











Planned clusters also face challenges because of significant internal and external cultural
conflicts. Bringing together disparate elements of the cultural industries creates
challenges because of differences in levels of entrepreneurship, forms of innovation,
financial and customer bases, and types of employees involved (Knell & Oakley, 2007).
These differences in cultures can create difficulties integrating cluster members in cases
where art communities, media producers, and other segments of cultural industrics are
brought together. Divergent interests of sectors in cultural industries—theatre, visual
arts, music, new media—also make it difficult to create sustainable clusters because
weak and hesitant participants and tensions between interests of the cultural community
and economic development agencies create conflicts (Mommaas, 2004).

Media clusters face difficulties if they primarily produce internal connections and
linkages between firms and personnel. Links to major firms and players external to
clusters have been shown to be critical because they are needed for specialized services,
may contract for services of the cluster company, or may purchase completed projects
(Coe, 2001; Turok, 2003; Bathelt, 2005; Vang & Chaminade, 2007; Kaiser & Liecke,
2007; Bathelt & Graef, 2008; Cole, 2008). Consequently insufficient linkages and
networks outside clusters make it difficult for firms to grow and prosper. In clusters
supported by development authorities, such linkages often run counter to the purposes of
the organizers.

It is recognized that effectively managed clusters can support entrepreneurship
and innovation by challenging existing companies and facilitating entrants (Koepp,
2002). However, it has been observed that a number of media clusters lack effective
organization that can help them achieve stated goals (Britton, 2007; Knell & Oakley,
2007; Kaiser & Liecke, 2007). If creation of media clusters is deliberate, policy makers
and other cluster promoters cannot merely agglomerate media firms and hope for the
best. They need to facilitate interaction and coordination among firms, and access to
production financing and product distribution mechanisms well. However, achieving
proper cluster organization and direction is difficult because “clusters of innovative
activity do not respond well to being directed, organized, or jump started,
entrepreneurship being a quirky thing” (Bresnahan & Gambardella, 2004, p. 355). This
problem is compounded in media industries where artistic temperaments and sensibilities
abound.

Some clusters are created around a major player, granting it access to skilled
personnel as well as allowing it to pursue additional projects through other firms in the
cluster. Regional audiovisual development strategies in the UK began shifting in the
1980s away from promotion of small local firms toward attracting larger outside
producers, and from focusing on production to including broader functions such as
finance and distribution because they provide more economic and employment stability
(Cornfield & Robins, 1992).

This strategy, however, is a two-edged sword. Dublin, for example, agglomerated
information technology and content firms, personnel, and venture capital in a desirable
location through a variety of helpful public policies and institutional support.
Nevertheless, its Digital Hub project failed after losing its central player (The Media
Lab) and because its firms were somewhat dependent upon its inspiration and had
insufficient external focus and overly ambitious goals (Bayless, 2007).

Spontaneously generated clusters, such as London, can be seen as an accidental
success (Knell & Oakley, 2007) linked to the location’s overall economic development.
Such success can be problematic because that general development may produce
challenges of high facility and housing costs, congestion, and oversupply of qualified
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