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Summary:

From the data base SINE of INSEE which follows over five years a sample representative of the companies created in 1998 and by basing on an econometric study of the survival of the cultural companies which distinguishes between six sectors (Visual arts, Live arts, Heritage, Books Publishing, Audio-visual and Cultural products), we clarify two important results. Firstly, if the percentage of companies that disappear each year is identical for the cultural companies and the others, this percentage is not stable in the course of time and differs according to the sector considered. In the cultural field, the ‘craft’ risk is very strong during the first four years whereas the industrial risk becomes relatively significant once the first last years passed. Secondly, the rate of survival of the cultural companies is very sensitive to their geographical clustering. It is noted indeed that if a cultural company of a given type suffers from the proximity of a company of the same type (effect of competition), this same company will profit from the presence of other types of cultural companies (effect of synergy). This effect of synergy tends to exceed the effect of competition and to explain the productivity of the cultural clustering, whether they are qualified cultural pole of competitiveness or cultural district. 

1. Introduction :

According to many observers, the cultural companies present a certain number of specificities that confers certain fragility to them.  By specifying their impossibility or their difficulty of carrying out productivity gains, the law of Baumol seemed to throw a curse on the cultural companies by condemning them to wander between the fate of an economic deficit and that of an artistic deficit. In a case as in the other, this wandering condemned them to the non-sustainability, unless the public or private patrons do not bring the necessary funds. The explanation of the specificity of the cultural companies by the importance of the risks weighing on the cultural product, and from there, on the producer, led partly to the same result. However, the degree of exposure to the risk is certainly not the prerogative of the culture and the brittleness of the cultural companies is to be relativized when one passes from the pure artistic activities to cultural industries. It is indeed advisable to announce that the cultural concept of companies covers with increasingly varied types, going from the one of the artist isolated to the audio-visual major, from pure creation to the duplication of products. Moreover, it is advisable to specify the role that the various structures of management can have in the survival of the companies. Which is then exactly the difference between the cultural companies and the non-cultural companies? Which is the nature of evoked curse? Is it due well to the factors of the type of those announced above or does it return to other possible explanations? 

There exists, in fact, very few studies seeking to identify specificities of the cultural companies starting from a statistical and econometric analysis of the general behaviour of these companies. However this catch in consideration is essential for four reasons at least. Firstly, the efforts to stimulate cultural consumption by the means of subsidies or policies have meaning only if they are based on a sustainable system of offer, therefore sustainable cultural companies. Secondly, the growing development of cultural industries downstream from the production of works of art implies increasingly dense cultural corporate networks. Thirdly, the increasing share taken by the cultural goods in the world employment, GDP and trade implies the catch in the finest possible consideration within the competences of the offer of the cultural companies. Lastly, the positive expectations placed in the culture as new layer of employment suppose not only viable companies but their capacity to be developed.

To answer these questions, it is thus advisable to be interested in the genesis and survival of the cultural companies: How are born, live and disappear the cultural companies? Can one identify the sensitivity of the rates of survival of the cultural companies to the possible explanatory variables? These companies live they or not in manner grouped, in network or clusters, and are these regroupings factors of viability or not of these companies? 

From the data of the investigation SINE of INSEE which follows over five years a sample representative of the companies created in 1998 and by basing on an econometric study of the survival of the cultural companies which distinguishes the six sectors (Visual arts, Live arts, Heritage, Books Publishing, Audio-visual and Cultural products), we will clarify two important results: 

If the incidence rate (namely the number of companies having stopped their activity on the total number of working years measured for all the companies) of the cultural companies is similar to the other companies one, it is not stable over time and differs according to the sector considered. In the case of the artistic companies, the incidence rate is very high the first four years (17-18%) and very weak the two following years (4%). This decrease in the incidence rate is also noted for the live arts companies and those of Book publishing (with a width much weaker). On the other end, the audiovisual companies have a constant incidence rate in time (10,7%) and the companies dealing with cultural products have an incidence rate which increases after two years of existence. These results seem to indicate that, in the cultural field, the craft risk is very strong during the first four years while the industrial risk becomes relatively high after the first few years. 

The rate of survival of the cultural companies is very sensitive to their geographical grouping. It is noted indeed that if a cultural company of a given type suffers from the proximity of a company of the same type (effect of competition), this same company will profit from the presence of other types of cultural companies (effect of synergy). This synergy effect tends to exceed the competition effect and to explain the productivity of the cultural grouping, whether they are qualified cultural pole of competitiveness or cultural district. This significant result gives logical contents to a geographical concentration noted during these last years: the tendency to the space concentration even with the metropolization of a certain number of activities providing the culture.  

2. Cultural companies and Creative areas
The existing statistical systems make live arts, visual arts and heritage (with nuances as for the cinema) the heart of the cultural activities. One speaks often here about works of art rather than of cultural goods. Their production starts from motivations endogenous to the artistic field. It is thus not ensured to benefit from existing or even potential markets, making it possible to validate them from the economic point of view. This exposes them to a degree of high product risk. If we extend the scope of the analysis to cultural industries, the concept of reproducibility appears here in the foreground, and it results in relativizing the concept of risk inherent in artistic creation. The investments necessary to the production of these “ canned products”, the such discs or the books imply the preliminary identification of certain markets, to reduce uncertainty and risks. Moreover, the consumption of these products escapes any localization. The increasing importance of the cultural products (craft arts, fashion, design, digital images, etc) associating aesthetic value and utilitarian function, creates a new border. Culture intervenes here as a source of intermediary consumption, because the production of the relevant final goods mobilizes cultural resources. 

Whatever their sector, the cultural companies others are subjected to uncertainty and the risk, more than mainstream companies. “Nobody knows”: such could be the leitmotiv of the companies of cultural products facing the reception for products which never existed. Uncertainty is inherent in the artistic production, and an approximate image of this phenomenon can be found in the reference to the prototype. When a company intends to launch on the market a new product, it tries out the prototype of it before deciding on its launching in series. This production of the prototype involves costs, but they will be deadened on the series to come. In artistic matter, the prototype is at the same time the “final” product and the series, so that any error at this stage deprives the producer of expected profitability and prevents it from recovering the already supported costs. This diagnosis must be modulated according to the artistic type of production, but it never disappears. 

The risks of the product and the producer are inherent in the live arts where the best means of organizing itself will be then to rely on the elements the best known ones from the repertory. In visual arts, the risks are better supported when one lifespan lengthened of works makes it possible to expect progressive and cumulative successes where one encounters initially difficulties or even failures. The recognition of the quality of a work of art and its economic valorization can indeed require much time. The most spectacular illustration of the risks of the product and the producer remains however that of the cinema. The risk of the product is explained to it by three elements. Each film is in oneself a prototype whose costs are not controlled. The cycle production / preparation can extend over several years, which is not very compatible with the forecast of a volatile and unstable demand. Lastly, the competing universe is not easily appreciable. The risk of the producer rises from the risk of the product, and results in an insufficiency of the receipts vis-a-vis the supported costs. But can one affirm that cultural products such as the video games or the fashion are exposed to the same risk whereas their markets are better perceptible or broader? They remain exposed with uncertainty on the reception of public, but especially with the appearance of other cultural products this time competitors. A first reason comes obviously from the copies. One second reason comes from the globalisation of the cultural markets, in particular via the Internet which imposes a competition in real time. 

The producers must thus reduce at the same time the risk of the product and the risk of the producer. Several devices will then be used: Seeking the best possible adequacy between a product and its potential public; Transferring the risks on the artists; Draining the consumer's surplus by creating associations and taking contributions; Lastly, modifying its productive organization. When a company needs to produce new goods or services, it has the choice between producing them in-house or buying them on the market. When the company chooses to resort to the market, of the costs of transaction exist and the company seeks methods of co-operation then minimizing them, such membership of the same network or the same cluster. This choice between the network or the district can be explained then by the degree of uncertainty which weighs on its own production ( Knight, 1921). When uncertainty is limited and that one can work with a stable corporate network, the companies may find it beneficial to weave it. Its operation reinforces the confidence and the capacity of each one of its members to satisfy under the best possible conditions their requests. This capital of confidence accumulated becomes such that no partner may find it beneficial to leave the group or to be excluded from it, which would be the case if it adopted opportunist behaviours with the detriment of the others .The networks of museums super-stars which are organized to produce their temporary exposures jointly illustrate such a situation. When uncertainty is strong (it cannot be reduced by an accumulation of information), for example when the tastes of the consumers can change suddenly, the formula of the geographical proximity becomes more relevant than that of the network. The networks are not powerful any more because nothing makes it possible to think that the partners of the same network can face radical changes. On the other hand, the geographic proximity can offer mobilizable weak bonds from day to day, to face unforeseen changes ( Granovetter, 1973). It is the case of the studios of cinemas or the workshops of applied art. 

This quite naturally brings to wonder about the bond between the cultural product and the creative geographical area. Three factors contribute to explain the force of the bonds which can exist between a territory and a type of cultural product, and consequently to make quality of a territorial organization an element of sustainability of the development of the cultural products. 
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The first is the tendency to the geographical regrouping of the producers, the artists and other workers. From the moment when the artists will have to frequently pass from a company to another, they may find it beneficial to settle near the principal clients. In opposite direction, the producers who must frequently change competences and talents may find it beneficial to them-also to settle near the artists. It results a tendency to agglomeration from it from the actors of the cultural production whose Hollywood (or today Bollywood) is the best possible illustrations. 
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The second resides in the nature of the risks characterizing the cultural activity. New essentially, the cultural products are exposed to uncertainty on the reception of public and to the appearance of other cultural products itself unforeseeable. No doubt the producers endeavor to reduce this uncertainty while investing in the knowledge of the tastes or while trying to renew old successes under cover of the innovation. But these risks remain at the base of the cultural activity and comes to reinforce the logic of projects being connected the ones with the others, so that a cultural product can alone to amortize the losses consolidated of several of them. The fact of working in network with distant partners is not enough any more because the true stake and of being able to change productive combinations very quickly, and, if necessary, commercial relays. Maskell and Lorenzen thus showed that in the case of the pop music, where there is a great uncertainty on the tastes and the state of the request, one attends a strong territorial concentration of the activities of composition, of recording and of edition whereas in the case of the industry of the furnishing where the evolution of demand is less unforeseeable logics of networks override that of cluster ( Maskell & Lorenzen, 2004). They explain this uncertainty by the several factors: one very short lifespan of CD; uncertainties very high on the tastes of the public and the reception of the product; variety of the partners to join together to set up a new product, ones being occasional and others more stable. The partners must then change permanently, from where the interest to place itself where the visibility of the unit is the best. Thus can one at the same time profit of more than information, reduce the costs of transaction, and accumulate social confidence. That they are the schools of music or the academies, of the studios of recording, necessary qualified work, only the important cities are likely to offer them.

[image: image3.png]



The third, and most subtle, resides in the force of the traditions which can accumulate on a specific geographical space and which thus confer to him a true intangible capital for the production of such products. A cultural product returns under specific conditions of production, and it changes nature according to the factors of production, tangible and intangible, and their combinations. Their production is thus not indifferent to the nature of their environment, and the localization then seems a determinant of such products. This idiosyncratic character can be more or less present. The work of art corresponds to the very nature of an idiosyncratic product. Other goods are it with a less degree, such as the multiples or the copies. On the other hand, this character relates only to certain components of the good in the case of cultural industries. For their part, creative industries produce at their beginning goods idiosyncratic, free so that the nature of these goods and the structures which produce them evolves to standardization and industrialization. 

The proximity then becomes an asset for all those companies which contribute producing cultural products. Their producers can profit from non-monetary exchanges (or some monetary times), which enable them to permanently adjust their know-how and their knowledge. Those that work within cultural organizations know that contours of such organizations will change according to the nature of the projects. They then may find it beneficial to remain near the clients because they will have quickly to change organization. Lastly, the marketing of cultural works, which always posed problems with their producers, gains with the coordination of the means through specific networks. In a certain manner, the need for spatial proximity is all the more important as the contents intangible and idiosyncratic of the goods are reinforced, which corresponds to the case of the cultural goods. The characteristics of the cultural product, namely the permanent modification of the production and the treatment of uncertainty, thus find suggestions for solution in their territorial regrouping. The “cultural cluster” appears then as a place of proximity which uses at the same time the levers of exogenous and endogenous growth:
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Exogenous growth insofar as it seeks to satisfy external requests, even when these requests move to come to use the cultural goods on the spot as it is the case of the museums or the festivals. 
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Endogenous growth insofar as the proximity of the “actors” makes it possible to imagine and carry out new products, which one hopes that they will cause a request, once exposed. 

3. Companies of the data base “Information system on New Companies ( SINE)”
Statistical Data Base SINE of INSEE is a permanent system of observation of the companies lately created. It aims to follow a generation of companies during five years. A generation corresponds to the companies born the same year. The device began in 1994 and the follow-up of the second generation of creation which interests us at present was launched in 1998. It relates to creations and resumptions of first half of the year of the year 1998. These companies were surveyed for the first time in September 1998, then in September 2001 and September 2003. The initial sample includes approximately 30,000 companies. It corresponds to 30% of creations observed this first half of the year there in France. 

This data base aims at studying in a permanent and regular way the birth and the life of the young companies around central topics such as: profile of the creator and his company; conditions of creation and the recovery; encountered difficulties; impact of the creation on employment; the development during first years of existence. 

The sample design was built in order to ensure a regional representation of creations. The two other criteria of stratification of the sample are the origin of creation (pure or purchase) as well as the branch of industry gathered in 9 stations. On the whole, the sample design includes/understands 468 layers crossing 26 geographical levels, two types of creations and 9 regroupings of activity. The rate of survey is approximately 30% but in order to optimise sampling, each layer was submitted to a weighting different according to dispersion from the variable of interest, here the rate of survival at five years. The more the companies within the same layer have a rate of survival considered close, the more the sample selected will be small for a low number of companies will be sufficient to represent the whole of the population. The affected weight with each company of the sample corresponds to the number of companies that each company of the sample in the results of the investigation will represent. This stratification obliges us to retain an indicator of the concentration of the geographical areas according to various activities' which is of regional level. Any lower level indicator would not be valid because of absence of information on the precise localization of the not surveyed companies.

We will show the characteristics of the cultural companies lately created by taking care on the one hand to compare them with the other companies and on the other hand to specify the differences existing between the six various sectors of cultural companies which we delimited. 

The origin of creation
A creation of company can come alternatively from a pure creation, an acquisition, or a transmission. Taking into account dimensions of creativity of the cultural activities, one can expect that the purchases or takeovers are in this field very few and transmission rather less frequent than elsewhere. Table 1 makes it possible, indeed, to stress the importance of pure creations and the weakness of the purchases in the cultural field compared to the other companies. 88,74% of the new cultural companies are creations ex nihilo whereas pure creations account for only 74,84% of the mainstream new companies. If one considers the differences within the cultural companies, one sees appearing an opposition between the structures of the craft type, often individual, and the industrial structures. The sector of the visual arts results for more than 95% of creation and only the recoveries in the sectors such as book or other cultural industries and of the creativity come to moderate this type of diagnosis. 

Table 1 - Origins of creation

	
	Mainstream companies
	Cultural COMPANIES
	TOTAL

	Creation
	74,84
	88,74
	75,29

	Acquisition
	21,50
	8,12
	21,06

	Transmissions
	3,67
	3,14
	3,35

	Weighted Number of jobs
	85 538
	2 972
	88 510


Pearson chi2 (2) = 298.6243   Pr = 0.000
	
	Visual Arts
	Live Arts
	Heritage
	Books 
	  Cultural

Industries
	Cultural products
	Total

	Creation
	95,36%
	88,03%
	79,31%
	88,70%
	84,76%
	85,40%
	88,74%

	Acquisition 
	3,77%
	10,36%
	20,69%
	8,09%
	10, 00%
	9,80%
	8,12%

	Transmission
	0,87%
	1,62%
	0,00%
	3,21%
	5,24% 
	4,79%
	3,14%

	Wd Nr of jobs
	689
	309
	29
	655
	630
	459
	2.771


Taking into account the importance of creations, one must wonder which motivation can be at the origin of the new company. Five of them were tested (Table 2): the taste to enterprise, the existence of an opportunity, the “pressure” of the entourage, the constraint due to the lack of employment, the existence of a new idea. Quite surprisingly, the taste to undertake is less strong for the cultural companies than for the others (47,77% against 49,19%). Undoubtedly is necessary it to make the share here between the will to create for artistic reason and the taste to take risk, which brings back us here to the debate between logic of endogenous development and logic of exogenous development. In any event, that underlines the fact that the cultural companies are created relatively less in one development prospect economic that the others. The sample of the cultural companies consolidates enough this interpretation. The cultural sector where the taste to undertake is strongest is the sector of the cultural products which corresponds to a marked craft fabric and which exceeds the proportion of the taste to undertake in the general sample. Heritage is also rather characterized by a strong taste to undertake, undoubtedly because today it is advisable to organize a whole series of services around the very conservation of heritage, and may be also because the risks are low there. In the traditional sectors, one notes a substantial difference between arts where the taste to undertake has little place and the alive spectacle where it is, on the contrary, rather extremely. 

The creation of a totally new cultural enterprise opportunity is more frequent than the purchase of an existing one (49,39% against 46,77% ). This result is logical since a cultural project fits with the slow maturation of ideas more than with the exploitation of a niche which appeared on the market. By distinguishing the various sectors, one notices that the sector of arts answers more to ‘vocation’ than to ‘opportunity’ whereas cultural industries correspond rather well to the assumption of ‘opportunity’ (undoubtedly the possibility of opportunity through the purchase of a enterprise or its transmission). More surprising is here the value of the Heritage sector, although it is necessary however to take account here of the weakness of the sample.

People without employment create more often than the others are cultural enterprises (34,05% against 29,55%). This may be explained by the fact that the renewals of activity after voluntary interruption are rather frequent in the cultural field.

Lastly, concerning the cultural enterprises, one expects that the motivation related to the new idea plays a central part. For 21,13% of the cultural enterprises, creation rests on the will to apply a new idea whereas this spring plays only for 13,98% for the other enterprises. The new idea prevails in the field of the Heritage what is very logical, the monuments or collections being a priori original. More surprising, the new idea is relatively weak in the field of art: one can undoubtedly explain that by saying that for painters or sculptors a work is located in the prolongation of a movement and then the concept of innovation would be either banal or inoperative.

Table 2 -  Reasons for creation:

A - According to the taste to enterprise

	Pearson chi2 (1) =   6.7174   

Pr = 0.010
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	49,19
	46,77
	49,11

	Not
	50,81
	53,23
	50,89

	(Balanced Manpower)
	85 538
	2 972
	88 510


	Pearson chi2 (5) = 46.9029   Pr = 0.000
	Visual art
	Live art
	Heritage.
	Books
	Audiov.
	Cultural product
	TOTAL

	Yes
	39,09
	56,92
	66,67
	46,86
	45,38
	53,65
	46,77

	Not
	60,91
	43,08
	33,33
	53,14
	54,62
	46,35
	53,23

	(Balanced Manpower)
	816
	325
	30
	685
	650
	466
	2.972


B – Opportunity

	Pearson chi2 (1) =   42.0814
Pr = 0.00
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	30,35
	24,80
	30,17

	Not
	69,65
	75,20
	69,83

	(Balanced Manpower)
	85 538
	2 972
	88 510

	
	
	
	

	Pearson chi2 (5) = 51.0990   Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	TOTAL

	Yes
	17,52
	25,54
	30,00
	29,64
	31,23
	20,60
	24,80

	Not
	82,48
	74,46
	70,00
	70,36
	68,77
	79,40
	75,20

	Weighted Nb. Of Jobs
	816
	325
	30
	685
	650
	466
	2.972


C - The former absence of employment 

	Pearson chi2 (1) = 27.8322   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	29,55
	34,05
	29,70

	Not
	70,45
	65,95
	70,30

	Weighted Nb. Of Jobs
	85 538
	2 972
	88 510


	Pearson chi2 (5) = 62.0775   Pr = 0.000
	Visual art
	Live arts
	Heritage.
	Books
	Audiov.
	Cultural product
	TOTAL

	Yes
	43,01
	23,69
	10,00
	31,39
	29,69
	37,12
	34,05

	Not
	56,99
	76,31
	90,00
	68,61
	70,31
	62,88
	65,95

	Weighted Nb. Of Jobs
	816
	325
	30
	685
	650
	466
	2.972


D- The existence of a new idea 

	Pearson chi2 (1) = 120.2152   

Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	13,98
	21,13
	14,22

	Not
	86,02
	78,87
	85,78

	Weighted Nb. Of Jobs
	85 538
	2 972
	88 510


	Pearson chi2 (5) = 42.4926   Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	TOTAL

	Not
	83,21
	78,46
	46,67
	73,28
	79,23
	81,33
	78,87

	Yes
	16,79
	21,54
	53,33
	26,72
	20,77
	18,67
	21,13

	Weighted Nb. Of Jobs
	816
	325
	30
	685
	650
	466
	2.972


 Socio-economic characteristics of the creator
Considering Table 3, new cultural creators are more female than the mainstream average, which does not prevent the proportion of the women from being there definitely lower than that of the men. Indeed, a enterprise on three only is created by a woman against 29,5% on average. The fact that there are many one-person enterprises as the relatively high level of qualification of the creators of cultural enterprises can explain this result. The women represent almost half of the creators of enterprises in the field of arts, i.e. primarily in the fields of painting, sculpture and of the visual arts. They are comparatively numerous in the fields of the cultural products where prevail of the trades of art. 

Table 3 - The Genre of the creator

	Pearson chi2 (1) = 22.7136   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Man
	70,67
	66,54
	70,53

	Woman
	29,33
	33,46
	29,47

	Weighted Nb. Of Jobs
	81 446
	2 863
	84 309


	Pearson chi2 (1) = 22.7136   Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	Means

	Women
	46,32
	29,15
	24,14
	24,03
	26,99
	36,56
	33,46

	Men
	53,68
	70,85
	75,86
	75,97
	73,01
	63,44
	66,54

	Weighted Nb. Of Jobs
	801
	319
	29
	645
	615
	454
	2.863


Concerning the nationality of the creator, one is here in the presence of a result enough surprising. Whereas cultural employment is a very open employment and that the presence of foreign people is frequent there, the sector of the Heritage where the weight of the civil servants is important excepted, one notes a proportion of foreign creators definitely lower than for the mainstream: 6,58% against 9,02% (Table 4). Moreover, the same characteristic is found fir creators coming from the European Union or the rest of the world. This characteristic is rather difficult to explain facing private enterprises, with lucrative goal or not, if not public enterprises. The weight of the French actors in the field of the Heritage is logically explained, because of the Museum regulation. This French concentration is even stronger in the field of arts than in the average, whereas this concentration is relatively weakened in the Live Arts. The more one approaches the industrial sectors, the more the share from abroad tends to rise. The differences between creators coming from the European Union and creators coming from the rest of the world is less strong than one could have expected. It turns in particular to the profit of the rest of the world in the field of the Live Arts. 

Table 4 - The nationality of the creator

	Pearson chi2 (2) = 35.5638   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	France
	90,08
	93,02
	90,18

	European union
	4,17
	3,85
	4,16

	Other
	5,75
	3,13
	5,66

	Weighted Nb. Of Jobs
	78 961
	2 752
	81 713


	Pearson Chi2 (10) = 35.3972   Pr=0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	TOTAL

	France
	94,53
	90,06
	100
	93,44
	93,44
	91,07
	93,02

	Union or
	3,65
	2,88
	0
	2,97
	3,61
	6,70
	3,85

	Remain Mo.
	1,82
	7,05
	0
	3,59
	2,95
	2,23
	3,13

	(Weighted Nb. Of Jobs
	713
	312
	29
	640
	610
	448
	2.752


Young people from 25 to 34 years more frequently create the cultural enterprises than other enterprises (Table 5). After 35 years, this ratio is reversed in a clear way. This result is not unexpected because one can in general find here a phenomenon already noted in the analyses of cultural employment. Firstly, it is a generally young employment, but not always as young person as one could expect because there are important queues at the entry so that the recognition is not frequent before the age of twenty five years. Secondly, the fact that remunerations are there in general, with equal qualification, lower than they are in the mainstream leads a certain number of people to give up such employment: the family loads become too important for maintaining standard of living, buying an accommodation, etc. The investigations on  the musicians to the United Kingdom are very clear. The examination of the various cultural sectors makes it possible to specify this interpretation. It is in the sectors of visual art and the live arts that one finds the youngest creators. From 35 years, creations decrease in the traditional sectors of the culture (visual art, live art) whereas they continue significantly in the sectors of cultural industries type.

Table 5 - The age of the creator

	Pearson chi2 (6) = 55.6465   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	< 25 years
	7,99
	7,85
	7,98

	25-29 years
	18,16
	23,25
	18,33

	30-34 years.
	19,26
	19,85
	19,28

	35-39 years
	16,49
	14,69
	16,43

	40-44 years
	13,24
	11,50
	13,18

	45-49 years
	11,65
	10,69
	11,61

	50 years +
	13,21
	12,17
	13,18

	Weighted Nb. Of Jobs
	81 399
	2.852
	84 251


	
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	TOTAL

	< 25 years
	7,97
	16,30
	34,48
	6,05
	4,23
	7,49
	7,85

	25-29 years
	27,22
	20,69
	10,34
	24,19
	24,39
	16,08
	23,25

	30-34 years.
	17,72
	21,94
	10,34
	20,16
	21,14
	20,48
	19,85

	35-39 years
	12,91
	13,17
	31,03
	15,04
	12,68
	20,04
	14,69

	40-44 years
	12,28
	11,91
	3,45
	9,30
	13,66
	10,57
	11,50

	45-49 years
	9,11
	7,21
	0
	13,18
	10,89
	12,78
	10,69

	50 years +
	12,78
	8,78
	10,34
	12,09
	13,01
	12,56
	12,17

	Weighted Nb. Of Jobs
	790
	319
	29
	645
	615
	454
	2.852


The table 6 shows that rather people having high qualification create cultural enterprises. This result corresponds rather well to the assumptions traditionally carried out in the cultural field according to which, some artists put aside (for example ballet dancers), people who wish to assume cultural activities have a thorough basic training, either general or artistic. The distinction of the cultural enterprises makes it possible to specify this general conclusion. The weakest qualifications are represented better in the traditional sectors of the culture, such visual and live arts. The strongest qualifications correspond a little better to cultural industries. The Heritage and the Books are characterized by reinforced qualifications.

Table 6 - The level of qualification of the creator

	Pearson chi2 (5) = 140.7270   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Without diploma
	16,77
	12,19
	16,62

	CEP/BEPC
	13,37
	12,02
	13,33

	CAP/BEP.
	26,17
	22,72
	26,06

	Bac
	17,19
	20,70
	17,30

	Bac +2
	13,17
	18,93
	13,36

	Bac +3 and more
	13,33
	13,44
	13,33

	Weighted Nb. Of Jobs
	82 226
	2 879
	85 105


	Pearson chi2 (5) = 140.7270   Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	Means

	Without diploma
	18,38
	15,67
	3,33
	11,21
	4,51
	11,45
	12,19

	CEP/BEPC
	9,20
	14,73
	10,00
	9,68
	13,53
	16,52
	12,02

	CAP/BEP.
	18,53
	29,78
	10,00
	18,43
	15,94
	41,41
	22,76

	Bac
	17,29
	18,50
	33,33
	20,12
	29,31
	16,52
	20,70

	Bac
	20,15
	14,42
	33,33
	18,89
	27,70
	7,05
	18,93

	Bac +3 and more
	16,54
	6,90
	10,00
	21,66
	9,02
	7,05
	13,44

	Weighted Nb. Of Jobs
	804
	319
	30
	651
	621
	454
	2.879


The implementation of the entrepreneurship
A person alone create more often enterprise than several joint people (47,24% against 42,13%) (Table 7). This result hardly corresponds to the emergence of the cultural projects, which, except for the visual artists, are in general the result of collective and discussed projects, even if only one of the members of the team seems to appear as the creator. The specific sample of the cultural enterprises makes it possible to specify these first conclusions. The sector of arts is dominated (nearly two thirds) by creations by a person alone. The sector of the live arts on the other hand knows a more frequent number of plural creations, which is in conformity with the results expected here. Heritage is enough surprising insofar as creations that are carried out there rest directly or indirectly on rather strong engagements of the central and local governments.

Table 7- The number of creators

	Pearson chi2 (1) = 30.7272   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Only
	42,13
	47,24
	43,30

	Several
	57,87
	52,76
	57,70

	Weighted Nb. Of Jobs
	85 538
	2 972
	88 510


	Pearson chi 2 (5) = 149.9144    Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	TOTAL

	Only
	64,83
	40,31
	63,33
	43,21
	38,00
	39,06
	47,24

	Several
	35,17
	59,69
	36,67
	56,79
	62,00
	60,94
	52,76

	Weighted Nb. Of Jobs
	529
	131
	19
	296
	247
	182
	1.404


According to Table 8, projects are less often undertaken there with the assistance of a conjoint than in the mainstream economy (16,18% against 23,09%). This presence of the conjoint on the other hand will become again significant in certain sectors such visual arts.

Table 8 - The participation of the conjoint

	Pearson chi2 (1) = 77.7537   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	23,09
	16,18
	20,23

	Not
	76,91
	83,82
	77,14

	Weighted Nb. Of Jobs
	88 538
	2 972
	88 510


	Pearson chi 2 (5) = 128.7290    Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	Total

	Not
	92,40
	86,15
	86,67
	84,53
	82,00
	68,45
	83,82

	Yes
	7,60
	13,85
	13,33
	15,47
	18,00
	31,55
	16,18

	Weighted Nb. Of Jobs
	816
	325
	30
	685
	650
	466
	2.972


If one considers the intervention of an organization for supporting the installation (table 9), one notes that the percentage of new cultural enterprises is higher than the average one (10,23% against 7,73%). If one considers the specific sample of the cultural enterprises, two elements deserve to be underlined. The traditional sectors of visual and live arts hardly mobilize the organizations of support, contrary to the Heritage one (in fact it is here probably explained by the important supervision aspect). The sector of the cultural products is more mobilizing support organizations than other cultural industries, which consolidates here its ‘craft or small size’ dimension with the possibility of mobilizing centralized or decentralized networks in their environment.

Table 9 - The participation of support organization 

	Pearson chi2 (1) = 24.9791   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	7,73
	10,23
	7,81

	Not
	92,27
	89,77
	92,19

	Weighted Nb. Of Jobs
	85538
	2 972
	88 510


	Pearson chi 2 (5) = 44.1615    Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	total

	Yes
	93,26
	90,15
	76,67
	91,24
	89,38
	82,62
	89,77

	Not
	6,74
	9,85
	23,33
	8,76
	10,62
	17,38
	10,23

	Weighted Nb. Of Jobs
	816
	325
	30
	685
	650
	466
	2.972


Financial means of the new enterprise
Concerning financial means, several questions make it possible to screen the possible differences in behaviour between the cultural enterprises and the others. Are the starting needs for the cultural enterprises more or less important that those of the other enterprises? Do their original owned resources allow them to find the answer to this problem? Which is the respective attitude with respect to the banking loans? Which is the role of the public subsidies and the State aid?

Table 10 shows that the needs for the cultural enterprises are in relatively lower than those of the mainstream enterprises. In the seven sections of possible amounts corresponding to the starting needs, the proportion of the cultural enterprises is higher for all the sections lower than 7,000 euros. That does not mean that these amounts are satisfactory, but they look rather weak. That may create a problem: the difficulty in making grow the enterprise in a second time, this difficulty being anchored in the weakness of the initial resources. It is advisable moreover not to be mistaken on this weakness, which may be rather fictitious. In the cultural domain, one important part of the required initial resources is an intangible capital built-in in the very creators. 

If one considers the sample of the various cultural sectors, the following reports can be made. The sector of the visual arts is that which seems to have financial basic needs the least important, since nearly three quarters of the new enterprises are starting with financial resources lower than 3750 €. Heritage is the sector which requires the most significant funds to create a new activity. Cultural industries have important needs for starting. Within these industries, the sector of the cultural products is undoubtedly that which expresses the lowest needs for financing, probably because of its ‘craft or small size’ nature.

Table 10 - The amount of the financial needs 

	Pearson chi2 (6) = 208.7828   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural enterprises

	< 1500 €
	16,37
	24,81

	From 1500 to 3750 €
	11,21
	12,84

	From 3750 to 7000 €
	9,48
	11,22

	From 7000 to 15000 €
	32,96
	29,38

	From 15000 to 37500 €
	14,78
	11,51

	From 37500 to 70000 €
	7,74
	5,14

	More than 70000 €
	7,47
	5,10

	Weighted Nb. Of Jobs
	82.232
	2.842


	Pearson chi2 (30) = 803.5254   Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	AudioV
	Cultural product
	total

	< 1500 €
	52,35
	23,27
	0
	13,35
	12,52
	18,04
	24,81

	From 1500 to 3750 €
	20,78
	10,06
	0
	8,16
	7,20
	17,83
	12,84

	From 3750 to 7000 €
	11,22
	12,26
	13,79
	13,06
	6,57
	14,13
	11,22

	From 7000 to 15000 €
	9,83
	38,16
	20,69
	37,39
	41,78
	26,96
	29,38

	From 15000 to 37500 €
	1,94
	11,32
	10,34
	14,09
	17,84
	14,13
	11,51

	From 37500 to 70000 €
	3,05
	3,14
	10,34
	5,49
	8,92
	3,70
	5,14

	More than 70000 €
	0,83
	3,77
	44,83
	8,46
	5,16
	5,22
	5,10

	Weighted Nb. Of Jobs
	722
	318
	29
	674
	639
	460
	2.842


Vis-à-vis these financial needs, the cultural enterprises strongly use personal resources. 66,55% of the enterprises created in the cultural field are created with personal resources against 60,70% on average (table 11). Several reasons can explain this statement: the weakness of the needs, but also the fact that the essence of the funded capital is often an immaterial capital incorporated in the creator himself. The specific sample of the cultural enterprises specifies this diagnosis. The sector of the live arts is that where the share of the personal contribution is the most important, which can be paralleled with the high degree of risk in this field. But in the visual arts the share of the personal resources is not as strong as one could expect. The weakness of the Heritage can be explained by the fact that creations are here very often of institutional type, which makes less determinant the role of the personal contributions.

Table 11 - The use of private means 

	Pearson chi2 (1) = 44.2284   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	60,49
	66,55
	60,70

	Not
	39,51
	33,45
	39,30

	Weighted Nb. Of Jobs
	85538
	2 972
	88 510


	Pearson chi2 (1) = 44.2284   Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	total

	Yes
	39,46
	26,46
	70,00
	30,22
	31,69
	32,62
	33,45

	Not
	60,54
	73,54
	30
	69,78
	68,31
	67,38
	66,55

	(Balanced Manpower)
	816
	325
	30
	685
	650
	466
	2.972


The demand for loans, banking or not, is relatively not frequent during the creation of cultural enterprises (Table 12). Only 19,28% of the cultural enterprises created used these loans whereas this proportion amounts to 27,18% for the other enterprises. Cultural industries borrow more frequently than the other cultural enterprises but, except for book publishing, they do not borrow more than the average of the other enterprises. The traditional sectors borrow little. 

Table 12 - The mobilization of  banking loan 

	Pearson chi2 (1) = 97.0714   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	27,46
	19,28
	27,18

	Not
	72,54
	80,72
	72,82

	Weighted Nb. Of Jobs
	85538
	2 972
	88 510


	Pearson chi2 (5) = 111.5765   Pr = 0.000 
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	total

	Yes
	8,09
	19,69
	43,33
	20,44
	24,62
	27,90
	19,28

	Not
	91,91
	80,31
	56,67
	79,56
	75,38
	72,10
	80,72

	Weighted Nb. Of Jobs
	816
	325
	30
	685
	650
	466
	2.972


This movement is partly compensated by the recourse to non banking loans, for example loans from financial organizations specialized or acting in the field of the micro credit. The percentage of cultural enterprise resorting to the non banking loans is 10,53% against 9,12% in the other sectors (Table 13). 

The specific sample of the cultural sectors underlines the following elements. Heritage and Arts are slightly consumers of this type of credit.. Audio-visual is a strong consumer for funds specialized in this field. Cultural products are it also: This is probably due to the existence of many publicly supported networks in this field. 

Table 13 – The use of  the non banking loan 

	Pearson chi2 (1) =   6.9106 Pr = 0.009
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	9,12
	10,53
	9,16

	Not
	90,88
	89,47
	90,84

	Weighted Nb. Of Jobs
	85538
	2 972
	88 510


	Pearson chi2 (5) = 34.6980   Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	total

	Yes
	6,37
	15,69
	0
	9,78
	12,31
	13,52
	10,53

	Not
	93,63
	84,31
	100
	90,22
	87,69
	86,48
	89,47

	Weighted Nb. Of Jobs
	816
	325
	30
	685
	650
	466
	2.972


Due to these weaknesses of personal capital or loans banking, important subsidies should be mobilised. 3,70% of the cultural enterprises is created using the public subsidies against a national average of 1,96% (table 14). One can of course be surprised by this relative weakness in a field which subsidies are frequent: But it is here only subsidies for starting than for current exploitation or specific investment, which hold a considerable role in the cultural field. The specific sample of the cultural sectors underlines the following elements. Visual arts and audio-visual do not mobilize these subsidies so much. Heritage and cultural products are relatively more mobilizing of such subsidies for various reasons. Heritage mobilizes the subsidies of the public networks which ensure their supervision of even their management; cultural products mobilize the subsidies on behalf of the initial aid organized for ‘craft or small size’ enterprises.

Table 14 - The recourse to the subsidies

	Pearson chi2 (1) = 43.9925   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	1,96
	3,70
	2,02

	Not
	98,04
	96,30
	97,98

	Weighted Nb. Of Jobs
	85538
	2 972
	88 510


	Pearson chi2 (5) = 17.7306   Pr = 0.003
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	total

	Yes
	2,33
	4,00
	10,00
	4,38
	2,62
	6,01
	3,70

	Not
	97,67
	96,00
	90,00
	95,62
	97,38
	92,99
	96,30

	Weighted Nb. Of Jobs
	816
	325
	30
	685
	650
	466
	2.972


If one considers the government aid (table 15), one notes that 32,47% of the enterprises lately created in the field of the culture profit from government aid whereas only 27,12% of the other enterprises profit from it. The enterprises profiting the most from government aid are cultural products (47%). This stresses the importance of the assistance to the craft industry in particular on behalf of the local authorities.

Table 15 - Government aid 

	Pearson chi2 (1) = 41.4349   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	27,12
	32,47
	27,30

	Not
	72,88
	67,53
	72,70

	Weighted Nb. Of Jobs
	85538
	2 972
	88 510


	Pearson chi2 (5) = 73.7888   Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	total

	Yes
	29,29
	20,92
	23,33
	30,66
	33,85
	47,42
	32,47

	Not
	70,71
	79,08
	76,67
	69,34
	66,15
	52,58
	67,53

	Weighted Nb. Of Jobs
	816
	325
	30
	685
	650
	466
	2.972


The nature of the markets
Nearly two thirds of the creators of new enterprises did not make preliminary studies to know or check their potential markets (Table 16). There are not however significant differences between the cultural enterprises and the others. In fact it is even surprising that the proportion of the creators of cultural enterprises making preliminary studies is almost the same one as the others, since their endogenous logic leads them to define their products starting from the logic of the artistic creativity than to look for pre existing possible markets. In general, the study shows that cultural enterprises are less concerned of their market than the others. If one considers the specific sample of the cultural enterprises, there is few market research in the traditional sectors of the culture whereas more than one enterprise out of three carries out some in the fields of cultural industry. An exceptionally high proportion of preliminary studies characterizes Heritage, although one can wonder here about which study it is.

Table - The 16 presence of preliminary market research

	Pearson chi2 (1) =   0.7824   Pr = 0.376
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Yes
	32,85
	32,05
	

	Not
	67,15
	67,95
	

	Weighted Nb. Of Jobs
	82 127
	2 836
	


	Pearson chi 2 (10) = 39.2253    Pr = 0.00
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	total

	Yes
	20,39
	24,84
	65,52
	38,43
	36,15
	38,04
	32, 05

	Not
	22,30
	21,15
	20,69
	25,16
	24,75
	24,11
	23,66

	Weighted Nb. Of Jobs
	716
	318
	29
	674
	639
	460
	2.836


Table 17 shows us that cultural enterprises intervene on markets less competing than the mainstream ones (72,94% against 81,05%). Since the principal spring of artistic creation is to set up new products, lowly substitutable each other, they seem to keep safe from competition. If one considers the various cultural sectors, Heritage where substitutability between products is low is subjected rather little to competition. It seems the same for the sector of visual arts where the concept of new product remains the guiding principle. Cultural industries are exposed obviously much more to competition. Live arts are also strongly exposed to competition contrary to the other traditional cultural sectors. As leisure activity if not as cultural activity, live arts may be exposed to a potentially strong competition.

Table 17 - The exposure to competition 

	Pearson chi2 (1) = 115.0934   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Not very exposed
	18,95
	27,06
	19,23

	Exposed 
	81,05
	72,94
	80,77

	(Weighted Nb. Of Jobs
	80 116
	2 812
	82 928


	Pearson chi2 (5) = 19.4970   Pr = 0.002
	Visual art
	Live arts.
	Heritage
	Books
	Audiov.
	Cultural product
	total

	Weak
	29,53
	24,68
	53,33
	28,68
	25,40
	22,84
	27,06

	Strong
	70,47
	75,52
	46,67
	71,36
	74,60
	77,16
	72,94

	Weighted Nb. Of Jobs
	745
	316
	30
	652
	618
	451
	2.812


The cultural enterprises have relatively less customers, at the beginning, than the non-cultural enterprises. 43,91% of the cultural enterprises have less than 10 customers against 29,71% of the other enterprises (table 18). Visual arts face on average the smallest number of customers whereas Heritage functions with a greater number. Live arts separate here still from visual arts while having to make with an increasing number of customers. There is a certain ambiguity on cultural industries: they faced few customers, but these may be distributors or intermediate consumers;.

Table 18 - The number of customers

	Pearson chi2 (2) = 302.9224   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	1 to 2
	8,56
	9,13
	8,58

	3 to 10
	21,15
	34,78
	21,60

	More than 10
	70,29
	56,09
	69,82

	Weighted Nb. Of Jobs
	79 033
	2 717
	81 750


	Pearson chi2 (10) = 113.9767   Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	total

	1 to 2
	13,18
	9,03
	0
	11,04
	5,37
	6,21
	9,13

	3 to 10
	43,94
	24,19
	0
	30,52
	38,54
	31,93
	34,78

	More than 10
	42,88
	66,77
	10,00
	58,44
	56,10
	61,86
	56,09

	Weighted Nb. Of Jobs
	660
	310
	29
	652
	615
	451
	2.717


Considering the nature of the consumers or customers important distinction appears between the cultural enterprises and the mainstream ones. The first quoted serve in greater number the administrations and the enterprises that the second ones (Table 19). That is enough surprising but it should not be forgotten here that the customers are the clients, which means that the cultural enterprises have to more often make with administrations and private individuals that the others. 

Considering cultural sectors Heritage has to make practically only with private individuals. The traditional artistic sectors remain concentrated on the private individuals even if the administrations and enterprises constitute a significant share of their customers. Cultural industries are strongly turned towards the enterprises, which means here distribution networks that buy the product to then transmit it to private individuals.

Table 19 - The type of customers

	Pearson chi2 (2) = 219.7826   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Public organizations
	5,27
	7,31
	5,34

	Enterprises 
	32,74
	44,79
	33,14

	private individuals
	61,99
	47,90
	61,52

	Weighted Nb. Of Jobs
	79 053
	2 708
	81 761


	Pearson chi2 (10) = 265.3449   Pr = 0.000
	Visual art
	Live arts
	Heritage
	Books
	Audiov.
	Cultural product
	total

	Public organizations
	8,14
	13,03
	3,45
	9,27
	5,73
	1,77
	7,31

	Enterprises 
	33,03
	25,08
	0
	63,21
	51,88
	42,35
	44,79

	private individuals
	58,82
	61,89
	96,55
	27,51
	42,39
	55,88
	47,90

	Weighted Nb. Of Jobs
	663
	307
	29
	647
	611
	451
	2.708


Table 20 informs us about the distance to the customers of the cultural enterprises. The cultural enterprises work for customers relatively more distant than those from the other enterprises although in majority, they are addressed to local or regional customers (68,83%). In fact, the cultural enterprises can be seldom satisfied of a local market, contrary to other enterprises (in particular in the field of the services). However, they can run up against borders of a cultural nature as soon as such markets become distant. Heritage works obviously with distant markets that are those of domestic and international cultural tourism. Cultural industries are rather strongly concentrated on the regional and national markets, which translate their vocation with going on non local markets, but they run up against trans national cultural borders. The sector of the cultural products is slightly different here, by giving less importance to the national market but more to the international market. Live arts are strongly concentrated on local and regional markets, and a small percentage of these ones (less than 5%) has access to the international market. The sector of visual arts remains a sector whose market is mainly local (50%); only some artists have access too to the international market (7,51%).

Table 20 - Distance to the customers

	Pearson chi2 (3) = 278.9926   Pr = 0.000
	Mainstream ENTERPRISES 


	Cultural ENTERPRISES
	TOTAL

	Local 
	52,04
	37,83
	51,57

	Regional 
	27,99
	31,00
	28,09

	Main road 
	13,72
	22,33
	14,01

	International
	6,25
	8,85
	6,34

	(Balanced Manpower)
	79 099
	2 723
	81 822


	Pearson chi2 (15) = 174.3155   Pr = 0.000
	Visual Arts
	Live arts.
	Heritage
	Books
	Audiov.
	Cultural product
	total

	Local 
	50,00
	39,35
	0
	28,99
	36,59
	35,70
	37,83

	Regional 
	26,28
	34,19
	0
	28,99
	36,59
	35,70
	37,83

	Main road 
	16,22
	21,61
	41,38
	27,30
	27,97
	15,74
	22,33

	International
	7,51
	4,84
	48,28
	9,66
	8,46
	10,42
	8,95

	Weighted Nb. Of Jobs
	666
	310
	29
	652
	615
	451
	2.723


4.  Determinants of the survival of the cultural enterprises
On the 30,000 surveyed enterprises, only 28,800 enterprises have given enough information to evaluate their survival. One evaluates that 47,47% of the enterprises created in 1998 die in the five years following their creation. Considering only the sample of the cultural enterprises, these statistics pass to 47,65%. From this point of view, the situation of the cultural enterprises in general seems very comparable with that of the mainstream enterprises.   

One can also calculate the incidence rate that relates the number of enterprises having stopped their activity in the five years to the total number of working years measured for these enterprises. The incidence rate is 12,4% enterprise-year for the enterprises of the cultural sector and 13% for the enterprises of the other sectors. The enterprises of the cultural sector have on average 75% of chance to live 2 years and half; the other enterprises have on average 75% of chance to live 2 years only.

A distinction of the cultural enterprises according to their membership of one of the three great sectors selected (Visual and live Arts; Heritage; cultural industries and products) reveals rather important differences in incidence rates. If the heritage enterprises have a very low incidence rate (1,9% enterprise-years), the “Arts” enterprises seem most fragile with an incidence rate equal to 15%. The audio-visual or cultural products enterprises have an intermediate incidence rate estimated at 10,7%.
	         |               incidence       No off    |------ Survival time -----|
culture  | time At risk     miss        subjects        25%       50%       75%
---------+---------------------------------------------------------------------
       1 |  2464.364134   .1505459           684    1.44011 3.849418         .
       2 |  1218.006845   .1264361           309   2.253251         .         .
       3 |  153.1882272   .0195838            29          .         .         .
       4 |  2565.390828   .1337028           655   2.537988   4.99384         .
       5 |  2637.891855   .1069035           629     2.8282         .         .
       6 |  1940.572211   .1071849           459   2.631075         .         .
---------+---------------------------------------------------------------------
   total |   10979.4141   .1239593          2765   2.447639         .         .



Is the incidence rate is constant during time?  

By breaking up the period of time by 2 years section, one notes that the incidence rate is rather stable the first four years (14%) and much weaker the two last years. 

	period
	Number of Jobs
	Incidence rate (%)

	< 2ans
	20782
	14,04

	From 2 to 4 years
	15866
	14,22

	From 4 to 6 years
	6357
	9,05


 The time examination of the incidence rate according to the nature of the cultural enterprise reveals other important variations. The incidence rate of the artistic enterprises is very high the first four years (17-18%) and very weak the two following years (4%). This reduction in the incidence rate is also noted for the enterprises of live arts and those of the Book edition (with a width much weaker). Contrary, the audiovisual enterprises have a constant incidence rate during the time (10,7%) and the enterprises of cultural products have an incidence rate, which grows as from two years of existence. These results seem to indicate that, in the cultural field, the “craft” risk is very strong during the first four years whereas the industrial risk becomes relatively significant once the first last years.
	period
	sector
	Number of Jobs
	Incidence rate (%)

	< 2ans

	Visual Art
Live Art
Heritage
Book Edition
Audio-visual
Cultural products
	204
73
0
149
121
80
	18,16
12,93
0
12,85
10,70
9,46

	From 2 to 4 years

	Visual Art
Live Art
Heritage
Book Edition
Audio-visual
Cultural products
	143
59
3
138
99
80
	17,21
14,93
5,49
15,72
10,71
12,07

	From 4 to 6 years
	Visual Art
Live Art
Heritage
Book Edition
Audio-visual
Cultural products
	24
22
0
56
62
48
	4,71
8,51
0
10,60
10,62
11,09


One can then represent the survival of the enterprises of the various cultural sectors in the course of time by reproducing the graph of Kaplan-Meyer.
Representation of the functions of survival by distinguishing the cultural enterprises from the other enterprises:
[image: image6.wmf]
Log-rank test for equality off survivor functions
|   Vents         Vents
Toutcultura |  observed       expected
------------+-------------------------
0           |     41644       41573.07
1           |      1361        1431.93
------------+-------------------------
Total       |     43005       43005.00
chi2 (1) =       3.64
Pr>chi2 =     0.0563
The test of equality of the functions of survival confirms the report made with the observation of the graphs: The functions of survival are not statistically different.
One then represents the functions of survival (Kaplan-Meyer) while distinguishing within the cultural enterprises, the six sectors (1 = Visual Arts, 2 = Live Arts, 3 = Heritage, 4 = Book Editing, 5 = Audiovisual, 6 = Cultural Products): 

Representation of the functions of survival by distinguishing the various cultural enterprises 

[image: image7.wmf]
Log-rank test for equality off survivor functions
|   Vents         Vents
culture |  observed       expected
--------+-------------------------
1       |       371         307.90
2       |       154         150.25
3       |         3          18.64
4       |       343         319.30
5       |       282         326.58
6       |       208         238.33
--------+-------------------------
Total   |      1361        1361.00
chi2 (5) =      38.16
Pr>chi2 =     0.0000
There exist here significant differences between the sectors: visual art and book edition have survival appreciably shorter. It would thus seem that the opposition between rather craft or rather industrial structures can be used as a key of reading.

These first statistics seem to indicate that the survival of the cultural enterprises differs appreciably according to the sectors and time period. The enterprises of the various sectors offering specific characteristics, it is relevant to show if the specificity of the cultural enterprises in terms of survival remains the same once the characteristics of environment, the contractor and the funding taken into consideration.

To evaluate the economic environment of the enterprise, one retains the type of customers (public administrations or enterprises, enterprises or private individuals), the number of customers (1ou 2, from 3 to 10, more than 10) and the localization of the customers (local, regional, national or international). To evaluate direct or indirect competition, we consider the number of enterprises of the same sector lately created in the area and the number of enterprises of another cultural sector lately created in the area. This brings us to the issue of the clusters.

Regarding the method, we retain a lognormal modelling to explain the lifespan of the cultural enterprises. We include moreover in our modelling a random variable distributed according to a law Gamma to take account of unobserved heterogeneity. A test of specification based on the graphic examination of the residues generalized within the meaning of Cox and Snell (1968) confirms the relevance of this modelling (appendix 2).

Several families of explanatory factors can be advanced to explain of it the lifespan of the enterprises: the origin of creation, the characteristics of the creator, the sources of financing, the nature of the product, the economic environment, integration or not in networks, etc We will preserve this order to have the results of the model (1).
4.1. The origin of creation
The recoveries have a lifespan statistically shorter than pure creations. One can allot this fact to the very specific character of the cultural enterprises where the functions of production are very labour intensive and then where the personalities play a prevalent part. The assumption of a legal transformation is more favourable to the survival of the cultural enterprises than the assumption of pure creation. Since the processes of information of the consumers by the suppliers are very fragile, the creator who takes again an activity benefits as soon as he starts from an important informational capital.

4.2. Characteristics of the creator
Sex and nationality of the creator do not seem to influence the survival of the enterprise.  Only the contribution of the creators that do not belong to the European Union seems positive. One can explain that by considering that the market of the cultural products is at the same time local (from the point of view of the consumers) and trans national from the point of view of the suppliers, which can benefit from the presence of a creator coming from abroad. The role of the diploma is in a surprising way rather weak. Only the holders of a diploma of level equal to or higher than Bac +3 have chances of survival higher than the creators without diploma. Perhaps this is explained by the strong proportion of creators highly graduated among the creators of cultural enterprises.

One finds a relation linear and positive between the age and the survival of the cultural enterprises. The young creators increase the degree of vulnerability of the enterprises and the old creators decrease it. Also true specificity is due it to the risk brought by young creators. One can explain that either by the fact that there are much more young people here, taking into account the necessary weakness of the contributions in capital, or by the fact that the young people are carrying logics strongly endogenous and thus related to the markets. To explain the positive contribution of the age, one can support that in the cultural enterprises one sees returning afterwards from the idle periods a certain holding number of people of the diplomas and the qualifications, in particular then of the women.
The previous statute of the creator plays a paramount role. Being unemployed more than one year before creating its enterprise strongly decreases the chances of survival of the cultural enterprise. This may be explained by the importance of the risk and the brittleness of the consequent projects. On the other hand, the absence of a previous activity is favourable to survival. The significant number of graduates may explain this. 

Having a new idea limits the chances of survival of the enterprise. That reinforces the statement according to which a cultural production starting from a new idea is very risky activity. 

A collegial direction contributes very positively to survival here: in fact many cultural structures, particularly in the Live arts, function in a quasi collegial way.

4.3. Sources of financing
The higher the initial amount of fund is, the more the chances of survival are important. This statistical result may seem very surprising. The idea according to which a cultural enterprise needs less capital than the others taking since its most important capital is intangible, appears then the debatable. An intangible capital may loosen this constraint to finance but up to a threshold only.

But may be this result can be explained in another way: 

- the banks would give more capital to the enterprises they consider as potentially successful, realizing a good investigation ex ante of the potential. 

- the sample would be skewed since the category of such enterprises would be more important in the cultural sample than in the general sample.
Any method of financing other than the subsidy improves the survival of the enterprises. How to interpret this result that is opposed to many demands and to some foundations of the cultural policy? 

One can obviously say that the banks will lend only to the enterprises, which will appear to them most solid, then leaving to the subsidies the care for financing more random projects. 

One can as well say as that the enterprises will resort more easily to the subsidies than to the banking loans if they are not submitted to a validation by the market. Non-survival would be then the sanction of behaviour rather than the curse of any cultural activity. 

All the models of survival encounter here a difficulty; Are the methods of financing exogenous or predetermined by other variables already in action into the model, for example the personal characteristics of the creators or the managers of enterprises. 

We model, for that, jointly the probability of profiting from a bank loan, the probability of having private means and the probability of calling upon capital of enterprises. We use a model multivariate probit. The examination of the determinants of each source of financing reveals that: the diplomas do not play an essential part in obtaining a loan; and that the age of the creator by no means conditions the probability of having private funds (with equal diploma). 

These three variables are thus used as instruments in modelling. The instruments selected to explain the sources of financing are the sex and nationality; they indeed condition the sources of financing and not the survival of the enterprises.

Taking into account of the endogeneity of the source of financing in the model of survival appreciably modifies the results concerning the effect of this variable on the survival of the enterprises. 


What is surprising then, it is that the banking organizations do not seem to take into account the diplomas or characteristics of the creator to grant a loan (the coefficients of these variables are not significant in the multivariate probit). All seems to rest on the characteristics of the cultural project for obtaining the loan.

Then, the fact of being given a loan appreciably decreases the chances of survival of the enterprise, once given. Obtaining a bank loan is already strongly related to the chances of survival of the enterprise. 

The banking organizations seem rather well to evaluate the chances of success of a cultural project and it thus arises those having secured a loan survive less longer than the others simply owing to the fact that they have a sum important to refund. But to secure a bank loan seems to be a positive signal on the chances of survival of the enterprise. 

4.4. Economic environment and the nature of the product
Any customer other than a “administration” or a “public organization” appreciably increases the risks of disappearance of the new enterprise. Although statistically significant, this result is obviously surprising. It probably does not mean that to have such a customer is a bad thing but that it is much riskier in the cultural field to be based on public administrative funding. This result widens the debate on the law of Baumol. The request for subsidy can be regarded as the means of putting itself safe from a market, but with no other future that new subventions. 

The more important is the number of consumers, the longer is the survival. The broader is the geographical space of the consumers, the longer is the survival. However, international customers are not the pledge of an important survival. The difficulty of profiting from markets may be related to the insufficient marketing structures of marketing. Such enterprises are characterized by some hypotrophic commercial function, which makes more than random the capture of large and foreign markets. 

The product innovation contributes to decrease the probabilities of survival of the cultural enterprises. This can be explained by the fundamental nature of the artistic risk.

4.5. Sectors

The survival of the cultural enterprises does not seem to depend on the sector selected. However, the analysis of the incidence rates during the time revealed great differences between the sectors. We have thus integrated in the estimate of the indicatrices (?) of periods that we interacted with the indicatrices (?) of sectors to measure, once controlled for the various explanatory variables, if the incidence rate remains different according to the period and the sector (model 3). 

Compared to the audiovisual enterprises, the live arts enterprises have weaker chances of survival, whatever the period. The book edition enterprises have weaker chances of survival as from the fourth year whereas the Visual Art enterprises have chances of larger survival as from the fourth year. This consolidates the results previously obtained concerning the evolution of the incidence rate during the time. In the cultural field, the ‘craft’ risk is very strong during the first four years whereas the ‘industrial’ risk becomes relatively significant once the first last years. For the sector of art, the difficulty seems to lie in the capacity to impose itself as soon as the first years. Once this difficulty passed, the reputation effect seems to positively exploit the survival of the enterprise. Contrary, in the sectors of the edition and the cultural products (and more slightly in that of audio-visual), the difficulty lies in the capacity to be renewed, to face the competition which the perhaps more present once period of last innovation.  

5. The role of the geographical concentration of the cultural activities

Actually, one of the principal issues of the economy of culture is today to know the positive or negative effects of a geographical proximity. A long time this topic was analysed starting only from transportation cost criterion. This was very significant in the context of processing and manufacturing raw materials into consumer goods for mass consumption Markets, which is not very relevant for cultural goods. During the last years, approaches of the industrial district as well as the new geographical economy enriched this perspective by considering that the agglomeration of activities in the same place could reinforce their competitiveness, even if the enterprises, which gather, can also be competing each other.

It is thus logical to integrate into the analysis of the factors or variables likely to influence the degree of survival the indicators of geographical concentration. We have to know if there exists a significant elasticity of the rate of survival to the existence of a geographical concentration, its direction and its importance.

For a new cultural establishment, does the presence of other creations in a close environment have a significant influence on its survival? If such is the case, is the space concentration of cultural enterprises:

- A source of complementarity of their activities (positive impact of the geographical concentration) ?

- Or is it rather a source of competition (positive impact of the geographical concentration) ?

The rate of geographical concentration

In order to estimate the impact of the geographical concentration on the survival of the new cultural establishments, we chose to initially retain the indicator of Balassa (1965) which makes it possible to release intersector regional specializations. Are[image: image8.wmf]i
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indicates if it created proportionally more enterprises of the sector K in area I than of any other sector. The larger the ratio, the more intense the competition between the enterprises of the sector K in this area.

The indicators of Balassa have been estimated here on the level of the regional areas since the stratification retained on the level of sample SINE does not allow a finer cutting. 

Three types of indicators have been retained: 

- A first indicator that measures the specialization of each area for the 6 branches: Visual Arts, Live Arts, Heritage, Book Edition, Audio-visual and Cultural Products. This indicator measures for each enterprise the importance of direct competition in its area. The effect of such a competition on the survival of the enterprises is expected negative. 

- A second indicator will indicate the specialization of each area in 3 sectors which are the artistic activities (Visual Arts and Live Arts, Heritage), Cultural Industries (Books and Audiovisual) and finally Cultural Products. 

- A last indicator will in general measure the specialization of each area in the cultural sector. 

These the last two indicators will specify if the space concentration of cultural establishments can cause complementarity or synergy between their activities. The expected effect of these indicators of concentration on the survival of the enterprises is positive. 

If one observes the values taken by these indicators, one notes that the concentration of the cultural activities is very disparate according to areas'.  

    Variable      |     Obs      Weight        Mean   Std. Dev.       Min        Max
------------------+-----------------------------------------------------------------
  ratio_Visu      |   30067       88510           1   .4023705   .1749486   2.218667
  ratio_Live      |   30067       88510           1   .4401349   .3723014   2.370909
  ratio_Heri      |   30067       88510           1   1.376171          0   5.932305
  ratio_Book      |   30067       88510           1   .4059708   .3093038   1.854031
  ratio_audi      |   30067       88510           1   .4821436   .2596172   1.738381
  ratio_Cpro      |   30067       88510           1   .3471686   .3063478   2.865045
------------------+-----------------------------------------------------------------
ratio_Arts
     |   30067       88510           1   .2350914   .5450839    1.71784
ratio_Cult Ind    |   30067       88510           1   .4006135   .3570895   1.623476
------------------+-----------------------------------------------------------------
ratio_culture     |   30067       88510           1   .2169773   .5524955   1.298901
The influence of the rates of concentration on the rates of survival

If one considers the role of the indicators of concentration of the cultural activities, one can expect that the competition effect significantly reduces the survival of the cultural enterprises whereas the synergy effect may increase or decrease the survival.

According to a first model, where there is no distinction at his level between the cultural sub sectors we have the following result: Then there exists a net positive effect. Grouping or clustering increases the rate of survival.

First Model
Competition Effect |  -.3397128    .089256    -3.81   0.000    -.5146513   -.1647743

Synergy Effect     |   .7803703   .1790027     4.36   0.000     .4295315    1.131209

According to a second model, where we have separation between the various cultural sub-sectors,

 we have the following results;

- The whole synergy effect (.68) makes grouping or clustering positive for Live Arts, Publishing, Audiovisual and Cultural Products. But it does not overpass the competition negative effect for Visual Arts.

- It has to be stressed that for Cultural Industries, the competition effect is already positive, which illustrates the traditional approach of the industrial district too.

Model 2

Competition_Visual Arts
|  -.7760588   .2603557    -2.98   0.003    -1.286347    -.265771

Competition_Live Arts 
|    -.462697   .1474475    -3.14   0.002    -.7516888   -.1737053

Competition_Book Publish.  |  -.2346204   .2414099    -0.97   0.331    -.7077752    .2385344

Competition_Audivisual     |   .2427805   .2142867     1.13   0.257    -.1772138    .6627747

Competition_Cultural Prod. |  -.1994926   .1664313    -1.20   0.231     -.525692    .1267068

Synergy_Art      

|   .7889905   .3326854     2.37   0.018     .1369391    1.441042

Synergy_C.Ind
   

|  -.1865947   .2329172    -0.80   0.423    -.6431041    .2699147

Synergy          

|   .6844901   .1822443     3.76   0.000     .3272978    1.041682

According to the third model, where financing is considered as endogenous, the results are;

-The synergy effect is stronger than before and it creates a net positive effect, less for the Visual arts where the competition effect is very strong

The limited synergy effect for Arts  (Visual Arts plus Live Arts plus Heritage) is very strong and here offsets the competition effect for Visual Arts;

· The limited synergy effect for Cultural Industries (Books Publishing plus Audiovisual) is negative, which makes grouping of Books publishing unfavourable;

· - We find again the positive competition effect for Audiovisual.

Model 3

Competition Visual Arts |   -1.21425   .7080668    -1.71   0.086    -2.602035    .1735358

Competition Live Arts   |  -.6418468   .1690786    -3.80   0.000    -.9732348   -.3104587

Competition Books Pub.  |  -.0951194   .2580242    -0.37   0.712    -.6008376    .4105987

Competition Audiovisual |    .341489   .2276039     1.50   0.134    -.1046065    .7875845

Competition Cult. Prod. |  -.3025636   .1921173    -1.57   0.115    -.6791067    .0739794

Synergy_Art             |    1.49963   .3808429     3.94   0.000     .7531914    2.246068

Synergie_Cul. Ind.      |  -.4513188   .2488853    -1.81   0.070     -.939125    .0364874

Synergy
                |   .7608141   .1931457     3.94   0.000     .3822555    1.139373

                  _cons |    .298265   .4531743     0.66   0.510    -.5899402     1.18647

------------------------------------------------------------------------------

Likelihood-ratio test of theta=0: chibar2(01) =    80.38 Prob>=chibar2 = 0.000

Variables de contrôle: toutes les variables présentes dans le modèle 1.
It therefore can be concluded that:
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There is a rationale for cultural enterprise clustering since it increases their rate of survival. 
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This effect is very strong for audiovisual that benefit already from a positive competition effect.
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This is not at all validated for visual arts, excepted a specific situation.

If one differentiates the role from this geographical concentration according to the sector of membership of the enterprise, one notes great differences (model 2). 

For Arts and the Live Arts, the effect of direct competition is strongly negative, but it is strongly compensated by the two effects of synergy. One can speak here about the logic of the cultural district without hesitation. 

For the Book Edition and the Audiovisual, the results are surprising. The effect of competition does not seem to play (what would then be explained by the non local character of the markets). The synergy effect seems more limited. 

The cultural products do not seem them either to suffer from a too strong direct competition. Perhaps this is explained by their strong specificity and their weak substituability.

. 

Model 1:
Model of survival with indices of concentration

Log-normal regression -- accelerated failure-time form Gamma frailty

No. of subjects =         2490                     Number of obs   =      2490

No. of failures =         1171

Log likelihood  =   -2520.7789                     Prob > chi2     =    0.0000

------------------------------------------------------------------------------

          _t |      Coef.   Std. Err.      z    P>|z|     [95% Conf. Interval]

-------------+----------------------------------------------------------------

Création pure (ref.) 

Reprise      |  -.5296026   .1141801    -4.64   0.000    -.7533916   -.3058137

Transforma.  |   .7239684   .1660511     4.36   0.000     .3985143    1.049423

Femme        |  -.0062213   .0583738    -0.11   0.915    -.1206319    .1081893

Age          |   .0110939   .0027891     3.98   0.000     .0056273    .0165606

Français (ref.)

Autre europé |   .1240812     .12978     0.96   0.339     -.130283    .3784454

Hors Europe  |   .2890228   .1495238     1.93   0.053    -.0040384     .582084

Sans diplome (ref.)

CEP/BEPC     |   .2019828   .1114873     1.81   0.070    -.0165283    .4204938

CAP/BEP      |   .2123919   .0997677     2.13   0.033     .0168509     .407933

BAC          |   .1473568   .1061015     1.39   0.165    -.0605984    .3553119

BAC + 2      |  -.1152552   .1105848    -1.04   0.297    -.3319974     .101487

BAC + 3 et + |   .2631696   .1117146     2.36   0.018     .0442131    .4821262

Sans entourage (ref.)

Famille      |   .0889837   .0728091     1.22   0.222    -.0537195     .231687

Autre        |   .0433725   .0619827     0.70   0.484    -.0781113    .1648564

Activité préalable   (ref.)

Chômeur <1an |  -.0730167   .0770207    -0.95   0.343    -.2239744    .0779411

Chômeur >1an |  -.3578071   .0752289    -4.76   0.000     -.505253   -.2103612

Inactif      |   .2109684   .0771058     2.74   0.006     .0598438    .3620931

Idee nouvell |  -.2158954   .0747644    -2.89   0.004    -.3624309   -.0693599

Nvelle tech. |   -.076207   .0584026    -1.30   0.192    -.1906739    .0382599

Nvelle comm. |  -.0460413   .0660532    -0.70   0.486    -.1755032    .0834206

Direction avec organisme de soutien (ref.)

Direct. seul |  -.1047536   .0916849    -1.14   0.253    -.2844527    .0749456

Avec conjoint|   .2111645   .1015147     2.08   0.038     .0121994    .4101296

Avec famille |   .0219433   .0949839     0.23   0.817    -.1642216    .2081083

Avec collègue|   .6011772   .1337408     4.50   0.000       .33905    .8633044

Démarrage avec moins de 1500€ (ref.)

De15000à3750 |  -.0438232   .0881382    -0.50   0.619    -.2165709    .1289245

3750 à  7000 |   .1556021   .0978269     1.59   0.112    -.0361351    .3473394

7000 à 15000 |   .3988956   .0816149     4.89   0.000     .2389333    .5588579

15000à 37500 |   .1246954   .1046185     1.19   0.233    -.0803531    .3297439

37500à 70000 |   .5655439   .1385346     4.08   0.000      .294021    .8370668

plusde 70000 |   .4169337   .1393367     2.99   0.003     .1438388    .6900287

emprunt      |   .2980333   .0685559     4.35   0.000     .1636662    .4324003

ressour. pers|    .322908   .0939065     3.44   0.001     .1388546    .5069614

capitaux ext |   .3788685   .0603471     6.28   0.000     .2605903    .4971466

subventions  |  -.3075858   .1326368    -2.32   0.020    -.5675492   -.0476225

clientèle : administration (ref.)

entreprises  |   -.463212   .1050905    -4.41   0.000    -.6691855   -.2572384

particuliers |  -.5844895   .1053378    -5.55   0.000    -.7909478   -.3780311

1 à 2 clients (ref.)

2 à10 clients|   .4942216   .0970011     5.10   0.000     .3041028    .6843403

+de10 clients|   .6187869   .1002803     6.17   0.000      .422241    .8153327

clientèle locale (ref.)

régionale    |   .0435048   .0641026     0.68   0.497    -.0821339    .1691436

nationale    |   .1501861   .0725531     2.07   0.038     .0079846    .2923875

international|  -.1437233   .1016005    -1.41   0.157    -.3428566    .0554099

nveau procédé|   -.075687   .1037687    -0.73   0.466      -.27907    .1276959

nveau produit|  -.2862885   .0747283    -3.83   0.000    -.4327533   -.1398237

nvel. commer |   .2301933   .1407481     1.64   0.102    -.0456679    .5060546

Audiovisuel (ref.)

Arts         |  -.1769554   .0804057    -2.20   0.028    -.3345476   -.0193632

Spect. vivant|  -.2337521   .0984078    -2.38   0.018    -.4266278   -.0408764

Edition      |  -.4050433   .0781377    -5.18   0.000    -.5581903   -.2518963

Produit cult.|   .0859183   .1739124     0.49   0.621    -.2549438    .4267804

Conc.directe |  -.3397128    .089256    -3.81   0.000    -.5146513   -.1647743

Syn.limitée  |   .1639755   .1476694     1.11   0.267    -.1254512    .4534023

Synergie     |   .7803703   .1790027     4.36   0.000     .4295315    1.131209

Constante    |  -.0177081   .2952336    -0.06   0.952    -.5963553    .5609391

-------------+----------------------------------------------------------------

Likelihood-ratio test of theta=0: chibar2(01) =    48.48 Prob>=chibar2 = 0.000

Model 2:

Indices of concentration detailed by sectors

Log-normal regression -- accelerated failure-time form Gamma frailty

No. of subjects =         2490                     Number of obs   =      2490

No. of failures =         1171

Log likelihood  =   -2511.8667                     Prob > chi2     =    0.0000

------------------------------------------------------------------------------

          _t |      Coef.   Std. Err.      z    P>|z|     [95% Conf. Interval]

-------------+----------------------------------------------------------------

Audiovisuel (ref)

Arts         |  -.0500376   .2794852    -0.18   0.858    -.5978186    .4977433

Spect.Vivant |  -.4000081   .4312804    -0.93   0.354    -1.245302     .445286

Edition      |    .193345   .2241014     0.86   0.388    -.2458858    .6325757

Produit cult.|   .2248714   .2506941     0.90   0.370    -.2664799    .7162227

Concurr_Arts |  -.7760588   .2603557    -2.98   0.003    -1.286347    -.265771

Concurr_Spec |   -.462697   .1474475    -3.14   0.002    -.7516888   -.1737053

Concurr_Edit |  -.2346204   .2414099    -0.97   0.331    -.7077752    .2385344

Concurr_Audi |   .2427805   .2142867     1.13   0.257    -.1772138    .6627747

Concurr_Prod |  -.1994926   .1664313    -1.20   0.231     -.525692    .1267068

Synergie_Art |   .7889905   .3326854     2.37   0.018     .1369391    1.441042

Synergie_Edi |  -.1865947   .2329172    -0.80   0.423    -.6431041    .2699147

Synergie     |   .6844901   .1822443     3.76   0.000     .3272978    1.041682

       _cons |  -.2317959   .3281335    -0.71   0.480    -.8749257    .4113339

------------------------------------------------------------------------------

Likelihood-ratio test of theta=0: chibar2(01) =    47.99 Prob>=chibar2 = 0.000

Variables de contrôle: toutes les variables présentes dans le modèle 1.

Modèle 3:

Three periods of time

Log-normal regression -- accelerated failure-time form Gamma frailty

No. of subjects =         2490                     Number of obs   =      6058

No. of failures =         1171

Log likelihood  =   -2482.7497                     Prob > chi2     =    0.0000

------------------------------------------------------------------------------

          _t |      Coef.   Std. Err.      z    P>|z|     [95% Conf. Interval]

-------------+----------------------------------------------------------------

Audiovisuel (ref)

Arts_periode1|  -.2382308   .3135392    -0.76   0.447    -.8527563    .3762948

Arts_periode2|  -.6242014   .3407449    -1.83   0.067    -1.292049    .0436464

Arts_periode3|   1.098846   .3597601     3.05   0.002     .3937297    1.803963

Spec_periode1|  -.9809191   .4993808    -1.96   0.049    -1.959688   -.0021508

Spec_periode2|  -2.226231   .6978102    -3.19   0.001    -3.593914   -.8585479

Spec_periode3|  -2.293236   .9698539    -2.36   0.018    -4.194114    -.392357

Edit_periode1|   .1358629   .2368154     0.57   0.566    -.3282867    .6000125

Edit_periode2|  -.0594051   .2785413    -0.21   0.831    -.6053359    .4865258

Edit_periode3|   -1.70877   .7292209    -2.34   0.019    -3.138016   -.2795229

Prod_periode1|   .3198695   .2850069     1.12   0.262    -.2387336    .8784727

Prod_periode2|   .1079955   .2914089     0.37   0.711    -.4631553    .6791464

Prod_periode3|   -1.21425   .7080668    -1.71   0.086    -2.602035    .1735358

Concurr_Arts |  -1.418918   .2869535    -4.94   0.000    -1.981337   -.8564999

Concurr_Spec |  -.6418468   .1690786    -3.80   0.000    -.9732348   -.3104587

Concurr_Edit |  -.0951194   .2580242    -0.37   0.712    -.6008376    .4105987

Concurr_Audi |    .341489   .2276039     1.50   0.134    -.1046065    .7875845

Concurr_Prod |  -.3025636   .1921173    -1.57   0.115    -.6791067    .0739794

Synergie_Art |    1.49963   .3808429     3.94   0.000     .7531914    2.246068

Synergie_Edi |  -.4513188   .2488853    -1.81   0.070     -.939125    .0364874

Synergie     |   .7608141   .1931457     3.94   0.000     .3822555    1.139373

       _cons |    .298265   .4531743     0.66   0.510    -.5899402     1.18647

------------------------------------------------------------------------------

Likelihood-ratio test of theta=0: chibar2(01) =    80.38 Prob>=chibar2 = 0.000

Variables de contrôle: toutes les variables présentes dans le modèle 1.

Modèle 4:

Endogenous funding

Log-normal regression -- accelerated failure-time form Gamma frailty

No. of subjects =         2490                     Number of obs   =      2490

No. of failures =         1171

Log likelihood  =   -2524.8955                     Prob > chi2     =    0.0000

------------------------------------------------------------------------------

          _t |      Coef.   Std. Err.      z    P>|z|     [95% Conf. Interval]

-------------+----------------------------------------------------------------

Emprunts     |  -1.048526   .1793343    -5.85   0.000    -1.400014   -.6970368

Ressourc.pers|    .458966    .492216     0.93   0.351    -.5057597    1.423692

Capitaux ext |   .8950182   .6595086     1.36   0.175     -.397595    2.187631

Subventions  |  -.2445854   .1372121    -1.78   0.075    -.5135162    .0243454

Audiovisuel (ref)

Arts         |  -.1288925    .279628    -0.46   0.645    -.6769533    .4191683

Spect.vivant |  -.7314785   .4412827    -1.66   0.097    -1.596377    .1334197

Edition      |  -.0349933   .2206029    -0.16   0.874     -.467367    .3973805

Produit cult |   .1696376   .2523992     0.67   0.502    -.3250557     .664331

Concurr_Arts |  -.9663055   .2625533    -3.68   0.000    -1.480901   -.4517105

Concurr_Spec |  -.4595184   .1482305    -3.10   0.002    -.7500448   -.1689921

Concurr_Edit |  -.1724228   .2387445    -0.72   0.470    -.6403534    .2955078

Concurr_Audi |     .20393   .2133394     0.96   0.339    -.2142075    .6220674

Concurr_Prod |  -.2177996   .1723048    -1.26   0.206    -.5555107    .1199115

Synergie_Art |   .9702125   .3284252     2.95   0.003     .3265108    1.613914

Synergie_Edi |  -.1909657   .2321846    -0.82   0.411    -.6460392    .2641078

Synergie     |   .5790073    .175694     3.30   0.001     .2346534    .9233613

       _cons |   .4890129   .4222789     1.16   0.247    -.3386386    1.316664

------------------------------------------------------------------------------

Likelihood-ratio test of theta=0: chibar2(01) =    59.49 Prob>=chibar2 = 0.000

Variables de contrôle: toutes les variables présentes dans le modèle 1.
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Annexe 1 : Les sous secteurs d’activité de la culture

Les activités dites culturelles ne sont pas limitées à ce que l’on appelle traditionnellement les beaux-arts : théâtre, peinture, littérature, etc. mais portent sur la production ou la reproduction en série d’œuvres d’art dont les limites se sont étendues aujourd’hui aux industries de la créativité. On y distingue trois sous ensembles : les activités artistiques, les industries culturelles et les industries de la créativité.

Au titre des activités artistiques traditionnelles, on a : 

92.3A : Activités artistiques; 

92.3B : Services annexes aux spectacles ;  

92.3D : Gestion de salles de spectacle ; 

92.3J : Autres spectacles ; 

92.5A : Gestion de bibliothèque; 

92.5C : Gestion du patrimoine culturel ; 

92.5E : Gestion du patrimoine naturel ; 

52.5Z : Commerce de détail de biens d’occasion; 

92.3F : Manèges, forains et parcs d’attraction ; 

92.3H : Bals et discothèques*.

Les industries culturelles intègrent des composantes de type artistiques ou créatives qui renvoient á des produits uniques au départ et à des talents spécifiques, comme pour la production de programmes pour la télévision ou l’édition de journaux. On y trouve :

22.1A
Edition de livres

22.1C
Edition de journaux

22.1 E
Edition de revues et de périodiques

22.1G
Edition d’enregistrements sonores

22.1J
Autres activités d’édition

22.2 E
Reliure et finition

22.2G
Composition et photogravure

22.2J
Autres activités graphiques

22.3A
Reproduction d’enregistrements sonores

22.3C
Reproduction d’enregistrements vidéo

52.4R
Commerce de détail de livres, journaux et papeterie

74.8A
Studios et autres activités photographiques

74.8B
Laboratoires techniques de développement et de tirage

92.1A
Production de films pour la télévision

92.1B
Production de films institutionnels et publicitaires

92.1C
Production de films pour le cinéma

92.1D
Prestations techniques pour le cinéma et la télévision

92.1F
Distribution de films cinématographiques

92.1G
Edition et distribution vidéo

92.1J
Production de films cinématographiques

92.2A
Activités de radio

92.2B 
Production de programme de télévision

92.2C
Diffusion de programme de télévision*

22.2A
Imprimerie de journaux

22.2C
Autre imprimerie

Les industries de la créativité s’organisent autour de la production de nouveaux biens qui prolongent certaines des caractéristiques des activités culturelles : importance des coûts noyés, importance relative du travail créatif, degré d’incertitude élevé sur l’accueil des biens présence de droits de propriété intellectuelle. Ces caractéristiques valent pour certaines étapes de leur processus de production mais pas pour d’autres. Par exemple, dans les industries de type informatique, la conception de logiciel en relève, mais pas la maintenance logicielle. Dans le domaine de la publicité, la préparation de messages peut en relever mais certainement pas la location des espaces publicitaires.

26.7Z
Travail de la pierre

36.2A
Fabrication de monnaies et médailles

36.1K
Industries connexes de l’ameublement

36.2C
Bijouterie, joaillerie, orfèvrerie

36.3Z
Fabrication d’instruments de musique

36.5Z
Fabrication de jeux et jouets

36.6A
Bijouterie fantaisie

45.2U
Autres travaux spécialisés de construction

64.2B
Autres activités de télécommunications *

72.2Z
Réalisations de logiciels *

72.4Z
Autres activités de banques de données

74.2A
Activités d’architecture

74.4B
Agences, conseils en publicité

74.4K
Services annexes á la production

20.5C
Fabrication d’objets divers en liège, vannerie ou sparterie

20.5A
Fabrication d’objets divers en bois

24.5C
Fabrication de parfum

74.4A
Gestion de support de publicité

Annexe 2 : Test de spécification 

Quelque soit la forme de la fonction de hasard, le hasard intégré est une variable aléatoire exponentielle de paramètre 1. Ce résultat est à la base du test suivant : Sous l’hypothèse d’homogénéité (c’est-à-dire si la densité des durées est bien spécifiée et qu’il n’existe pas d’hétérogénéité non prise en compte), les résidus généralisés au sens de Cox et Snell (1968) sont distribués selon une loi exponentielle de paramètre 1. Un test graphique de spécification très utilisé est donc de vérifier que moins le logarithme de la fonction de survie empirique des résidus généralisés contre les résidus généralisés forme une droite à 45°. En effet, si 
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A l’observation du graphique représentant la survie empirique des résidus de Cox-Snell dans le cas d’une spécification log-normale nous conforte dans ce choix. Nous retiendrons par la suite une modélisation log-normale incluant une variable aléatoire distribuée selon une loi Gamma pour tenir compte de l’hétérogénéité inobservée. 

Annexe 3 :Model with endogenous funding

Multivariate probit (SML, # draws = 5)            Number of obs   =       2595

                                                  Wald chi2(52)   =     723.80

Log pseudolikelihood = -3231.6462                 Prob > chi2     =     0.0000

------------------------------------------------------------------------------

             |               Robust

             |      Coef.   Std. Err.      z    P>|z|     [95% Conf. Interval]

-------------+----------------------------------------------------------------

sourcefi1    |

   _Isexea_2 |  -.1075862   .0621721    -1.73   0.084    -.2294413     .014269

_Iorigsine_2 |   .2891522   .1090424     2.65   0.008      .075433    .5028715

_Iorigsine_3 |   .3851728   .1432595     2.69   0.007     .1043894    .6659562

        agea |  -.0042446   .0028105    -1.51   0.131    -.0097531    .0012638

  _Inatioa_2 |   .2951006   .1347296     2.19   0.029     .0310356    .5591657

  _Inatioa_3 |  -.5134825    .201834    -2.54   0.011      -.90907   -.1178951

 _Ipreacta_2 |   .1825408   .0797796     2.29   0.022     .0261756    .3389059

 _Ipreacta_3 |    .171615   .0762336     2.25   0.024     .0221999    .3210302

 _Ipreacta_4 |  -.2507341   .0869792    -2.88   0.004    -.4212102   -.0802581

  direction1 |  -.5914099   .0892652    -6.63   0.000    -.7663665   -.4164533

  direction2 |  -.0670958   .0960222    -0.70   0.485    -.2552957    .1211042

  direction3 |   .1135036   .0903011     1.26   0.209    -.0634833    .2904905

  direction4 |  -.2692256    .132938    -2.03   0.043    -.5297794   -.0086719

   sourcefi2 |  -.9633242   .1696449    -5.68   0.000    -1.295822   -.6308264

       _cons |   .4510739   .1908197     2.36   0.018     .0770741    .8250736

-------------+----------------------------------------------------------------

sourcefi2    |

   _Isexea_2 |  -.3166738   .0595902    -5.31   0.000    -.4334684   -.1998792

_Iorigsine_2 |  -.1622128   .1029497    -1.58   0.115    -.3639905    .0395649

_Iorigsine_3 |   .2939976   .1603906     1.83   0.067    -.0203622    .6083575

  _Inatioa_2 |  -.2865901   .1427122    -2.01   0.045    -.5663009   -.0068793

  _Inatioa_3 |   .2936177   .1590882     1.85   0.065    -.0181895    .6054249

_Izdiploma_1 |   .3186615   .1140612     2.79   0.005     .0951057    .5422173

_Izdiploma_2 |   -.021279   .1016578    -0.21   0.834    -.2205247    .1779666

_Izdiploma_3 |   .3306289   .1063238     3.11   0.002      .122238    .5390197

_Izdiploma_4 |   .3185737   .1114947     2.86   0.004     .1000481    .5370993

_Izdiploma_5 |   .6346607   .1153777     5.50   0.000     .4085245    .8607969

 _Ipreacta_2 |   .2146983   .0770889     2.79   0.005     .0636069    .3657898

 _Ipreacta_3 |   .0830603   .0757231     1.10   0.273    -.0653542    .2314747

 _Ipreacta_4 |   .4905871   .0797898     6.15   0.000      .334202    .6469723

  direction1 |  -.1093955   .0922173    -1.19   0.236    -.2901381    .0713471

  direction2 |    .233191   .0999665     2.33   0.020     .0372602    .4291219

  direction3 |  -.0269258   .0942327    -0.29   0.775    -.2116184    .1577668

  direction4 |  -.0658897   .1296987    -0.51   0.611    -.3200944    .1883151

     cultur2 |  -.0342667   .1027818    -0.33   0.739    -.2357154    .1671819

     cultur3 |   .2248923    .108186     2.08   0.038     .0128516     .436933

     cultur5 |  -.0005129   .0978886    -0.01   0.996     -.192371    .1913452

     cultur6 |  -.1245834   .0970066    -1.28   0.199    -.3147128    .0655459

       _cons |   .2801667    .141474     1.98   0.048     .0028827    .5574506

-------------+----------------------------------------------------------------

sourcefi3    |

_Iorigsine_2 |   .3476058   .1500061     2.32   0.020     .0535992    .6416124

_Iorigsine_3 |   .5307722   .2552891     2.08   0.038     .0304147     1.03113

        agea |   .0178185   .0043666     4.08   0.000     .0092601    .0263769

  _Inatioa_2 |   .7313983   .1560698     4.69   0.000     .4255071     1.03729

  _Inatioa_3 |    .481597    .202951     2.37   0.018     .0838204    .8793737

_Izdiploma_1 |  -.7155465   .1903169    -3.76   0.000    -1.088561   -.3425323

_Izdiploma_2 |  -.6233854   .1871564    -3.33   0.001    -.9902052   -.2565655

_Izdiploma_3 |  -.6373517   .1912424    -3.33   0.001     -1.01218   -.2625235

_Izdiploma_4 |  -.5289836   .1775774    -2.98   0.003     -.877029   -.1809383

_Izdiploma_5 |  -.5362224   .1696174    -3.16   0.002    -.8686664   -.2037784

 _Ipreacta_2 |  -.4530677   .1560218    -2.90   0.004    -.7588648   -.1472706

 _Ipreacta_3 |  -.6774379   .1950789    -3.47   0.001    -1.059785   -.2950904

 _Ipreacta_4 |  -.7412515   .1706125    -4.34   0.000    -1.075646   -.4068571

  direction1 |  -.8729223   .1525644    -5.72   0.000    -1.171943   -.5739017

  direction2 |  -1.354147   .2432713    -5.57   0.000     -1.83095   -.8773439

  direction3 |  -.1253584   .1531772    -0.82   0.413    -.4255801    .1748633

  direction4 |   -.145731   .1967434    -0.74   0.459    -.5313409     .239879

       _cons |  -1.244949   .2694959    -4.62   0.000    -1.773151    -.716747

-------------+----------------------------------------------------------------

    /atrho21 |   .1827632   .1005963     1.82   0.069     -.014402    .3799284

-------------+----------------------------------------------------------------

    /atrho31 |   .2199594   .0638517     3.44   0.001     .0948123    .3451065

-------------+----------------------------------------------------------------

    /atrho32 |  -.0865772    .071075    -1.22   0.223    -.2258817    .0527273

-------------+----------------------------------------------------------------

       rho21 |   .1807552   .0973096     1.86   0.063     -.014401    .3626453

-------------+----------------------------------------------------------------

       rho31 |   .2164793   .0608594     3.56   0.000     .0945292    .3320286

-------------+----------------------------------------------------------------

       rho32 |  -.0863615   .0705449    -1.22   0.221    -.2221168    .0526785

------------------------------------------------------------------------------

Likelihood ratio test of  rho21 = rho31 = rho32 = 0:  

             chi2(3) =  16.6778   Prob > chi2 = 0.0008
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