestern Poland with a population of
301,834. It is the capital of Upper Silesia, a region with over 2.2m people. It is the central
hub of a number of smaller cities and towns in Upper Silesia, serviced by three interna-
tional airports, as well as national rail and road links. It is one in an advantageous geo-
graphic location in Europe, sitting in between both Eastern and Western economies, tra-
ditions and history. For many years, Katowice has had a robust, talented music community,
from world-class classical and jazz music education institutions to some of Europe’s most
storied pop and rock festivals. It is a young, educated city, boasting five major national
universities, two of Europe’s most exciting new festivals and a world-class concert hall,
NOSPR. The creative arts sector is developing as well, from video game development to
filmmakers, graphic design and textiles.

In this groundbreaking study, Katowice commissioned Sound Diplomacy to develop
a music map and analysis of the city’s extensive, talented music ecosystem. While it is
a city of emerging creatives, it lacks cohesive, structure to introduce music cities poli-
cies to further galvanise and support its musicians and those working with music across
multiple disciplines. While there are many opportunities for artists to perform, there are
infrastructural and regulatory restrictions to expanding Katowice further into a prosper-
ous music city. These restrictions are affecting the city’s talent, industry development,
festivals and economic growth of its practitioners.

The Mastering of a Music City' is the first report to index a series of agonistic Actions
that any city can explore to develop music- and musician-friendly policies to improve
economic development, city growth, retention of talent, tourism, and branding. They are:

1 http://www.ifpi.org/downloads/The-Mastering-of-a-Music-City.pdf



Music and Musician-friendly Policies

A Music Officer

A Music Advisory Board

Access to Spaces and Places

Engaging the Broader Music Community

Audience Development

N oow oA woN e

Music Tourism?.

This study takes these seven pillars into consideration in its research on the music
community in Katowice. The Mastering of a Music City also noted five essential elements
every city must have to engender music city initiatives. They are:

1. Artists and musicians;

2. A thriving music scene;

3. Access to spaces and places;

4. Areceptive and engaged audience; and

5. Record labels and other music-related businesses.
Furthermore, two factors overarch Sound Diplomacy’s report:

1. Community Cohesion;
2. Policy Understanding and Engagement.

Katowice benefits from having the five essential requirements of a music city in boun-
ties. It boasts internationally-recognised spaces and places and a receptive audience, as
noted through the 1.7m attendees, annually, to its local festivals. However, there are many
avenues through which these variables can be improved - as exemplified through our in-
terviews and surveys with Katowice’s musicians and music professionals - which inform
the actions positioned.

However, Katowice’s strengths are more in presentation of talent than incubation of
talent. Its capital expenditure, from a city level, on music is focused on festivals, rather
than venues, studios or rehearsal spaces. There are very few places musicians and music
businesses can meet to network and very little guidance or mentorship on one’s devel-
opment in music, other than classical or jazz training. As a result, Katowice is famous
in Poland for training some of the country’s most talented musicians across all genres,
however its contribution to the country’s label, management and business ecosystem
is not as significant. Yet, the city is at the crossroads of Poland and in prime position to
incubate and create Poland’s next great record label, tour promoter or festival.

There is a now a need to look at how Katowice is educating its next generation of
musicians and encouraging those interested to pursue music as a career. With world-class
musical understanding, this report maps the strengths of Katowice’s musical ecosystem
while unearthing and explaining the challenges the city faces, and how it can tackle each
of these challenges. This report is genre neutral and agnostic, and is not concerned with
any specific festival, program or initiative. Nor is it meant to deprioritise the value and
importance of the other artforms active in Katowice’s cultural community, all of whom
share experiences with music. However, these Actions are geared towards; music busi-
ness infrastructure, sector mapping and economic impact analysis, tracking and support
provisions geared towards business development, regardless of the path each constituent
and stakeholder wishes to pursue.

2 Ibid.



This landmark study - the first in Poland - attempts to provide tangible, cost-effective

strategies that, when implemented, transform the locality into a more communicative,
friendly and collaborative place for musicians, business owners, politicians and consum-
ers to experience and develop the music ecosystem.

1.2 KeylssuesInclude

A. Make-up of music industry and amount of managers, labels and other industry
professionals, compared to the amount of artists present in Katowice.

B. Music industry education and skills development among musicians.
Industry trust and collaboration experience.

D. Relationship between the public and private sectors in the promotion, dissemi-
nation and support of music and music industries.

E. Emergence of Poland as a primary music market and the role of Katowice in the
national sector.

F. Availability of suitable music venues for emerging artists.
Performance opportunities for local artists at recognised festivals.

H. Networking opportunities for and capabilities of the local music industry.

1.3 UNESCO Bid

In July 2015, Katowice City Council and The City of Gardens Cultural Institution, applied

to be a UNESCO City of Music. This application is founded on the city’s transformation

from a city of heavy industry to a city of creative industries, led by music. As a result, it

became apparent that a research framework was required to understand the music in-
dustry in Katowice: the industry’s history, relationship with the infrastructure of the city

and the general health of the music sector in Katowice. For Katowice to become a City of
Music, it must support music from start to finish; music education, availability and ease of
space such as studios and rehearsal spaces, a robust venue infrastructure, healthy music

industry organisations and a robust, modern music economy and ecosystem.

Katowice was awarded the UNESCO City of Music on 11 December 2015, further val-
idating the importance of music to the municipality.

1.4 Acronyms

Here are a list of the acronyms used in this report:

IKKMO - City of Gardens - Instytucja Kultury Katowice - The City of Gardens Cultural
Institution

NOSPR — Narodowa Orkiestra Symfoniczna Polskiego Radia

IPIUM - Instytucja Promocji i Upowszechniania Muzyki

1.5 Katowice— Census Information

Katowice has an urban population of 301,834. Of this, 192,198 are of working age. It is a

very young city, with 8% of its population under the age of 14 and 35% of its population

under the age of 35. Its GDP, per capita in 2012, shows the average earnings per work-
ing-age citizen was €13,000, showcasing a city with a low cost of living. While Katowice

is a middle-income city in Poland, it has emerged over the last 15 years from a manufac-
turing and heavy industry focus to a more creative industries and soft power focus. It

hosts many of Poland’s most extensive cultural institutions.



1.6 Defining Katowice’s Music Ecology

Katowice is a city built on its musical heritage. From its coal mining history of choirs and

folk songs to the blues explosion of the 1960s and 1970s, rock and metal in the 1980s

and hip-hop and electronic today, Katowice is a city that expels music, from its festivals

to public squares. It boasts some of the largest and most successful festivals in Poland,
from OFF to Rawa and Tauron. It is a young city, with 19% of the population under 29 3,
100,000 students in the city and 180,000 in the province * and a rising GDP, increasing by

3.3% since 2005. It is now a UNESCO City of Music and has led one of the most expansive

music regeneration projects in Europe, regenerating a former coal mine with a state-of-
the-art concert hall, conference centre and festival space. Katowice has an aging popu-
lation, with the percentage of 18-29 year olds declining since 2002, according to official

government statistics. As a result, there is a need to develop increased entrepreneurial,
business-minded cultural policies and initiatives, and with the breadth of music already

evident in Katowice and greater Silesia, this study is very timely.

The cultural sector in Katowice is significant and its music industry is one of the sector
leaders. In 2014 the city contributed up to €45 million in grants for culture. Additionally,
€37,275,000 was directly invested in infrastructure, including the renovations of cultural
spaces. €2 million went to programs run by Camerata Silesia, Ipium Silesia and NOSPR,
and €48,000 was shared between amateur choirs, orchestras & the Philharmonic.

In Katowice’s music survey in 2014, an estimated 6,154 musicians and professionals
currently live and work in Katowice. The majority of them also have secondary employ-
ment, both inside and outside the music sector. Of those employed full-time in the music
sector, 70% in Katowice are supported through public sector grants and programs; includ-
ing cultural organisations, properties owned and operated by Katowice and music-focused
academic institutions.

In addition, Katowice has 24 concert halls, 30 grassroots music venues, 7 local record
labels, 12 recording studios and between 5 and 10 music managers. A total of 27 festivals
dot the city. In total, the Katowice City of Gardens Cultural Institution contributes €3.7m
of support for music-related activities, focused mainly on its festivals and music educa-
tion strands.

As stated in the Katowice’s UNESCO application, “music plays a significant role in
Katowice’s rich history. It is underground and subversive, framed on a long tradition of
amateur choirs and orchestras, skillful, contemporary composers, conductors and mu-
sicians, including Kilar, Gérecki, Knapik, Zimerman, Szalonek and Fitelberg. It is also
home to an active blues music community in the 1980s led by Rawa Blues Festival, a
culture of hip-hop and urban music in the 1990s and electronic and dance in the 2000s.
Itis currently home to some of Poland’s most successful alternative bands including The
Dumplings, Achimira and Coals, as well as two of Poland’s largest contemporary music
festivals, OFF and Tauron”.

Furthermore, “Katowice has some of the oldest, most prestigious music education
institutions; enduring organ, violin, brass and mandolin traditions; and a variety of music
awards and competitions, like the Fitelberg International Competition for Conductors
(World Federation of Music Competitions member since 1982). Katowice boasts interna-
tionally-recognized chamber music ensembles like the Silesian Quartet and orchestras
including Polish National Radio Symphony Orchestra (NOSPR)”.

3 http://stat.gov.pl/spisy-powszechne/nsp-2011/nsp-2011-wyniki/ludnosc-i-gospodarstwa-
domowe-stan-i-struktura-spoleczno-ekonomiczna-czesc-i-ludnosc-nsp-2011,11,1.html
4 http://urbact.eu/katowice



1.7 Polish Context

It is important for Katowice to understand where it sits in the Polish context, as well as the

international context. These are not mutually exclusive. The music ecosystem in Katowice

and Silesia does not operate in a vacuum. Its economic generation is based both on local,
national and international artists performing at its festivals and venues, as well as being

listened to in the headphones of its inhabitants. There can never be a case to separate

internal music industry growth from the externalities that influence it. Externalities being,
but not limited to, usage of mediums for streaming and downloading, to the interconnect-
ed live music infrastructure that supports the mid- to large-scale concerts and festivals in

the region. In Poland, Katowice is smaller than Warsaw and Krakow, the two largest cities

and centres for the collective Polish music industry. Competing with these cities is not

possible nor is it recommended. Katowice offers different strengths, both of which can be

augmented and fashioned to support the greater music ecosystem in Poland. In addition,
Katowice is the 5th largest touring market for international acts in Poland (behind Warsaw,
Krakow, Poznan and Gdansk). It must understand its place within this circuit and how

it can better influence and support an increase in international tours across Poland and

Eastern Europe in general. However, Katowice, like its sister cities in Poland, responds to

the same challenges and industry factors differently.

1.8 International Context

It is evident that there are strengths in certain aspects of Katowice’s music ecology, its

summer festival offering, for example. However, if weaknesses in other industry are-
as are not understood and approached, they have the potential to adversely impact the

aforementioned strengths. The strengths and weaknesses of the international, hybridised

music industry impact those performing and working with music in Katowice, as it does

everywhere else. The knowledge base required for practitioners is growing as revenue

streams diversify and reporting procedures become increasingly complex. As a result,
analysis of Katowice’s music ecosystem is also an analysis of the city’s, and its policies’
place within the global music industry.

1.9 Principles Underpinning This Report

The principles that are listed below form the backbone of the Actions that follow in this

report and are reflected and influenced by the interviews and surveys that were carried
out. Without these simple, integral strategies, it will be difficult to implement any of the

Actions and further develop Katowice as a global leading, modern and vibrant music city.
1. SIMPLE, COHESIVE AND COMMUNICATIVE POLITICAL LEADERSHIP

Katowice’s policymakers and city officials must speak with one united voice in relation to

music and the creative economy, both at home to its citizens and abroad to its partners.

2. DEVELOP AND MAINTAIN TRUST TO FOSTER NEW LASTING
PUBLIC / PRIVATE SECTOR PARTNERSHIPS

The music industry in Katowice, across all its nodes and crevices, must foster a collabo-
rative, friendly and supportive relationship internally, to maximise resources across all
its avenues.

3. SUPPORT THE NEW AND EMERGING

Katowice must ensure it has intensive, structured support infrastructure for its developing
musicians. Grassroots music venues, start-ups as well as entrepreneurs and students will
support the professionals of the future.

4. ANALYSE, AUDIT AND REFINE

All activity in the city should be tracked to recognise and understand its impact on the



local economy, the environment, secondary and tertiary industries. Katowice must place
robust, structured analysis at the heart of all its initiatives.

5. FOSTER AND SUSTAIN PUBLIC / PRIVATE PARTNERSHIPS

The weight of public support in Katowice outweighs and often stifles the private sector
development in music. This must be balanced to support entrepreneurialism over state
support.

6. BRAG AND NAG

The City of Gardens Cultural Institution must communicate the value of its assets locally,
nationally and internationally, while consistently offering its voice to larger issues facing

the Polish music industry. It must be a thought leader in the sector - across its collective
ecosystem.



2. Introduction

2.1 Methodological Framework

The findings in this study have been developed with extensive consultation of Katowice’s
local music community across its ecosystem.

Sound Diplomacy undertook a series of primary and secondary research methods
to collect reliable data. These methods include desk research along with analysing data
provided by The City of Gardens Cultural Institution, this information derived from its
UNESCO City of Music application in 2015. We also studied the financial records of The
City of Gardens Cultural Institution in addition to visiting Katowice five times (August,
September, October, November 2015 and February 2016), attending festivals, film screen-
ings and local venues.

ONLINE SURVEY

The online survey acted as a source of data collection, fundamental to developing a gen-
eral overview of Katowice’s music scene and its challenges. An exhaustive effort was made

to gain responses from the music community. The survey was promoted by The City of
Gardens Cultural Institution and leading music organisations and related industry bodies,
marketed across social media channels and supported by individual email follow-ups.

SURVEY
The survey, in English and Polish, was comprised of 48 questions, specifically suited to
establish the following benchmarks:
¢ Types of music roles fulfilled in the market (artist, label, promoter, etc.)
¢ Longevity of music businesses in Katowice
e Effect of transport accessibility on business activity
«  Employment rates and trends specific to music in Katowice
¢ Funding availability
¢ Costs of conducting business
*  Availability of professional representation (label, booking agent etc)
¢ Legal restrictions to venues
e Festival capacity and attendance

*  Networking opportunities such as conferences, meeting points, etc.

PURPOSE OF SURVEY
The purpose of this study is sixfold:

1. Identify and map the music ecosystem in Katowice.
2. Refine public sector tools that support music and music making in Katowice.

3. Develop clear strategies to encourage more music business infrastructure in
Katowice.

4. Ensure that Katowice’s local policies are music- and musician-friendly.
5. Create more economically-prosperous artists and businesses in Katowice.

6. Develop the most forward-thinking music business ecosystem in Poland.



GENERAL

The survey has been completed by 86 creatives and company leaders of the following

industry sectors:
e Artists
e Labels

¢ Festivals
e Managers
*  PR/Media
¢ Educational and private institutions
Responding businesses, primarily companies of less than 5 people, began operations

as early as 1974, though the vast majority began between 2010 and 2015, reporting a
turnover from 2,000zl into the millions.

2.2. Industry Interview

The authors visited Katowice five times to conduct in-person interviews. The industry
interviews acted as an integral source of context for the analysis of the online survey. The
interviews also helped to inform and contribute to the industry profile, economic snap-
shot, case studies and recommendations. The City of Gardens Cultural Institution helped
to identify a diverse range of artists and industry stakeholders to participate in interviews.
These interviews were conducted in-person and over telephone through September 15
and February 2016. Tamara Kaminska, vice-director of The City of Gardens Cultural
Institution, was present in the interviews. The 13 interviewees were:

e Agnieszka Mtynarczyk, Silesian Philharmonic Orchestra

¢ Andrzej Kalinowski, local promoter and musician

¢ Alan Wykpisz, musician

¢ Irek Dudek, Rawa Blues Festival

¢ Jakub and Iga Fedak, musicians

e Katarzyna Pryc, Kino Teatr Rialto

¢ Krzysztof and Stanislaw Lason, musicians

¢ Eukasz Adamczewski, label

¢ Maciej Garbowski, musician

e Martyna Markowska, JazzArt Festival

¢ Przemystaw Borowiecki, musician

¢  Tomek Szabelski, creative and cultural produce

»  Wojciech Brzoska, musician/poet

Plus 4 Case Studies (see below) with:

¢ Miuosh —artist
¢  Aleksandra Rudzka - IPIUM
e Artur Rojek — OFF FESTIVAL

»  Arkadiusz Zyber —Katofonia (venue)



3. Survey Findings

3.1 Preliminary Findings

STRONG LOCAL SCENE, BUT LACK OF INTERNATIONALITY

Domestic artists, both Katowician and from greater Poland, are being well-represented

by Polish music companies through record releases and live shows. However, the great

support of local artists does not translate to strong international relations and exchanges.
This is detrimental to the export industry, preventing artists and businesses from sus-
tainably establishing themselves outside of Poland. Festivals and booking agents are the

strongest potential for an international industry, as they bring import acts to Katowice

and Poland and develop ties with international business. These connections need to be

transposed for the benefit of Polish artists.

Where are the companies you work with based?

Poland

International
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STRONG LOCAL TALENT, BUT LACK OF PROFESSIONAL SUPPORT

75% of artists perform a steady stream of shows, anywhere between 11-20 and over 50

shows per year, of which 20% are in Katowice. However, only 14% have a professional

representation in the form of a label, agent, or publisher. Despite this, 75% have also re-
leased material. Although, more than half have not done so through an accredited source.
The remaining cite iTunes, DUX, and Polish radio as their chosen platforms. Genres fall

on a wide range, with strong representations in:

e classical
e jazz
¢ Dblues
¢ world music
e rock
e alternative
Rehearsal spaces are grassroot and many artists practice at home or in makeshift ar-
eas. The Academy of Music provides spaces to many, primarily in the form of agreements
between the Academy and its employees and students. Those who hire private facilities
pay up to 450 zt per month.
No solid performance payment figures could be quoted, although international artists
are paid more than local artists in each case; approximately twice as much. Local artists

make anywhere from 400 z to 1,500 zt for a concert, while international make from 1,000
zt to 2,500 z1 per show.



FUNDING AVAILABILITY

Over half of respondents are unaware of any funding availabilities, and of those that are,
less than half mentioned The City of Gardens Cultural Institution grant scheme. Those
that have received grants from The City of Gardens Cultural Institution, which amounted
to less than half of respondents, quoted figures in the thousands (zt), all of which go to
the costs of concerts, workshops, and showcases. One company has been receiving steady
assistance since 2013.

Is there any financial support in Katowice for you?
If so, please specify in “other”.

Yes (please specify)
/ other

I do not know
any funding
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LACK OF PROFESSIONAL MARKETING

Marketing and promotion is a struggling area of industry practice, although local mar-
keting is more common than international.

Local:
¢ Generally kept under 1,000 zt annually

¢ A small amount, less than a quarter, spend upwards of 5,000 zt

¢ Almost half do not spend anything at all

National/International:

¢ Three quarters do not spend anything at all
e Primarily conducted through outsourced contacts or as online marketing

International marketing is the key to boosting exports, but many companies do not
have the available budget for appropriate marketing. There is also a difficulty in target-
ing the target demographic for the slightly niche genres of ambient, techno and house
that are represented, although these barriers are not as prevalent among classical and
popular genres.

LACK OF NETWORKING OPPORTUNITIES
Less than half of our respondents were able to list networking opportunities. In fact, most
‘opportunities’ mentioned have not actually come to fruition. Instead, there is potential
in company co-operation or post-show networking among artists.

There is a lack of communication between the private and public sectors, in regards
to networking, education, or live event opportunities, whether as performer or attendee.

GREAT LARGE MUSIC VENUES FOR CONTEMPORARY AND CLASSICAL MUSIC,
BUT LACK OF SMALL- TO MID-RANGE MUSIC VENUES

Katowice boasts world-class venues such as Spodek and NOSPR, supporting both contem-
porary and classical music, but there is a lack of small- to mid-range venues for emerging
artists. This concern was voiced by many respondents, with one measuring desirable
capacities as 250-400 people.

Venues quoted their biggest restrictions, primarily finance-based, as being:
¢ high security costs
¢ highrent

. the cost of sound



LACK OF NIGHT-TIME TRANSPORT

Daytime transport is of little to no concern. Over half of the survey respondents do not
live in the city center, but 64% still have less than a thirty minute commute, doing so via
car. The lack of public transport in and between outlying districts causes activity to suffer
late at night. A concern voiced by many has been transport problems. Lack of evening
transport prevents potential audience members from surrounding towns from attending
shows. Suburban residents cannot get adequate or reliable return transport from the city,
which takes a toll on the music industry through a lack of attendees to evening shows.

Do you live in the city centre?

Yes

No

70 80 920 100 %

ASSETS AND LIABILITIES

Katowice’s best assets to the music industry, as determined by those directly involved, are
its classical music venues and history. Both the Music Academy and NOSPR saw several
nominations, as well as the city’s jazz and festival scenes.

The most prominent problems cited were lack of international promotions or op-
portunities for international relations, a lack of support for developing or niche artists,
and lack of communication between institutes and students in regards to networking,
performing, or attendance opportunities and education. Other problems mentioned, but
not elaborated on, in the above sections, include:

e Lack of an established, reliable local record label
¢ Noready PA system available, and shortage of venues with a reliable PA system

e Lack of representative artist organization with educational industry tools, such
as a union or musician’s association

¢ Lack of representative figures such as managers and publishers

e Lack of promotion and marketing for artists from the city to build export rela-
tions

3.2 Case Studies

We have completed case studies on 4 different practitioners throughout the process, de-
livered below:

CASE STUDY:
MIUOSH — ARTIST

Mioush is a Polish hip-hop artist based out of Katowice. With two platinum and five
gold-certified records under his belt, he has been performing since 2001 with groups
such as Projector, Perwer Squad, and, more recently, as a solo artist. He runs his own
label, Fandango Records, and helped co-found record/distribution/promotion agency
MaxFloRec.

Fandango Records generates a healthy income, spending approximately half of its
annual turnover on local and national marketing.

Mioush claims that while Katowice is far away from the musical infrastructure of
Warsaw, this distance lends to an increase in grassroots creativity among its citizens.



There is a proud culture of Polish, Czech, German, and Jewish heritage that is incorpo-
rated into the city. Musicians are more concerned with the creativity of their music than

with its profitability. However, he finds a problem in that too many want to be the creators,
the artists, and not enough want to attend to the business side in the form of managers.
Existing managers trust too easily and do not look out for the best interests of their artists,
as creativity is prioritized over business practices.

Mioush says Katowice, and greater Silesia, has a fear of the small-business and in-
dependent sectors, and he finds it difficult to find interns for his company to oversee
Youtube activity or simply build contacts. He claims that, unlike Poznan and Warsaw,
Katowice has been unable to expand with the times. His own management is in Warsaw,
but he offers the example of the existing blues scene as proof that local management is
a much more effective strategy.

As someone who began as a curator of events and gigs in local venues, he seeks a bet-
ter mapping of underground and grassroots locales, a solid music strategy implemented
by the city, and an increased appeal of business roles in the industry. He would like an
advisory board and steady rehearsal/studio spaces to assist artists in testing their skills
in real-life situations

CASE STUDY:
ALEKSANDRA RUDZKA — IPIUM

Aleksandra Rudzka works at Instytucja Promocji i Upowszechniania Muzyki (IPIUM). In
our interview, she detailed her experience in Katowice’s classical music scene, outlining
her own set of recommendations.

As a part of IPIUM, Rudzka helps host classical concerts in Katowice in collaboration
with NOSPR, Radio Katowice, and various museums, all free of cost and amounting to
12-15 chamber concerts per month. They also curate two festivals in the city, August
Talents for young artists, and another for young classical artists, both of which are again
free.These ventures help artists by providing them access to live music, and the program
has spawned the likes of the area’s most important opera tenor.

One of the main concerns outlined by Rudzka is the lack of education and inter-
national connections. IPIUM boasts a clear definition of genre, but with it comes the
clarification of barriers, as the organization seeks a classically-oriented music business
school to continue their role as a classical music incubator. International partnerships
in the educational, private, and commercial sectors would ease the current difficulty in
finding contacts with commercial agencies and press. These partnerships could also be
manifested in trade missions and workshops. On an even smaller scale, there are issues
in focusing solely on Katowice rather than surrounding cities.

Although Katowice is one of the few cities in Poland to subsidize its concerts, most
of the work is by musicians performing other people’s music. There needs to be a focus
on developing young classical composers, but currently IPIUM needs to apply for special
money in order to do so. This would also be abated with a university program or music
business course.

Rudzka also mentions competitions, which are an important investment as they act
as a continuum. Currently, the biggest occurs between the two big symphony orchestras,
both of which are managed. Finally, she calls for free or subsidised rehearsal spaces for
musicians.

These are all ongoing concerns voiced by many others throughout the study, but
it is telling to see that such as prominent organization as IPIUM faces the same issues,
especially in the realms of classical music.



CASE STUDY:
ARTUR ROJEK — OFF FESTIVAL

Artur Rojek began OFF Festival in his hometown of Mystowice after twelve years as the
guitarist and lead singer of the Polish rock outfit Myslovitz. He felt Poland needed a means
of bringing together the domestic and international music scenes on a platform that cel-
ebrated music, rather than a social festival. The first edition, held in August of 2006, saw
an attendance of 11,000. He organised three more, before disputes between the Mystowice
city council and the festival forced him to move to Katowice. There was a challenge in that
Katowice is not a resort or holiday hotspot, but rather a post-industrial town.

He currently books artists himself, and he is heavily reliant on the internet or recom-
mendations in music shops. He also visits Rother festivals. Since 2016 he’s been working
with a three-member staff team, they scour through the lists to narrow down the acts
chosen, usually between 70 and 80. When ogranising OFF, he maliny relies on pre-exist-
ing friends and business partners from his years in the industry.

In Rojek’s opinion, keeping the industry self-contained will limit its growth and lead
to frustration.

He thinks special institutions — export offices should be set up to promote Polish
music abroad. Unlike Adam Mickiewicz Institute, they could focus on music precisely,
instead of entire Polish culture. They should be a key figure of support for artists ex-
panding and exporting. To see how they work, Rojek suggests focusing on Icelandic and
Scandanavian countries.

CASE STUDY:
ARKADIUSZ ZYBER — KATOFONIA (VENUE)

Katofonia is a bar, music venue, and recording studio located in the heart of Katowice.
Boasting shows ranging from jazz to to blues, funk and rock and roll, the venue hosts six
gigs a week, with a jam session every Wednesday.

It cites money as its major barrier to expansion, and wishes it could host more shows.
Currently, the venue operates primarily as a bar, which is its main source of income. On
gig nights, the bar needs to be closed during sound check, which limits its income on
those nights. The venue also faces competition in terms of the amount of venues locally,
as well as the proliferation of free festivals. Due to the lack of ticket purchasers, Katofonia
finds it difficult to pay artist fees. It operates as an NGO in order to receive funding from
the city council, but is a heavy advocate of increasing paid, ticketed events.

The recording studio is a staple of local artist development. From the 400-500 demos
it receives per year, the studio hosts approximately 20 artists, each recording ‘off the floor’
(live). Recording live speeds up the process to a single day for recording and one week for
processing and mixing. Although there are 12 studios in the city, Katofonia’s generates
a profit through its connections with local institutions and its ability to conduct live re-
cordings. It tries to focus on young and emerging bands from the local area who cannot
afford the average 1,000z, including producer and engineer, required to record a song.
They also try to work with 4-5 bands on a cost-free basis, but find it extremely difficult
due to their existing struggles.

Poland’s music industry is very DIY, they claim. There is a sound engineering school
in Warsaw (Fryderyk Chopin University of Music), but of the 10 producers Katofonia know,
only two have had formal education. This is in keeping with other accounts of Poland’s
strong, but unsupported, grassroots music scene.

The venue’s future plans include a festival in the mountains which will welcome
Silesian artists, and organizing a festival-structured competition which will award the



winners equipment (although not studio time). Again, the focus is on young artists with
limited budgets, hoping to expand the Polish music scene from the bottom up.

Following the survey, a number of key challenges were flagged by the majority of survey
respondents. Each is elaborated on and incorporated into the final Actions. They are:

1
2
3.
4

10.

11.
12.
13.

Katowice needs more grassroots music venues.
Katowice needs a music business education framework.
Katowice needs to analyse its festivals in a more supportive manner.

Katowice needs a world class music hub, complete with a music governance
structure, monthly meet-

ups, training and a program of music business development with international
content.

Katowice needs to provide better access to rehearsal spaces and studios and
support them better.

Katowice needs to better promote its music tourism offer.

Katowice needs to promote more industry harmonisation, trust between practi-
tioners and more

openness across its communication platforms.

Katowice needs to translate its offerings in town more effectively (museums,
festivals, signage).

Katowice needs a transparent funding structure and system.
Katowice artists need better international contacts and promotion.

Katowice needs more international music business.



4. Actions

4.1 Final Actions

The final actions, after the survey analysis and interviews, are listed below. They are
separated into infrastructural headings. In total, we have compiled 50 Actions.

In Katowice, as in all of Poland, the role and importance of cultural institutions in
developing and fostering cultural programming is significant. This is increasingly im-
portant in the success and legacy of the UNESCO City of Music tagline. In Katowice, it
is important that The City of Gardens Cultural Institution understands that it is foster-
ing a music ecology, rather than creating or controlling its music economy. It provides
the pathways and opens doors from which private businesses benefit. In order to do so,
the UNESCO City of Music program must redefine the relationship between Katowice’s
public and private music sectors, insomuch as defining and promoting a sea of change
between them. This change consists of increased collaboration, equal focus on the finan-
cial and the cultural sectors, and understanding that each building block of the musical
chain, from education to copyright, performance to promotion, is equally important. It
also accepts that time, failure, experimentation and collaboration create sustainable mu-
sic communities. The programming and coordination to celebrate the UNESCO City of
Music programme cannot be top down or bottom up; it must combine the two, and this
is done most effectively through structured, neutral and politically agnostic strategies,
led through one channel and transmitted to as many stakeholders as possible. Here, it is
The City of Gardens Cultural Institution that must communicate while all of Katowice’s
music practitioners, businesses and enthusiasts must listen. In listening, they not only
participate in the dialogue, but also create and recreate it through increased networking,
skills development focuses and transparent, trackable governance.

These actions are based on this structure. One agency leads through mediation, com-
munication, and structuring, but it does not control. The control and drive lies with the
community’s stakeholders - Katowice’s musicians, festivals, venues, studios and consum-
ers. We must reduce the bureaucracy and barriers to making and promoting music in
Katowice in order to turn the city into a national and global leader with its music ecology.
These actions, implemented incrementally, will begin the dialogue to establish this.

UNESCO City of Music, to Katowice, should not only represent common interests
(goals and a new way forward in the way public and private institutions work together to
develop and support the music ecosystem in Katowice), but should also represent a mind-
set in how Katowice communicates, internally and externally, to its stakeholders. Every
musician, music practitioner and businessperson is a collaborator in this year - and what
happens needs to ensure that support systems are examined, reformed and improved in
the immediate and interim future. What this report initiates will lead Katowice for the
next 10 years.

The Actions are split into three sections, each further divided into several categories,
as per the UNESCO City of Music legacy:

¢ 4.2.Music Hub
» Music HUB Structure
» Location
» Business Plan
» Staffing
» Facilities



» Actions
» Organisational Actions
» Funding & Financing Actions
» Marketing & Communication Actions
» Policy Actions
» International Actions
e 4.3.Policy Actions
» Governance
» Regulations
» Venues
¢ 4.4.Stakeholder Engagement
» Education

» Tourism & Branding

4.2 MusicHUB

Enacting the business plan of the Music HUB - initiating it, developing its charter, regu-
lations and structure - is paramount in the success of implementing the UNESCO City of
Music strategy. This hub needs to serve all of Katowice’s creative communities - music,
art, film and creative technology - and be a national leader in Poland in terms of how a

city and its institutions, support its developing music economy.

The Music HUB needs to be shaped by like-minded partners around the world, in-
cluding the St. David’s Centre in Adelaide, Australia, The Roundhouse in London or
Trempolino in Nantes, France for example, all of which offer support to music and mu-
sic makers while developing a structure that mixes public and private funding, local and
independent governance and structured programming.

The following section outlining the Music HUB is structured as such:

¢ 4.2a Music HUB Structure
¢ 4.2b Music Venue Structure at Music HUB
e 4.2c Actions at the Music HUB

» Organisational

» Policy

» Funding & financing

» Marketing & communication

» International

4.2a Music HUB Structure

The City of Gardens Cultural Institution - as a reformed, new structure combining with
the Krystyna Bochenek Katowice Cultural Centre - should establish the Music HUB within
their new location. It is recommended that it has an initial steering committee that is
comprised of the UNESCO advisory committee, municipal employees and private sector
workers. This board should consist of odd numbers and be split equally between insti-
tutions and private sector.

It is recommended the steering committee/ Unesco advisory committee be:
¢ 50% female and 50% male

*  10% diversity led, if possible



¢ Nomore than 9 people.
¢ Volunteer, with one year terms.

It is best that the The City of Gardens Cultural Institution consults with its stake-
holders and analyzes the Actions on its report to select the staff for the Music HUB.

It is imperative that as many genres as possible are represented on the Unesco board/
steering committee. It will be stated in the charter that the roles and requirements of the
Music HUB are genre neutral, but the needs of each genre in Katowice is different, as sur-
vey respondents commented. These varying needs must be identified in the Music HUB.
It is also imperative that those who have held significant positions in the past are not
prioritised over more youthful alternatives; this organisation is new, and its views must
represent the breadth of Katowice’s music community, not just those that have interacted
with funding programs in the past.

The initial structure of the Music HUB must ensure that it does not compete with
any other cultural institutions and as such, audits and is aware of all other cultural pro-
gramming and practice in Katowice. The Music HUB should offer a neutral platform for
institutions and the private sector to meet and forge new alliances.

In addition to the structure, all music-related support for businesses and artists in
Katowice should be funnelled through this new organisation. This will allow not only
for the greatest accumulation of funds by removing operational costs of multiple organ-
isations, but will also provide efficiency in funding applications from qualifying bodies.
Key activities in the legitimisation of a sustainable funding body include setting up a
standardised approval and denial process, a neutral jury, with a strict timeline, for all
applications for funding, and ensuring procedures are adhered to.

LOCATION
It is recommended that the Music HUB be housed in upwards of 3000 square feet of office
space, to accommodate the following:

¢ Record Studio

e DJBooth (s)

»  Networking Areas / Breakout Space

e Meeting Space / Small Venue

e Cafe and Bar

¢ Rehearsal Rooms

¢  Editing Suite

¢ Hot Desks - Co-working space

The design of the building should be made public to the Katowice music commu-

nity for at least 90 days, ensuring that those who wish to comment on what the Music
HUB will contain are consulted in advance. This can be coordinated through a page on
Katowice’s UNESCO website or an online survey. It is integral that the creation and im-
plementation of the Music HUB not be perceived as a ‘top-down’ affair; it must include

musicians and the music community from the onset as proof that the UNESCO City of
Music accolade was won to further stakeholder engagement.

BUSINESS PLAN

The first piece of work that the Music HUB should publish is a 5-year strategic plan, which
will form the extension of this outline presented as part of the Actions in this report. This
business plan will take the initial outline and expand on it, to cost and strategize the
implementation of the Music HUB. The following sections must be included in the plan.



1. CHARTER

a. This will govern the manner in which the Music HUB will operate. It will dic-
tate board practices and voting rights, legal and accountancy framework and
core responsibilities. Once completed, this document will be a market leader
in Poland and could be licensed to other cities, for the creation of other local
Music HUBs.

b. Competition Assessment: It is imperative that the board and its initial execu-
tive director complete a competition assessment, to ensure that the objectives
and roles of the Music HUB do not entrench on any pre-existing businesses in
Katowice - and any potential competitive nature be investigated and commu-
nicated. A simple list of stakeholders and assets, along with a communication
strategy and meeting structure can ensure this is managed effectively and
efficiently.

c. The Music Hub will be open to everyone and the general space will be free of
charge. There will be grant schemes for emerging artists to use the studio, and
online booking/application systems for the rehearsal spaces, equipment hire
and the venue hire.

2. TIMELINE

a. The Music HUB will be run by team members of the “City of Gardens/The City
of Gardens Cultural Institution & the Katowice Cultural Institution” plus an
external music advisor. The Music HUB will need a Music Hub coordinator,
temporary project managers with different backgrounds and expertises and
one external music advisor. Communication and Marketing, accounting for
the Music Hub will be executed by the City of Gardens internal staff.

b. Furthermore, a timeline of construction and outfitting, including an ecolog-
ical assessment to ensure that the activities of the Music HUB are as carbon
neutral as possible. The network to manage these activities can be sourced
simply and effectively.

3. BUDGET

a. Itis advisable that a budget of €100,000 be made available to develop the ini-
tial outfitting and structure of the Music HUB. Simultaneously, the Music Hub
coordinator, with assistance from consultants and accountants, develops:

al. Fundraising Strategy
a2.5-Year Budget
a3. Summary of Outgoings and Incomings

4. PARTNERSHIPS

a. A significant amount of the required materials for the Music HUB can be
sourced through sponsorship and donations, including studio equipment,
instruments, computer equipment and furniture. It is recommended that local
government and its partners explore this.

5. COMMUNICATIONS AND MARKETING STRATEGY

a. Itisimportant that the Music HUB have its own voice. For this, a brand man-
ual, social media strategy and marketing / communication strategy is required,
all in Polish and English (representing the international aspirations of the
Music HUB).

b. Itis encouraged that The City of Gardens Cultural Institution rely on their
UNESCO City of Music network to assist in disseminating such information
internationally. Internal communication can be debuted at a Katowice ‘Town
Hall Meeting’.



STAFFING

It is recommended that the Music HUB develops the following roles:

1. MusIC HUB COORDINATOR — a neutral, but experienced individual who has
local connections as well as experience across Poland and internationally.

Tasks include:
e Implementation of projects
* Programing
* Overseeing budgets
* Coordination of systems and Music Hub services
« Communication coordination
2. TEMPORARY PROJECT MANAGERS & ARTIST COUNSELLING
Tasks include:
* Managing several different projects and services
* Organisation of events
* Artist counselling
e Music Sector Mapping
3. EXTERNAL ‘MUSIC ADVISOR’, BASED AT THE MUSIC HUB
Tasks include:
e Managing industry relations, through the Music HUB.
* Networking events

» Implementing policy actions together with The City of Gardens Cultural
Institution

e Capacity building
¢ Guide development
« Liaising with ZAIKS and the other institutions

* Member of the Unesco Programing Board and responsible for renewing
yearly

» Development of Charter of Best Practices
* International Relations

Katowice has many active, engaged and informed cultural institutions, each deal-
ing in a multitude of artforms, including fine art, theatre and dance. However, in the
realm of popular music, often a disconnect emerges when comparing tactics against
these other artforms, as developing one’s music business requires different skills than
what is often demonstrated. As such, it is recommended that a ‘Music Advisor’ post be
created, or augmented, at The City of Gardens Cultural Institution, which will focus
the music practitioners to one person responsible for developing and establishing
the UNESCO music board and associative policies, as well as forming a dialogue be-
tween Katowice’s music community and its administration. The Music Advisor will
have a seat on Katowice’s UNESCO music advisory board, but be independent of it.
In saying this, the role is not necessarily filled by a municipal government employee,
but does involve working very closely with the local governments as well as private
institutions in the area. This person must work in a genre-neutral capacity, focused
on business development, rather than cultural programming. Cultural programming
is best left to a the Music Hub coordinator. The Music Advisor will be responsible for
all industry engagement, as itemised in the Actions below.



4.2b Music Venue Structure

STAFF STRUCTURE

As a branch of the Music HUB, it is at the discretion of the offices whether management
should be sourced from existing Music HUB staff or outsourced as a separate entity. All
operational decisions should stem from the office regardless.

ADMINISTRATIVE STAFF

1. VENUE MANAGER / BOOKING
Roles include:
« Implementation of policies and strategies
» Reporting venue performance in terms of attendance and revenue.
* Booking bands and run events at the venue.
* Overseeing the venue calendar, communicating updates to the web staff.

2. ACCOUNT MANAGER WITHIN THE CITY OF GARDENS
CULTURAL INSTITUTION

Roles include:
¢ Maintaining budgets
» Keeping accounts books on costs/profits
* Reporting margins to administrative staff/Music Hub
» Checking nightly income reports
 Filing end-of-year tax statements

3. FREELANCERS
Roles include:

» Web maintenance - creates/maintains venue’s online platform with coher-
ent calendar, booking system, contact page, and updated links

4. PR & MARKETING TEAM
Roles include:

* Acting as public representative of the venue at community and industry
events such as panels and Music HUB meetings

» Liaising with the web team to streamline physical and digital campaigns as
well as manage social media accounts

GENERAL STAFF

1. DOOR STAFF
» Operating on zero-hour contracts
2. PRODUCTION CREW (FREELANCE)

* Including stage manager, lighting technician, and sound engineer familiar
and efficient with the building’s equipment.

3. BAR STAFF (IF APPLICABLE)
» Part-time basis during the evening
4. SECURITY
* Onthe evening on a zero-hour contract basis
* Includes door staff, backstage security and in-crowd authorities

» (Can consist of volunteers (see below).



5. ARTIST LIAISON

« Securing the artist’s rider, if applicable, and providing on-evening assis-
tance

e Could be an opportunity for work placement, as detailed in later sections.
6. MAINTENANCE

« Engineers/plumbers/etc fixing any technical problems with the sound or
lighting boards or physical structural damage.

7. VOLUNTEERS
» Optional additional staff on event evenings to assist in increased business
activity.

e Opportunity to collaborate with local universities to provide students with
hands-on live industry experience, even if as crew members, or encourage
community involvement from a creational rather than consumer approach.

LICENSING
It is imperative that Music HUB ensures the venue has obtained all operational licenses
to coincide with local regulations. The following are standard considerations:

»  Performance/recorded music license (UK equivalent PRS/PPL)

e Liquor license:

» Recommended as an additional source of revenue and experience
enhancement.

» Fees range from 525 PLN annually for a standard beer license
(below 4.5% or between 4.5%-18%, each) or 2,100 PLN annually for a liquor
license (above 18%).

» Taxes can be charged if sales reach above a certain threshold through
alcohol sales, with 1.4% of sales above 37,500 PLN being the threshold for
lower-level licenses, and 2.7% of sales above 77,000 PLN the threshold for
a liquor license.’

. Noise restraints:

» Liaise with local authorities as well as neighbors to meet noise regulations,
such as ceasing noise after certain hours and soundproofing the venue as
much as possible.

» Noise complaints are the most common cause of venue closure.

» Noise restrictions are overseen by the Silesian Marshal Office (Urzad
Marszatkowski Wojewodztwa Sla}skiego)

e Agerestrictions:

» In order to maximise attendance and community involvement, as well as
keep with Music HUB goals of youth engagement, the venue needs to be
accessible by all ages and family-friendly.

¢ Occupancy capacity: in keeping with fire safety and health safety standards.

LAYOUT AND DESIGN OF MUSIC VENUE

The music venue should have the following areas:

e« Lobby

5 https://www.sekap.pl/katalog.seam?id=561&actionMethod=katalog.xhtm|%
3ApeupAgent.selectParent&cid=20665



Cloakroom

Stage

Floor/seating area

Green room

Rehearsal room

On-site offices

Restrooms

Bar

Backstage loading dock for venue stock and performance equipment

Parking (recommended to accommodate 35% of venue capacity)

The venue must have its own equipment and provide a top-of-the-line standard back-
line, although should allow artists to bring their own equipment if unique and vital to
the performance. Rehearsal space should also be provided for acts, bookable for a low,
affordable fee or provided free of charge, and should be filled with basic equipment such
as amps, leads, microphones, music stands, and a piano and drum set.

Disabled access is vital to the venue, as it certifies the building is accessible to all au-
dience members. Disabled access includes parking, ramps, elevators (if applicable), and
disabled restrooms and seating areas.

MARKETING

Should stem from and be agreed upon with the Music HUB.

Includes online, on-site (such as the venue marquee and posters) and around
town (working with the music tourism office).

Event campaigns should commence no more than one month in advance, and
no less than two weeks in advance. General venue campaigns should last no
longer than six months before a new campaign is launched.

ONLINE

User-friendly, updated, and streamlined between platforms.
Booking systems should work with universal platforms such as Paypal,
or a custom-designed, but simple interface

Should provide e-receipts and confirmation emails, as well as keep purchaser’s
details on file to automatically send updates on event changes

Event calendar for a one-stop list of performances for the public to browse and
choose from, divided by month and filled at least a month-3 months in advance.
Each event’s profile should lead directly to the ticketing portal.

Enquiries and contact page for public feedback and community engagement.

FINANCES/ACCOUNTS/FUNDING

Overseen by the accounts manager and Music HUB board.

Annual budget projection and a bi-annual account audit, with a quarterly per-
formance review in terms of income and attendance.

Ticket fee standards, or the money received by the venue as a service fee,
should be decided by Music HUB. There are several options:

» Small door price & percentage of sales
» Percentage of sales
» Larger door price



¢ Refund policy in the case of cancellations, both on behalf of the venue and the
ticket holder. Elements of such a policy are refund deadlines (for example, full
refund if a thirty-day notice is given, etc.) and process time (meaning the time
between refund confirmation and refund provision).

¢ Itis worth providing ‘ticket insurance’ to ticketholders at a small excess fee at
the time of purchase.

SYSTEMS OF OPERATION
¢ Communicate with nearby venues to coordinate programming so no two
venues are marketing towards the same genre on any given night. This lessens
competition and allows audiences to attend more events if desired.

¢ End-of-term performance venue for institutions such as the Academy of Music,
thus cementing a relationship and promotion of the educational sector in the
music industry.

WORK PLACEMENTS

Collaboration with local universities to offer work placement/apprenticeships for its stu-
dents, either in the administrative offices or among the production team.

It is at the discretion of the Music HUB to determine a payment plan for such, if any,
and the duration of the placements, although three months is a minimum recommenda-
tion, with one year being the maximum period.

4.3 Actions of the Music HUB

ORGANISATIONAL ACTIONS WITH THE MUSIC HUB

Action 1 Develop a ‘Welcome to the Music Business’ guide for musicians

According to the respondents, the breadth of talent in Katowice is extensive, but the

business skills of its musicians needs improvement. Not all musicians wish to undertake

formal education. Therefore, the Music HUB should design, write and make available a

‘Music Business Toolkit’ for all musicians, outlining basic and important information all

artists must be aware of to develop their careers. Such a guide would outline all funding

programs and support, as well as provide a list of venues, studios, workshops, and per-
formance opportunities available in the city for aspiring musicians. It would include the

contact information of relative businesses for musicians to build their networks. Such a

guide would further their understanding of opportunities available to them and build a

strong foundation of self-education through the provision of a coherent summary of fun-
damental knowledge. This information should be made available online and be updated

constantly. It is imperative that musicians are presented with an introductory industry

guide relating to the local and connective infrastructure in the surrounding area.

Action 2 Be the contact point for all inquiries regarding music
(like brak in Bergen or Rockcity in Hamburg)
e Artist counseling during half a weekday - fixed appointments
¢ Questions about the music industry
¢ Questions about funding
e Help facilitating rehearsal spaces
¢ Questions about events at the Music HUB and Katowice
*  Questions about international festivals, contacts etc,

e Staff within the Music HUB that has a broader knowledge of the music business
and local area

RESPONSIBILITY: TEMPORARY PROJECT MANAGER WITHIN THE MUSIC HUB



Action 3 Develop a workshop series, featuring industry professionals,
for training purposes, and establish ‘Katowice Music Business
Mixers’ and ‘Meetups’.

One of the most challenging issues to overcome in Katowice is the relationship between
its music practitioners. As a result, the Music HUB should establish monthly meetups
to discuss local affairs, network and built trust. The meetings should be free, open to
the public and relaxed, featuring a talk from a local, national or international industry
leader. It is imperative that the Head of Music takes part in these meetings and introduces
businesspeople to each other, to best maximise networking.

In addition to bringing in national and international buyers to Katowice’s music fes-
tivals, this workshop series on a number of integral music industry topics will continue
to develop trust and network sharing.

Action 4 Develop a “Katowice Music Mentorship Network’ of experts
that donate 1-2 hours a month to work with local musicians.

An obstacle that needs to be overcome in order to develop a prosperous, locally-focused
and supportive music sector is ensuring that trust is backed up with partners working
together. There has been success in markets in Canada and the United States where pro-
grams are developed to set up mentorship structures, either in person or online, between
experienced industry representatives and developing musicians and businesspeople. This
could be done by enticing those already funded by the city, or offering small representa-
tion allowances to businesses to participate. A mentorship strategy, spearheaded by the
Music Hub, will directly address a number of the challenges our survey respondents ex-
pressed.

Action 5 Provide training and guides on how to utilise data
and analytics in the music industry to all musicians.

Analytics and data are the future of music industry revenue and transparency. It is impor-
tant that Katowice promotes fair trade and fair payment for artists. In doing so, educating

music professionals on analytics and data technology through guides, short courses, guest

speakers or features in other programming will help the next generation of music entre-
preneurs. This could be done during a one-day workshop or digital summit at the Music

HUB and be accessible online or in physical formats. Workshops could cover topics such

as monetising streaming on platforms such as Spotify or YouTube, distribution through

online/global stores such as iTunes and Amazon, and how to translate collected data on

sales and consumption trends into an effective strategy.

RESPONSIBILITY: EXTERNAL CONSULTANCIES

Action 6 Employ local musicians to teach primary school students
on a part-time basis at the Music Hub

One of the challenges voiced by a number of local musicians in the survey was the dearth
of local opportunity to develop new relationships alongside earning capital to progress
their careers. A pioneering program in the United States, Youth on Record, employs lo-
cal musicians to teach music and music business to youth. This could be adapted for
Katowice, where local musicians can be deployed, through a policy-led initiative, to teach
the new generation of youth music. The musicians can earn extra money, while also
contributing to the local community and the music ecosystem.

This could be done on a freelance basis with 2-3 hours per week per artists at the
Music Hub.



FUNDING & FINANCING ACTIONS WITHIN THE MUSIC HUB

Action7 Have a transparent standardised application process and
funding scheme within the organisations in Katowice
with a yearly rotating jury.

As mentioned above, Katowice needs transparent funding schemes and institutions. The
City Council can provide funds to projects at the Music Hub and The City of Gardens
Cultural Institution will expand their funding schemes. Both need standardised approval
and denial process, with a strict timeline, for all applications for funding, and to ensure
procedures are adhered to. Both need neutral juries that decide about the applications.
Those jurors have to change every year and should consist of different experts in genres.
A sub-group of the Unesco advisory board could for example be the jury .

There are several different ways of funding. Research within other countries has prov-
en that matching funds and micro-financing programs are the best ways to support the
industry by keeping them engaged.

ARTIST FUNDING:

¢ Tour and showcase support - national and international - 50% funding and
max of 2000 zt per person in the band

»  Album support - 40% of the total costs can be funded / 60 % should come from
the artist / label - max of 60,000 zt funding

¢ Marketing support - national and international marketing campaigns, match-
ing up to 50% of expenses incurred

FESTIVALS:

¢ Support festivals of all genres of music especially those that include and sup-
port Katowice based up and coming artists and music professionals.

¢ The funded projects should have a positive impact on the music business and
the music scene overall.

INFRASTRUCTURE:
e (Call for concepts - funding for projects that support the music scene in Katow-
ice - 5000-10000 71 per project

Action 8 Introduce a label micro-financing program (2000-4000 z})
for artists to set up labels or release their own material.

Business development in Katowice relies not only on having the space and time to create,
but also on the financing. Working with private financiers (banks, for example), Katowice
could establish a micro financing structure for musicians and music businesses, up to
4000 7z, to start a new business.

Action 9 Commission research to look at establishing
a grassrootsvenues fund.

Similarly to the new entrepreneurs / microfinance support, another structure could be im-
plemented to encourage venues to apply for new equipment and technologies to enhance

their sound, or organise courses to train sound people and light technicians. Funding

could be collected from government allocation, stakeholders investment, or public fund-
ing such as donations.

RESPONSIBILITY: COORDINATOR OF THE MUSIC HUB



Action 10 Publish all successful applicants and how much they have
received in public funding on a website (like FACTOR).

Ensure that public information is communicated to applicants before it is made public, to
build consensus. This information will act as a series of case studies for potential future
applicants as well as research institutions, with transparency acting as the greatest asset
for accuracy.

Action 11 For those that receive funding, it is mandatory they attend
networking events.

One manner in which capacity-building can be developed to encourage and foster trust

and support within the community is to bring together recipients of support to network,
to learn from each other and develop relationships. In the United Kingdom, for example,
certain funds require recipients to attend networking and reporting sessions as part of
their allocations, and this often fosters a more sustainable, closer relationship with the

funder, the structures in place and the city as a whole. It is recommended that those who

receive funding from Katowice’s public support structures - in whatever capacity - par-
ticipate in industry meetups and networking sessions.

MARKETING & COMMUNICATION ACTIONS WITHIN THE MUSIC HUB

Action 12 Develop a high quality website that communicates the stake-
holders in Katowice and their value to international buyers.

In addition to the formal UNESCO bid city created by City of Gardens / The City of
Gardens Cultural Institution, a ‘one stop shop’ for Katowice’s music and music business
community would assist buyers in finding out how to approach and do business with
Katowice in a simple, defined fashion. This could be completed in conjunction with the
‘music map’ and provide a list of contacts, venues, a mixtape or SoundCloud playlist and
other marketing activities. It is vital that this website is not only user-friendly, but search
engine optimized in order for potential buyers to navigate around it both prior to and
following communication with the Katowice music business community.

The website should also contain a contact and feedback page, which would encour-
age both public and private sectors to engage with initiatives building the music district
by providing comments. The site will offer a summary of initiatives, perhaps as a copy
of the Manifesto, opportunities for updates via newsletter, and, of course, contact infor-
mation, either through a direct portal or by a listed directory of contacts. This will be a
simple, streamlined platform for interested parties to receive basic, yet vital, information
in forming strategic suggestions and opinions useful to The City of Gardens Cultural
Institution. It is suggested any correspondence received will in turn be sent a signal of
confirmation, be it by e-mail or other means, to reiterate engagement in consideration
of remarks received.

Action 13 Develop a ‘map’ of Katowice’s music contacts for foreign
businesses interested in trading with local companies

In order to facilitate the most active and engaged music business offer, it is said that one
must create the ‘path of least resistance’ to the buyer. Have a database of Katowice music
contacts available for any foreign businesses interested in trading in Katowice, preferably
in the form of a literal digital map with dots representing cultural institutions and links to
their work. This could be run in accordance with the music and cultural information hub
proposed in Action 2 for domestic or visiting enquiries, and a user-friendly online portal
for international prospects. A streamlined registration process needs to be developed to
facilitate new business applications for inclusion in the database.



Action 14 Creation of community noticeboard

Available both online and offline, this would be a port of call for all industry stakeholders

to find information on events and opportunities such as networking and upcoming pro-
grams. This encourages activity within the industry by highlighting key proceedings from

a trusted, collective source, and publishing to the greater community allows a broader

audience and engagement rate. Updates can be posted via newsletters or social media,
although all should lead back to an accumulation of sources via the website and updated

physical listings at the Music HUB offices.

Action 15 Ensure that all communication is done through one defined,
structured voice.

Katowice must communicate through a singular voice to the outside world in the realm
of music and music industry development. It is recommended that City Council, The City
of Gardens Cultural Institution and Music Hub speak in one voice, the conversation can

be led by The City of Gardens Cultural Institution and the PR & Communications team.
RESPONSIBILITY: IKKMO PR & COMMUNICATION TEAM

POLICY ACTIONS WITHIN THE MUSIC HUB

Action 16 Encourage all local musicians to join the musicians union,
artists associations and encourage more local copyright
transparency, to influence national transparency

Zwiazek Zawodowy Polskich Artystow Muzykow Orkiestrowych, ZZ PAMO, is the Polish
musicians union and is a member union of the International Federation of Musicians.
STOART is the Artists Performers Association and STOMUR the Popular Music Performers
Association. Having an informational and supportive hub run by musicians and associ-
ations that support artists is vital in nurturing growth from an empathetic perspective.
Musicians unions offer legal advice, networking opportunities and career advice and act
as a platform to politically lobby for musicians’ best interests at local and national levels.
High participation figures ensure that the majority interest is represented by the union
and lend a voice to musicians in any community.

In the interviews, it was discovered that many local musicians are not registered
with the national collection society, ZAIKS. If local musicians are not registered with this
administration, the usage of their works in many forms is not remunerated, leaving them
unable to capitalise on certain income streams. It is important that Katowice encourage all
their tax-paying musicians to register their works and make the necessary relationships
to ensure that this is respected on all sides of the transaction. Without proper registration,
building trust in governance and institutions will be hampered.

RESPONSIBILITY: MUSIC HUB COORDINATOR

Action 17 Develop an Audience Development plan for the Music Hub
and other venues.

There are a number of incentive programs in existence around the world that encourage a
bigger audience (students or local businesspeople) to go see local live music. An initiative
or platform, aimed at Katowice’s extensive student population, to encourage them to go
see local live music would raise awareness of local artists, provide a stronger platform
for development and increase the development of the ecosystem. A broader audience
development plan with Discounts, a specific evening every month that showcases artists
at a reduced rate, targeted newsletters and marketing or concerts of student-run nights
needs to be developed. Still, it is important that these shows are not completely for free,
as the audience has to be educated to pay for concerts.



Action 18 Support exchange, artist-in-residence programs and men-
torship between Katowice’s music hub and music scene and
international partners.

In addition to fostering business mentorship programs, it is advisable to use the breadth
and depth of Katowice’s music making community and the Music Hub to continue to
foster relationships with each other through artist-in-residence exchanges or studio ex-
changes. The Music Hub will have rooms available for artists to stay for a period of time
and to use the Music Hab facilities. The artists don’t have to be only musicians, this pro-
gram can be open to visual artists, designers etc. Such collaborations could be coordinated
in conjunction with local festivals (Tauron, ARS, NOSPR activity), foundations etc. and be
utilised to satisfy the necessary requirements on the cultural side of the UNESCO ‘stamp’.

The artist-in-residence program will be free of charge for the artists, they are sup-
posed to leave a piece of work in Katowice in exchange for hospitality.

Utilities will be higher if artists live in the building constantly.
RESPONSIBILITY: MUSIC HUB TO TAKE CARE OF THE APPLICATION PROCESS AND ARTISTS AND THEIR
NEEDS, EXTERNAL CONSULTANCY FOR DEVELOPING THE INTERNATIONAL RELATIONSHIPS IN COOPERA-
TION WITH IKKMO.

INTERNATIONAL ACTIONS WITHIN THE MUSIC HUB

Katowice is a world renowned creative city. It is small enough to project a unique identity,
yet large enough to attract import businesses, including tours, festival visitors and mu-
sical collaborators. As the 4th largest city in Poland, and a major stop for touring artists,
Katowice can do more to entice foreign artists to perform in the city, while encouraging

more collaboration with local artists. It also must play its part in supporting the Polish

music industry as it continues to develop and export content. Katowice can be a national

thought leader in internationalising its music community.

Action 19 Coordinate music trade missions for international buyers and
journalists at Katowice’s festivals.

Katowice has some of the most exciting and interesting music festivals in the world. These
festivals are its calling card and its promotional vehicle. It would be best to use them
as tools to foster and develop stronger international relationships with buyers and the
national / international music industry by providing them with first-hand experience
of the Katowice music scene. Further, this could lead to trade mission opportunities for
Katowice representatives to establish ties in international markets and study successful

strategies to implement domestically.
RESPONSIBILITY: EXTERNAL CONSULTANCY

Action 20 Coordinate, with local, private partners, targeted showcases at
festivals for national and international buyers in local venues
to showcase local talent.

Venues feel left out of large-scale music festivals, except NOSPR and SPODEK. One op-
portunity to develop and sustain Katowice’s grassroots music venue infrastructure is to

develop ‘off-venue’ or secondary programming, in conjunction with its festival promot-
ers, at its major festivals. This can involve utilising classical and jazz performances in

secondary venues and provide more infrastructural support to developing and fostering

the relationship between emerging local artists (and businesses) and the major music

festivals in the city.

RESPONSIBILITY: MUSIC HUB TO ORGANISE / EXTERNAL CONSULTANCY



The work begins after the showcase, it is said. It is imperative that in all networking
and showcasing opportunities, the invited buyers personally meet and interact with the
showecasing artists, as this fosters commonality and most often, buyers email back artists
whom they have personally met. This could be done by providing a dedicated networking
space at the festivals as well as employing a liaison dedicated to ensuring all opportunities
are utilized.

RESPONSIBILITY: MUSIC HUB PROJECT MANAGEMENT TO ORGANISE

Action 21 Establish a network of international professionals to select
showcasing artists; Create a ‘Friends of Katowice’ program.

This is an Action that has been adopted in “Reverb”, Adelaide, Australia’s music strategy.
There, a small group of international ‘friends of the city’ was coordinated to act as men-
tors, select showcasing artists, attend conferences and provide industry data. This could

comprise of national and international partners and be split across genre and sector. Such

partners can negotiate deals and discounts with suppliers and be a first ‘port of call’ for

international activity.

RESPONSIBILITY: MUSIC HUB COORDINATION

Action 22 Join the Music Cities Network

Music Cities Network is a public/private network dedicated to improving communication,
sharing research and intelligence, exploring policy and advocacy, and networking for
policy makers and city leaders. The network is aimed at making cities wealthier, healthier
and more international through music.

It is a membership-based network, focused on four objectives

1. Improving cities through music policies
2. Building greater networks and creating an actionable agenda for change

3. Providing and sharing a one-stop repository of information and researching
surrounding global music cities activities

4. Curating a music player exchange / collaboration (business, artists, cultural
institutions and education)

The network begins as an information- and research-sharing repository, protocol
series, and message board and evolves into a trade association that develops the concept
of ‘music cities’ externally (to politicians, economic development agencies, chambers of
commerce) for destination marketing and business improvement.

4.3 Policy actions

These Actions are relating directly to the implementation or reformation of policy. These
will increase music- and musician-friendly policies in Katowice, creating more cohesion,
cooperation and music industry development. These Actions are to be led by The City
of Gardens Cultural Institution, but include a wide range of stakeholders, from national
organisations to local musicians, festivals, policymakers and other businesses. They are
presented in a non-linear fashion; There is no particular order for these to be imple-
mented, but each is as important and integral to music industry development as the next.

Without a trusting, supportive administration, a clear chain of command, a defined
communication process and a definitive transparent value chain, other policy initiatives
will not be supported by those that matter most - the artists.



GOVERNANCE
Action 23 Publish a Manifesto of Initiatives

This will be a short, one-page manifesto, published by the The City of Gardens Cultural
Institution, summarizing the initiatives undertaken in this venture (i.e.: objectives out-
lined in the Actions). It will list the paths of completion, to encourage full transparency
between the private and public sectors. The Manifesto will be updated as initiatives pro-
gress and are subsequently completed to hold the private sector accountable for resolu-
tion according to the projected timeline.

RESPONSIBILITY: IKKMO

Action 24 Construct and mandate a ‘Katowice Music Industry’s Best Prac-
tices Charter’.

The advisory board, its activities and initiatives should be governed by an independent,
agreed-upon document called a ‘charter’ or ‘code of best practices’. Similar to other codes

and regulations at City Hall, it must be endorsed by the Mayor and his administration

and be ratified in council chambers as a working document that guides and governs how

Katowice supports its music business ecosystem. It must outline a dedication to trans-
parency, network and capacity building, the responsibilities of the advisory board, the

process of its members joining and leaving and its reporting procedure to city hall, the

regional government and the Polish national government. This would be a first in Poland

and showcase, to other cities, the valuable and integral role the music ecosystem - in all its

facets - has in encouraging city development. Standardising and formalising this pledge

is integral to its success and adoption.

RESPONSIBILITY: CITY COUNCIL / PART OF THE 5 YEAR STRATEGY PLAN

Action 25 Set up a more researched-focused institute within The City of
Gardens Cultural Institution

This department would handle international- and sister-cities-based work. The key ac-
tivities involved would include compiling data and sharing the best practices charter (see

Action 26), while ensuring free availability of such information to any funded organisation.
The research will be ongoing and at regular intervals, and will include developing export

and international relations pertaining to the music industry, as well as conduct regular

censuses on local and industry trends data, keeping information on file for collabora-
tive institutions and for internal use in progressing the industry accordingly. This Action

would link with the Action 22 “join the Music Cities Network”, as there will be a lot of
research focused projects within the network.

RESPONSIBILITY: IKKMO

Action 26 Create a cultural institutions charter of best practices

Katowice offers a number of different public sector organisations comprising of many

different music genres and auspices. It is best that not only are all genres treated trans-
parently, but all music-related support be placed in line with other cultural and creative

industries support in the city. The most assertive manner to approach this is by creating

a charter of best practices, outlining the objectives public institutions pursue across the

cultural industries. The charter should communicate:

¢ All genres and disciplines are treated equally in Katowice.

¢ Cultural and Economic arguments for supporting mechanisms are to be treated
differently.

¢ Katowice should adhere to a robust diversity and disability policy in supporting
as wide range of views as possible in the city.



e All support provisions be communicated in simple Polish with deadlines, re-
porting practices and procedures.

RESPONSIBILITY: CITY COUNCIL

Action 27 Have monthly meetings with executives to share best practices

Meetings will see up-to-date charters as well as present the opportunity to outline core

responsibilities and share with each, to minimise competition and duplication. This facil-
itates efficiency in task completion, and institutions will be aware of the validity of their

roles as being equal to that of City of Gardens in the progression of Katowice as a Music

City. Ensuring each party is aware of role allocation also invites collaborations between

parties, which will enhance task completion rather than the hinderance of competition.
It is recommended that an attendance policy is set in place for participating institutions

to ensure understanding of best practices in accordance with given responsibilities, and

that the procedures are documented by a ‘secretary’ for future use.

RESPONSIBILITY: IKKMO

Action 28 Investigate tax credit infrastructure for the music business.

There are a number of tax credit and tax incentivisation systems that cities can develop
music infrastructure, including tax and rate relief for new venues for soundproofing and
new equipment or micro-grants to musicians to purchase new equipment, see also Action
9. An audit of tax credit infrastructure nationally and internationally can help identify
further measures that can be used, from a regulatory perspective, to support musicians
and music business in Katowice.

RESPONSIBILITY: IKKMO WITH CITY COUNCIL

Action 29 Arrange a yearly ‘music town hall meeting’, first in 2016

To develop an engaged music ecosystem that supports local musicians and industry, it
is important that the breadth of Katowice’s music listening community be a part of the
debate and discussion. In Toronto, for example, a “Town Hall’ meeting was organised for
constituents, to discuss how music impacts living in the city. Such a meeting with the sup-
port of local politicians and administrators would help further understand challenges and
mine the community for solutions. Parties represented would include aforementioned
Head of Music, local musicians, and local institutions from The City of Gardens to aca-
demic institutions to set in place the year’s expectations for common understanding. It is
best that this be developed after other implementations, to ensure the music community

supports the mission and promotes it to the local community.
RESPONSIBILITY: MUSIC HUB

Action 30 Establish a Katowice music industry advisory council

It is important that those impacted by the decisions are involved in making them, and

that there is a singular chain of command between music practitioners and city council.
In addition, the council can be kept abreast of city council amendments and ordinances

and develop, over time, a trusting and beneficial relationship that benefits all stakehold-
ers. It is imperative that the organisation and maintenance of the council is completed

transparently, with appropriate checks and balances, and consists of:

A. males and females
B. all sectors (venues, festivals, managers, labels, musicians)

C. all genres.



D. support providers (staging, lighting, studios)
E. politicians
F. arts support organisations

The advisory board can be split into working groups, each responsible for understand-
ing, unpacking and supporting a sector of Katowice’s music economy. Working groups
that are best to begin with include:

A. Licensing and Planning
Use of Public Space
Festivals and Venues - Live Music

Education and Talent Development

oo 0w

Networking
F. International and National Relations

RESPONSIBILITY: IKKMO

Action 31 Create a Music District

Katowice is a city that has a centrally-located set of entertainment zones. The main

street leading up to the Mariacki church is one; NOSPR is another. To support business

development and standardise regulation, two ‘music districts’ can be created - a sum-
mer one and a winter one, to support and standardise music and music making projects.
This includes developing more sustainable relationships with bars, restaurants, hotels

and hostels, providing tax credit, rate relief of support for sound proofing and security
development, standardising licensing and planning practices and developing a ‘deed of
easement’ structure for new residences that respect the existing businesses in the zone.*

RESPONSIBILITY: IKKMO WITH CITY COUNCIL

Action 32 Analytics to measure festivals.

In order to best manage Katowice’s extensive festivals offer, it is recommended to analyse
and measure the festivals on their economic and social impact on the city, the number of
visitors and where they are from, the investments the festivals take, the fees they spent,
how many local acts they present etc.
RESPONSIBILITY: EXTERNAL CONSULTANCY

Action 33 Reform Free Music Festivals, starting from 2017

Katowice, like the rest of Poland, operates large-scale, city-funded free music festivals.
While these develop community engagement, too many can be detrimental to the devel-
opment of Katowice’s music infrastructure, as our respondents have noted. It is best that
an audit of these festivals be conducted and a plan to charge an entry fee, even if that
entry fee is minimal, donated to charity or reinvested back into the community. This is
already being practiced by several area festival charging very little for tickets. It is not
recommended that all free festivals be reformed, but that an audit of their impact on paid
festivals be investigated, to explore the full scope of Katowice’s festival offer. Katowice
is one of Poland’s (and Europe’s) premier festival cities - and it needs to micro-manage

that responsibility
RESPONSIBILITY: IKKMO

Action 34 Develop a Festival Transport Strategy

In order to develop more engagement with local musicians and consumers, City of
Gardens / The City of Gardens Cultural Institution is encouraged to work with the Silesian

6 http://uk.practicallaw.com/1— 507— 1303



transport authorities (train, bus and airport) to promote its festivals and ease the usage of
public transport to and from the festival. This includes a car pooling strategy, extending
bus hours during festival times and promoting events through activities and initiatives
at Katowice and Krakow airports. In Seattle, for example, musicians are hired to perform
on baggage carousels to welcome tourists and visitors, and pamphlets are handed out
outlining all city festivals - music and otherwise. This can encourage a more welcoming
feel for the city to visitors - music and otherwise.

RESPONSIBILITY: MUSIC HUB COORDINATOR / IKKMO/ CITY COUNCIL

REGULATIONS

Action 35 Conduct a review of licensing and planning structures that
apply to the music industry in Katowice.

The backbone of a music ecosystem is a healthy and supportive planning and licensing
infrastructure that benefits and encourages music and music business activity. It is im-
perative that Katowice audit its planning structures, including licensing restrictions, noise
attenuation, affordable housing commitments, planning requirements, consents, public

space usage and permitting.
RESPONSIBILITY: CITY COUNCIL

Action 36 Conduct a review of festival permitting infrastructure to look at
streamlining processes and costs for applicants.

Katowice must develop a turnkey festival strategy so each festival is equally and transpar-
ently supportive by city council and importantly, time and resources are saved in easing
and standardising permitting procedures, from provision of electricity and water, security,
health and safety, tenting and personnel issues. One path of streamlining would be to
digitize as many processes as possible, to include permitting, ticketing, and all informa-

tion concerning events.
RESPONSIBILITY: EXTERNAL CONSULTANCIES WITH CITY COUNCIL

Action 37 Adopt the ‘Deed of Easement’ Policy in all local tenancy agree-
ments.

The ‘Deed of Easement’ policy is a measure to alleviate the concerns of local residents in
terms of noise with venues and festivals. It approaches the problem when the resident
takes tenancy of an apartment next to a venue and communicates, in advance of such
a tenancy, that a venue is present and as long as license conditions and noise levels are
not breached, the resident cannot complain. This is only related to new residents beside
already existing venues; if a venue is built next to apartments or other residences, it is
expected the venue adopts the ‘Deed of Easement’. If residents are aware of venues and
festivals, and respectful of them (and festivals respect noise attenuation measures), this
saves resources and time in terms of noise complaints and fosters stronger relationships,

especially in busier, noisier parts of the city.
RESPONSIBILITY: CITY COUNCIL

Action 38 Conduct a noise attenuation audit in public performance loca-
tions to ensure residents are not affected in the main square
and NOSPR.

It is imperative that Katowice’s public squares (area around NOSPR and City Hall) are
outfitted for live music, from busking to large scale concerts. Many technologies exist that
ensure live music can prosper while local residences are protected from noise pollution.
Katowice can become a world leader in noise attenuation and health and safety around

live music.
RESPONSIBILITY: IKKMO



Action 39 Adopt the ‘Agent of Change’ Principle.

For all new developers in Katowice, it is imperative that existing licenses, as long as they

remain within the rules, are protected so new residents do not complain about pre-ex-
isting noise. This is what the ‘agent of change’ policy legislates. Katowice should ensure

this is enshrined in city legislature, to protect venues, pubs, clubs and any business that

emits noise within its license provisions.

RESPONSIBILITY: CITY COUNCIL

Action40  All city employees respond to emails within 5 days.

Itis really important that city employees respond to emails within a defined timeframe, as

many emails get missed and go unanswered. Response reliability encourages communica-
tion from prospective buyers and international representatives who know their enquiries

will be made a priority. Although Katowice operates on a 30-day response scheme, this

will only be acceptable when communicating with local institutions. The music industry

is fast-paced, and when dealing with international clients in export and tourism devel-
opment, email customs of immediacy will need to be adhered to.

RESPONSIBILITY: ALL

VENUES

Different scale and capacity venues are key for a vibrant music scene in a city. Katowice
lacks grassroots venues for emerging artists, where they can perform, meet and practice.

Action 41 Produce a Katowice venues map

Survey the venues and produce a ‘Katowice’ venues map, outlining capacities, venue
structure and outcomes from the venues. The results of which can be used to optimize
venues for musicians, promoters, and attendees.

Furthermore a map is important to maintain venues at their current location and to
strengthen their position when investors or building projects come into place. (See also

Action 39)
RESPONSIBILITY: MUSIC HUB / EXTERNAL CONSULTANCY

Action 42 Conduct a Katowice music venue assessment.

Assess the technical requirements of Katowice’s venues in an effort to identify minor,
cost-effective enhancements that can create better conditions for artists. This is very
important to analyse the opportunities that emerging artists have to perform locally
and often, and the role they have in developing a stronger and more united local music
community. Understanding, in great detail, Katowice’s venue infrastructure is integral to
establishing a strong live music market.

RESPONSIBILITY: EXTERNAL CONSULTANCIES WITH LOCAL PARTNERS.

Action 43 Establish meetups and networking activities between
venue operators, to encourage collaboration,
rather than competition.

Create a Katowice music venue map, outlining both a ‘cultural trail’ of sites while under-
standing how artists graduate through the system; ensure it is a ‘step ladder’ system. In
addition, ensure that venue operators communicate with each other positively on shared
issues, such as city policy and treatment of the night time economy.

RESPONSIBILITY: MUSIC HUB



4.4 Stakeholder engagement

EDUCATION

The building blocks of a healthy, sustainable and vibrant music ecology for any city is

in its education, training and knowledge ecosystem surrounding its music practitioners.
Katowice has a robust formal music education infrastructure, covering instrumental and

theory training. However, it lacks structure in what would be considered informal mu-
sic education; understanding the modern, complex music industry as a business. It is

important to note that although this may be classed as ‘informal,’ this does not mean it

shouldn’t be taught by accredited institutions, and it is imperative that Katowice’s higher

education academies and institutions, along with its cultural institutions, collaborate

further to address this in order to develop Poland’s music business people of the future.
The city itself is an educational and research case study - its multitude of students can

be its researchers.

Action 44 Ensure there is a course that focuses on music business
and copyright.

Katowice has one of the most extensive and impressive music education infrastruc-
tures in Poland. It is home to a number of classical and jazz music institutions, includ-
ing IPIUM and the Karol Szymanowski Academy of Music. There are four compulso-
ry subjects for students at the Academy of Music: Social Communication and Event
Organisation, Promotion and Marketing of Cultural Goods, Music in the Cultural Context
and Intellectual Property Protection. However, there is no globally accredited, profes-
sional music business university course in Poland. Therefore, it would be recommended
to conduct an audit of the business structures of the existing courses, to ensure that
students are being introduced to the correct topics, along with their performance related
studies. This audit, through surveying and speaking to students, will assist in outlining
deficiencies in the academic programs, if such exist, to understand what is lacking in
music business education in Katowice, and Poland as a whole.

Katowice has an opportunity to become a national leader in the field and should use
the strengths of its local higher academic structure to develop an international, bi-lingual
music business program that can compete globally. This can draw an international stu-
dent body to build upon existing networks, as well as ensure sustainability by ensuring
the next generation has accredited, reliable educational resources.

RESPONSIBILITY: IKKMO WITH UNIVERSITIES

Action 45 Partner with international institutions.

In addition, exploring a partnership with an accredited music industry college such as
BIMM, Berklee College of Music or SAE to bring them to Katowice, in partnership with
local authorities, could create a lucrative opportunity to develop the music business eco-
system. This expands industry connections by giving Katowice access to partner universi-
ty networks, and familiarizes foreign industries with that of Katowice through exchange
programs.

RESPONSIBILITY: EXTERNAL CONSULTANCIES (UNIVERSITIES)

Action 46 Ensure music education in school is mandatory and all schools
are equipped with the best music equipment possible.

From nursery through to high school graduation, The City of Gardens Cultural Institution
and Katowice City Council must ensure that music education is a mandatory requirement



of local curriculum and that students are supported with the best musical equipment.
According to the American Arts Education partnership, music education enhances motor

skills, supports brain development, fosters working memory and cultivates critical think-
ing skills. 7 Education should start from the earliest age possible, as this is how Katowice

will sustain and foster its music development.

Similar to the program “Jeki” (Every child one instrument in Germany) primary
schools in Katowice can apply to take part in the program. In the first two years the chil-
dren can try and choose different instruments, in the third and fourth year they pick an
instrument and learn to play it. The City of Katowice provides the teachers and instru-
ments for the schools.

RESPONSIBILITY: CITY COUNCIL

TOURISM AND BRANDING

Action 47 Educate the tourism office about music and cultural
information happening in the City.

Katowice needs to have a multi-lingual tourism office offering to explain how it is not
only a City of Gardens, but also a City of Festivals and Music. The tourism office needs
to be aware of the local concerts and festivals, and trained to provide advice to visitors

to the music offering in the city.
BUDGET: IMPLEMENT IN THE TRAINING OF THE TOURISM OFFICE
RESPONSIBILITY: MUSIC HUB

Action 48 Translation of all city materials.

In all cultural infrastructure (museums, signage, hotels, music festival programming, city
communication), Katowice must ensure all documents are professionally translated into
English. This Action equally applies to websites, who should have translations readily
available, conducted by the businesses themselves to ensure accuracy, rather than relying
on the browser’s built-in translation app.

RESPONSIBILITY: IKKMO

Action 49 Develop optimized and user-friendly online presence

Initial research into both the bid and market research proved Katowice a difficult mu-
sic industry to find online, spare major venues. Companies need to ensure they are

search-engine-optimised and maintain user-friendly websites to promote both domestic

networking and encourage export opportunities for international parties seeking infor-
mation. It is worth getting in contact with Made Media, who operate the websites for

institutions such as the Roundhouse, Royal Albert Hall, Museum of Science, and National

Theatre or doing a workshop for website optimization at Music HUB.

RESPONSIBILITY: MUSIC HUB

Action 50 Develop more ‘Sister City’ Relationships

Katowice is an amazing example of putting culture at the heart of a city’s strategy, and it
must use that strategy to continue to forge stronger relationships with other like-minded
cities around the world. It is suggested that in addition to UNESCO, it explore member-
ship in the sister cities council, global cultural districts network, world cities culture fo-
rum and others. Katowice’s current sister cities are Cologne, Germany; Miskolc, Hungary;
and Ostrava in the Czech Republic. These relationships foster trade and tourism between
cultures, which will aid in export strategies and help Katowice develop a global presence

as a City of Music.
RESPONSIBILITY: CITY COUNCIL / EXTERNAL CONSULTANCY

7 http://www.aep— arts.org/wp— content/uploads/2011/12/Music— Matters— Final.pdf.



5.

Actions Logistics

5.1 Timeline of Actions
ONGOING

*  Action 2 —Be the contact point for all inquiries regarding music (like brak in
Bergen or Rockcity in Hamburg)

e Action 15 — Ensure that all communication is done through one defined, struc-
tured voice.

e Action 16 — Encourage all local musicians to join the musicians union, artists
associations and encourage more local copyright transparency, to influence
national transparency

e Action 10 —Publish all successful applicants and how much they have received
in public funding on a website (like FACTOR).

e Action 11 —For those that receive funding, it is mandatory they attend network-
ing events.

¢ Action 29 — Arrange a yearly ‘music town hall meeting’, starting in 2016

¢ Action 33 —Reform Free Music Festivals starting 2017

¢ Action 40 — All city employees respond to emails within 5 days.

¢ Action 43 —Establish meetups and networking activities between venue opera-
tors, to encourage collaboration, rather than competition

¢ Action 45 —Partner with international institutions.

¢ Action 50 — Develop more ‘Sister City’ Relationships

JUNE 2016

e Presenting report

»  Application process for Music Hub staff / assigning new people for the open
position

e Action 30 — Establish a Katowice music industry advisory council

JUL—SEP 2016

Action 1-Develop a ‘Welcome to the Music Business’ guide for musicians

Action 7 — Have a transparent standardised application process and funding
scheme within the organisations in Katowice with a yearly rotating jury.

Action 23 — Publish a Manifesto of Initiatives

Action 35 — Conduct a review of licensing and planning structures that apply to
the music industry in Katowice.

Action 47 — Educate the tourism office about music and cultural information
happening in the City.

OCT — DEC 2016

Opening Reception of the Music Hub in December

Action 4 — Develop a “Katowice Music Mentorship Network’ of experts that
donate 1—2 hours a month to work with local musicians.



Action 9 — Commission research to look at establishing a grassroots venues
fund.

Action 12 — Develop a high quality website that communicates the stakeholders
in Katowice and their value to international buyers.

Action 14 — Creation of community noticeboard

Action 27 — Have monthly meetings with executives to share best practices
Action 37 — Adopt the ‘Deed of Easement’ Policy in all local tenancy agreements.
Action 41 -Produce a Katowice venues map

Action 48 — Translation of all city materials.

Action 49 — Develop optimized and user—friendly online presence

JAN—MAR 2017

Official Opening of the Music Hub

Action 3 — Develop a workshop series, featuring industry professionals, for
training purposes, and establish ‘Katowice Music Business Mixers’ and ‘Meet-

>

ups’.

Action 6 — Employ local musicians to teach primary school students on a part-
time basis at the Music Hub

Action 18 — Support exchange, artist-in-residence programs and mentorship
between Katowice’s music hub and music scene and international partners.

Action 36 — Conduct a review of festival permitting infrastructure to look at
streamlining processes and costs for applicants.

Action 39 — Adopt the ‘Agent of Change’ Principle.

Action 42 — Conduct a Katowice music venue assessment.

APR—JUN 2017

Action 5 —Provide training and guides on how to utilise data and analytics in
the music industry to all musicians.

Action 8 — Introduce a label micro-financing program (2000—4000 zt) for artists
to set up labels or release their own material.

Action 19 — Coordinate music trade missions for international buyers and jour-
nalists to Katowice’s festivals.

Action 38 — Conduct a noise attenuation audit in public performance locations
to ensure residents are not affected in the main square and NOSPR.

JUL—SEP 2017

Action 13 — Develop a ‘map’ of Katowice’s music contacts for foreign businesses
interested in trading with local companies

Action 17 — Develop an Audience Development plan for the Music Hub and
other venues.

Action 22 —Join the Music Cities Network

Action 32 — Analytics to measure festivals.

OCT—DEC 2017

Action 25 — Set up a more researched-focused institute within The City of Gar-
dens Cultural Institution

Action 21— Establish a network of international professionals to select show-
casing artists; Create a ‘Friends of Katowice’ program.

Action 34 — Develop a Festival Transport Strategy



JAN—MAR 2018
¢ Action 31— Create a Music District
e« Action 44 — Ensure there is a course Katowice that focuses on music business
and copyright.

¢ Action 46 — Ensure music education in school is mandatory and all schools are
equipped with the best music equipment possible.

5.2 Benefit of Actions

The benefits of fulfilling and enacting the recommendations in this strategy are both qual-
itative and quantitative. It is integral that all interventions are mapped as they occur to

explore the economic impact of these actions. It is estimated, in line with similar studies

produced in the UK and Australia, that for every 1 zl invested in music in Katowice, 3-4 zl

will be generated in economic impact. According to UK Music, ® music is outperforming the

rest of the economy by 5% and for every £1 invested in music, £4 is generated in impact.
In Australia, according to the live music census, for every $1 AUD invested in music, $3 is

generated back. ° This is through a number of variables and avenues, including:

Greater skills development for Katowice’s musicians across dissemination / distribu-
tion networks will improve their ability to market and sell their content without increasing
cost.

Efficiency savings within the Katowice City of Gardens and cultural infrastructure
make-up; as the two organisations merge, a more streamlined approach to music interven-
tion, based in one building, will reduce overheads across business verticals, from staffing
to administrative costs.

Further templating of economic impact assessments and evaluation mechanisms will
further develop a catalogue of data that will develop better interventions, including the
support delivered to festivals, for example.

By charging for free festivals - even ‘pay what you can’ - further revenue will be gen-
erated by the City out of its public festivals.

Increasing or introducing a music business program in Katowice will not only be a first
in Poland and encourage inbound residence from foreign students (not local), but also
further professionalise the music community in Katowice and provide / develop greater
links with international networks.

Not only will Katowice become the City of Music in Poland, it will also become the
music business incubator of Poland; a forward thinking, well structured city that supports
its music makers and businesses with supportive policies and administrations. The most
intangible but arguably integral benefit of this will be the development of trust within the
city, and the increase in collaboration across sectors, genres, disciplines and authorities.
It is integral that all those who live and work in Katowice work together without preju-
dice, and a neutral, bi-lateral approach to music making and music business, over time,
will encourage and develop such a change. This was one of the largest challenges faced
in conducting the study and research; a lack of trust and a frame of suspicion between
stakeholders. It is imperative that this be a formative benefit. By taking these recommen-
dations to heart and working on and with them slowly and meticulously, the Music HUB
and implementing these recommendations will not only impact the economic situation
of Katowice’s musicians and music businesses, it will develop trust and increase capacity,
creating opportunities that no one knows exists yet.

8 www.ukmusic.org/assets/general/Measuring_Music_2015.pdf
9 http://livemusicoffice.com.au/research/#/research_category/the-value-of-live-
musicmaking-in-australia-2014/



6. Conclusions

Katowice is currently experiencing upwards economic growth and thus provides a prom-
ising and capable platform to transfer this into the music industry. With world-renowned
infrastructure already in place, and validated by its recent UNESCO City of Music desig-
nation, Katowice is swiftly becoming a dominant music market. By implementing the
Actions listed above, in consultation with Sound Diplomacy, The City of Gardens Cultural
Institution and various public and private institutions, the city can ensure its developing
market positively impacts sustainability.

The biggest sectors offering room for growth are Katowice’s professional support and
its export strategy. Grassroots musicians, of which there are many in the city, will benefit
greatly by developing more trained music professionals in Katowice, from managers to
producers and collection societies, which will streamline export strategies into market-
able products, ready for global adaptability. This, in turn, will increase tourism as the
world becomes more familiar with Katowice’s musical offerings.

Alongside tourism, the establishment of a sustainable, reliable and transparent music
industry will generate private music business, marking Katowice as a prime city for global
musicians and music companies to conduct their trades.



7. Appendices

7.1. Interviews:

IREK DUDEK
RAWA BLUES FESTIVAL

“In the 60s, there was a club and we did blues. It was still our roots; in Katowice, each band
starts from blues. In 1981, I did the first edition of Rawa. For 12 years, it was all Polish.
Then I left and went to Amsterdam [and] brought back a blues artist and a few bands
from the US to play the festival in 1993/1994. I have three bands: symphonic, big band and
rock & roll. The manager of Luther Allison saw me and invited me to play across Europe.

One year ago, there was progress when I programmed a day of blues music at NOSPR,
performing with the orchestra. Three years ago I invited met Keb’ Mo’, so hopefully in
2016 [he will perform]. I think that Katowice is the best place for new blues bands in
Poland.

In the past, there were a lot of jam sessions and now it’s piecemeal. Everyone who
plays at Rawa Blues often plays secondary shows. The program local bands was few, but
because of the festival, in Poland there have developed 50 festivals and over 200 bands
to play blues. When I started with the festival, there was only 1 festival and 1 blues. It is
strong, I feel. More bands play blues, and the stars of blues that play at the festival are
blown away by the young people that come to the event.

I want to try to invite as many types of blues as possible. There have always been few
terms and conditions around my festival at the beginning. When I made the festival in-
ternational, I needed sponsors. I got Pizza Hut and Grundig. Then I made money through
television rights, but that’s not the case now. 4-5 years ago, City of Gardens gave me more
money and then I was able to invite artists like Robert Cray.”

Free
“Yes, this is a problem in Poland. Too many concerts for free makes it very difficult
to sell tickets for Rawa Blues. I have to reduce my ticket prices or give them for free.
I give about 1000 tickets for free. I still want to present what is the best in the world
with the blues.

What do you want to do?

“A two-day festival: one in NOSPR and, for the first time, the best blues musicians
with the Katowice orchestra. I'm selling tickets and hotels with Novotel. We sold 60
rooms.”

Economic Impact:

When you come to our festival, you can’t go out and we don’t sell any beer or al-
cohol. The restaurant at Spodek prepares a special dinner, and we try to analyse this.
The ticket cost is variable. I book five Polish bands, do exclusivity on the headliners,
and I pay more, but I require exclusivity for that artist for all of Europe. We measure
how many people are in the venue at each time:

At 11am it is about 300-400

At 3pm it is about 1000

At 5pm it is about 2000-2500

At 6pm it is about 4500-5000”

What is Lacking?



“There are some problems in that we have a lot of radio and TV, but they do not
play local music and there isn’t enough interest in blues The government also needs
to think about the cost of living for musicians.

The cost of tickets compared to the cost of living is high; my tickets cost €15-€50.
There is no blues club in Katowice. I had one in the 1980s. We need to know what
has happened with blues; there are now hip-hop clubs in blues.”

AGNIESZKA MELYNARCZYK
SILESIAN PHILHARMONIC ORCHESTRA
Agnieszka Mtynarczyk - Silesian Philharmonic Orchestra

What do you want to do?

“We would like to prepare an event that can bring the world of theatre and classical
music together. We have a choir in-house and want to bring that together, and focus
on regional identity in that concept. We would like to realise that in other venues.

Generally, events are ticketed. There are 5 to 8 concerts per month, plus 10 special
events per year. There are gigs at the venue as part of the city celebration.

It could be possible to meet and work with OFF/Tauron. Generally we are not ap-
proached, but we’d be open to it very well. Our relationship is not that collaborative.”

Economic impact

“We have not done [an analysis], but we only have concerts if we’ll either make
money or for the promotion of musical culture. In my observation, after a few years of
good promotion of the philharmonic and Katowice as a place of culture, music and so
on, it does affect the value of the city. It’s intangible, but it does impact the city. There
is a huge amount of recognition in events in Katowice. The mindset is changing here
for the better. Cultural events are just another step in the city’s development. Even
in 5 years in Katowice, it’s a big change.”

What is lacking?

“The biggest issue is financial; grant problems. There is a strong history in
Katowice to promote and work with classical musicians. Culture is the best way to
promote Katowice. But, generally, in population and business, thinking about ‘high
art’ is seen as snobbish in some ways. There is a clear distinction between ‘high art’
and ‘pop culture.” We would like to [promote] our activities as mainstream and open
for everyone.

So we do jazz with classical and we are trying to do more of that - trying to be
modern, open. We are thinking about working with other festivals in Katowice to
prepare two projects, such as an international competition for conductors. We want
to program other events across Katowice for that and want to collaborate with as
many cultural institutions [as possible].

We still struggle with convincing people that we are modern. We collaborate
with the city museums very well; we have a dialogue with them, like the Museum of
History of Katowice, and we prepare exhibitions. For example, recording and working
with a coal mine to create new creative projects.”

ANDRZE) KALINOWSKI
LOCAL PROMOTER

What percentage of your attendance is from Katowice and Silesia, compared to
the rest of Poland and International?

“50% Katowice citizens, the rest people from Silesia and Poland.”

How much do you spend for local marketing?
“It depends on the artist, but about 10-20%.”



How much do you spend for national and international marketing?
“National, 10%; international is not applicable.”

How many artists do you book that are from Katowice? From Silesia?

“Actually, I don’t book artists from Katowice and Silesia. There aren’t many of
them, certainly on an artistic level, that would satisfy me. I don’t make gigs with
local artists at all. Mostly I promote Polish artists who are already known on the in-
ternational music market, as well as those who, in their projects, aspire to enter the
international music scene.”

How do you find local artists? What are the places you go to find new acts?

“Such places are few. When it comes to music clubs in the whole conurbation, it
would be 2 to 3 places. In Katowice, there is one club with a professional music scene,
mostly hosting heavy metal concerts or popular national artists. There are several
festivals, several local cultural institutions, which organize musical events (among
others), mostly with artists already well-recognized in Poland and Polish music stars.
There are very few clubs and pubs equipped with appropriate and separate space for
concerts. In these places there is usually only a place for DJs.”

What is most lacking for artists and their representatives, in your opinion, in
Katowice? Is it marketing? Social media? Education? Etc...

“Professional marketing, I think, and a lack of media specializing in promoting the
local music scene nationally and internationally.”

Do you network with other venues, festivals, promoters, and music businesses
in Katowice? If not, why? If so, where? Is it done anywhere specific or in an organ-
ised fashion?

“Occasionally, I personally tried to make contacts, and even initiated some coop-
eration, but mostly it was reluctantly accepted. Here, there is a peculiar situation that
could be described as a mutual lack of trust. [You have a] musical environment of stage
music (calculated on a less-demanding audience) on one hand, and on the other the
environment related to the Academy of Music: classical music, also very traditional
jazz education and certain selected trends in pop music. It’s a very hermetic and
strongly hierarchical world, with few exceptions, and they have developed specific
ways of communication. In contrast, when it comes to cooperation and meetings
with promoters on the national level, especially from cities such as Warsaw, Krakow,
Gdansk, and Sopot, we meet regularly, even socially. They willingly exchange com-
ments and suggestions, and we cooperate, even have joint projects, musical events,
etc.”

In your opinion, is the local music in Katowice of high quality? And is the
corresponding business (marketing, organisation, communication) of the same
quality?

“It is not a level that satisfies me. And associated business? It is small: 2 to 3 con-
cert agencies (heavy metal, blues, electronic dance music), which carry out their
events on the national music scene. Local music business largely depends on the
activities of local cultural institutions, the promotion policy of the city, certain po-
litical decisions and people in high positions in government offices and institutions.
Very few music genres are able to exist without certain financial subsidies from local
governments, and private and corporate capital insufficiently participates in the costs
of implementing the musical events. Their interest is mainly limited to open music
festivals in the summer. The local governments do not endorse or create a plane of
interest by capital market activities specific to the culture.”

Any other thoughts?

“I'would like to add something as a producer and promoter of concerts during the
Jazz & Beyond Festival. When I choose artists, I rely on my experience and my taste
as well as on everything that I can find in international music press. I also look into



programs of other European jazz festivals, record sales of individual artists, their
recognition, awards, premieres, tours, and evaluate the current commercial status of
an artist and his artistic rank, which does not always go hand in hand (we know that
the jazz audience is very individualistic and critical). That’s a lot of work, and a kind
of passion, and I was the first persona in Upper Silesia to organize jazz concerts of
high quality, a dozen years ago.

Today, I observe how many of my ideas, both repertoire and promotion, are cop-
ied by local cultural institutions that carry out similar events, which then (when I
started) did nothing, absolutely nothing, in this regard. I also know that the realiza-
tion of musical events, similar to our proposals by local cultural institutions, usually
cost significantly more, although it does not really matter for decision-makers, who
financially support primarily their own cultural institutions, treating us like some
embarrassing necessity. Everything is justified by the necessity of practicing a specific
cultural policy and image for the city of Katowice. What is more, a lot of concerts
are for free, so people unwillingly pay for tickets even though they are quite cheap.”

KATARZYNA PRYC
KINO TEATR RIALTO

“I am the manager of a cinema theatre (old, stylish, elegant). Music is a part of our
activity. We try to combine film and music. We organise screenings of silent movies
with jazz groups. It gives film new life, the only possibility to show young people the
very old films - it creates cultural continuity.

We have very good conditions for organising concerts. The venue was built in 1913
so the acoustics are very good.

Our capacity is 260 seated, 440 standing. To rent, it’d be 600 zlotys per hour with
technical equipment. The cheapest ticket is 25 zlotys, but some are 180 zlotys. The
venue is subsidized by the voivodeship. It is common to do a 70/30 door deal. The bar
is an agent and the bar pays the rent every month. It’s a public/private partnership.

We run two cinema clubs. One is a film club for seniors. Before the screening, a
piano player performs beforehand, and he is paid. The ticket price is 6 zlotys. There’s
another one, women’s film club, where I invite musicians as well to be and be accom-
panied.

During summer we have a lot of outdoor events, so we don’t organise much. Our
activities are September to early June. We do 3 to 4 music events per month in the
8 months we do it. We also rent the venue to external promoters. We don’t program
according to genre. We try to do many genres and do it based on quality. Rialto is part
of the regional film institute of the voivodeship.

It’s only important that the band is good. It doesn’t matter where they are form.
It is important that the band is touring something or has a special project; mainly
artists from abroad. From time-to-time it happens from Silesia.”

What is lacking?

“Promotion is the biggest challenge. There are so many interesting artists present-
ing works and there are so many places presenting new things. Finding the audience
is difficult. The ways of promotion are still changing and it is difficult to keep up. To
promote an event, you need 30-40 people to get to an audience. The greatest task is
to communicate it and bring the audience to you.”



TOMEK SZABELSKI
PRESIDENT OF THE INICJATYWA ASSOCIATION, COORDINATOR OF RESEARCH, SO-
CIAL AND CULTURAL PROJECTS

What are you hoping to achieve?

“There are quite a few people who know this, but in December we’re organising
a congress of cultural managers in Katowice - 500 people from Poland and Europe.
There is a discussion session dedicated to music producers for events. 5 to 6 years
ago, we started talking about this, but we called it building a society across events.
Artist development theory and practice is developing here. Some people in Katowice
which are close to the association of cultural managers think that we need to look at
audience development more. In Katowice, there is a big strength here in our events.

I do believe that Katowice is one of the top 4 markets. There is a pride in people
in living in Katowice.”

What are the strengths?

“4 years ago, I started to organise the Jazz & Beyond festival after the cultural
centre stopped doing it. Now I do 11 concerts in 7 cities across the region.

You have the city subsidising international artists coming to festivals. It’s promo-
tion and it keeps the festivals alive, especially in parks and new places that can show
the placemaking side. There are a lot of events in the national orchestra.”

What is lacking?

“In Katowice, things are not well-prepared. Not everything is planned from a long-
term perspective. What I mean by this is that quick activity is not as clear and refined
as it could be, which can detract from the musical product. This is also true of the
city government and the process of communication. The process of communication
in Katowice is very hierarchical and when you get information you have to act very
quickly, because things are more ad-hoc when they shouldn’t be.

The culture in the city is so important to all of us, but we don’t have a lot of
people that are experienced in managing the politics of culture. It’s not personal,
it’s processed and systemic. The process of cultural management needs to be more
transparent. There needs to be more responsibilities in terms of communicating who
is responsible for what.

Culture is often treated as a promotional tool. It’s great that there are a lot of
things going on, but [there are] too many things. I don’t think the city politics are
seen to love the culture as much as they should. Maybe there should be more pub-
lic consultations. Maybe the city hall needs to have more town hall meetings, more
commonality and more networking across cultural practitioners (festival buyers) and
city hall people. There is a disconnect between the city hall and public. We need more
town hall meetings, consultations and working groups. There are no cultural specific
pathways to speak with the city hall. Two big issues are that the government needs to
be more involved with programmers and the public in culture, and the NGOs. There
needs to be an economic impact analysis done of festivals. Build a template for this.
Translation is also really important.

There is a problem here with ticketing. Is it often undervalued. One free gig leads
to customers wanting free tickets all the time. The value of live music is compromised,
and it’s a small market, so you often get tickets for free.

Katowice has too many music venues, in my opinion. There was a big research
done by the government of the voivodeship to analyse the culture needs of the citi-
zens of Silesia. 2500 people were surveyed, and there were 40 questions. It was de-
cided that there were too many events and people cannot decide where to go, because
people only have a certain amount of money. People save money for the 2 or 3 big
events per year, which takes away from the smaller events. That increases subsidy.
The festivals are too close to each other, which puts pressures on consumers. For
example, there are 4 jazz festivals. It can be argued that this is too many jazz festivals.
If there was one festival, it would be better. Tickets are either too cheap or free.”



INTERVIEWS - MUSICIANS

ALAN WYKPISZ

Alan is a successful double bass player in several jazz bands, one of which has been re-
leased through Sony Music Poland. Originally from Katowice, where he attended the mu-
sic academy, he moved to Krakow because of its solid infrastructure. “The scene is better
and there are better venues to play,” he says, citing the nightly concert opportunities and
chances for professional networking (he doesn’t collaborate with other genres and doesn’t
intend to do so). While he has been the recipient of funding, he did extensive research in
order to receive it. He says funding is not a problem.
Katowice has a way to go before it reaches that level of Krakow, but it is moving in the

right direction. Alan is happy to see the changes taking place.

KRZYSZTOF AND STANISLAW LASON

Both full-time professional musicians in a successful folk band, both studied at the
Katowice Music Academy and have been in the business for over 10 years. Stanislaw acts
as the band’s manager and booking agent. While they don’t live directly in the city, they
do believe it offers everything they would need and has many interesting developments
in place.

JAKUB AND IGA FEDAK

Both musicians, with Jakub working full time since last year and Iga balancing an addi-
tional part-time job, they work frequently with dance and children. They see Katowice’s
scene as high quality with a good community and opportunities to collaborate, such as
jazz fastivals. However, they desire professional partnership, such as labels, managers,
and agents, as they currently do most of this work themselves. They’ve had offers, such
as one based out of Krakow, but time and trust are big issues. Professionals should be
reliable points of reference for business and networking information.

Katowice struggles to support young, emerging artists in terms of venue availabili-
ty or showcase festivals, there is a lack of musical recognition in terms of local awards.
Funding is limited, attributing what funding they have received from their local council
to knowing someone ‘on the inside.” This lack of transparency means insider knowledge
is key to receiving funding.

MACIE)] GARBOWSKI

A contemporary classical musician from Katowice, Maciej works full time and has found
success operating primarily abroad through a Berlin based label. He finds his biggest
challenge is becoming heard outside of Poland and attracting attention, and thus wouldn’t
mind moving to London or Munich to focus his efforts.

Maciej would like to employ a manager, but the lack of professionals in the Polish in-
dustry makes this difficult. Instead, he has cultivated his business skills in the UK through
initiatives such as Take 5 Europe. He says funding requires extensive research and is not
easily available, although Places for Culture has given him the means for a new space,
where he intends to offer workshops and small performance opportunities for young
artists. It is expected to open in 2017.



PRZEMYStAW BOROWIECKI

Przemystaw Borowiecki has released almost 37 albums through various bands and pro-
jects, collaborating with artists from different genres. He came to Katowice to be inspired
by its aesthetics, which have changed over the past 5 years, and he has remained because
his family is now based here.

He is an active industry member with many connections, although he struggles to
survive due to his lack of promotion and selling expertise. He would like a manager to
help him, but these are unavailable in the area. He has also never received any funding,
although it would be useful for travel or for artist education on industry practices.

OVERALL POSITIVES

Katowice has great educational support in terms of contemporary classical and jazz music.
Those genres also have good venue and rehearsal abilities due to their connections with

the music academy. There are many noticeable initiatives in the area, and a fantastic fes-
tival scene to emphasize the quality in Katowice’s contemporary, jazz, classical, electronic,
and hip-hop musicians.

OVERALL CHALLENGES

There is a lack of opportunity in terms of venues and performance opportunities for
emerging artists, and little networking availability to build professional and artistic re-
lationships.

Music industry education is an important but lacking area, and could be helped
through workshops and coaching opportunities. The shortage of business professionals,
such as managers, labels and promoters, has been cited by many of our interviewees, and
is a greater Polish problem (not limited to Katowice specifically). Combined, this means
artists do not have access to resources for business-minded individuals. Funding transpar-
ency is an ongoing struggle, from research to allocation to application process, and many
personal connections are required in order to be successful. Limited networking opportu-
nities prevent trust among industry players, and most endeavors must be self-sustained.

Although Katowice has high rental rates, this does not seem to be an immediate prob-
lem as people don’t mind living in the suburbs and commuting.

Polish music, especially the rare pop outfit, does not have a particularly strong in-
ternational image, so export strategies should be focused on in order to improve oppor-
tunities.

7.2  Ethical Statement

In conducting this study and acting as a consultancy in the implementation of the pro-
posed Actions derived therefrom, Sound Diplomacy will act with respects to the best
interests and representation of Instytucja Kultury Katowice - The City of Gardens Cultural
Institution (IKKMO), the city of Katowice, and itself.

In keeping with our own advocacy of transparency, all decisions and actions will be
communicated to IKKMO before implemented, with the understanding that IKKMO has
entered into the venture on a voluntary basis.

All information collated herein will be confidential to involved parties and will not
be transferred between parties without their respective permissions, such as individual



survey respondents to IKKMO or the public, and report contents to the public (this is not
to be confused with the separate, published declaration of proposed actions recommend-
ed to be made publicly available).

Sound Diplomacy ensures that all information collected for the report is bespoke,
original, and will not be cited for future use without seeking the approval of IKKMO, as
this report is strictly applicable to the project for which it has been drafted.
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