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ABSTRACT

This submission is in five sections and includes my analysis of the New Labour
Creative Industries Policy, including a discussion of definitional and data issues,
followed by a summary of my contribution to the field through the cited public works

and a conclusion.

The body of knowledge represented in the selected studies and published works
contributes to two major activities: vocational learning and the cultural and creative
industries. On first reading, these seem incompatible; however, vocational learning
is a key component of creative industries development and to understand the issues
in vocational learning, an industrial context - in my case, the creative industries - is
helpful. However, this submission relies on my works in the creative and cultural
industries, with supplementary references to my public contribution in the vocational
learning arena. The particular focus of the earlier published works surrounds a
groundbreaking project, the Artist in Industry scheme. This scheme was the first of
its kind in the United Kingdom, and took public funding of the arts into uncharted
territory by connecting artists, companies and employees in a structured and
organised manner. It is the interaction between the artist as worker in the workplace
and employees in the company that made the scheme important and thus provides
a logical starting point for this submission. Consequently, there are few references

to my work before 1980.

The overall contribution to professional practice in this submission can be
summarised as breaking new ground in the relationship between the arts and
industry, significantly influencing vocational education and training in the cultural
field (particularly higher education) with a recognised contribution to a reappraisal of
the creative industries’ definitional frameworks, development of primary baseline
methodology and provision of new data on the sector. This has required an
understanding and critiquing of the concepts employed by government and related
agencies, the suggestion of alternatives, and the development of work-based
projects built around consultancy activities to test methodologies and provide new

intelligence to inform practice.



SIMON ROODHOUSE BIOGRAPHY

| trained in fine art at Cardiff College of Art in the 1960s under the direction of Tom
Hudson, a charismatic arts educator. Tom Hudson was Director of Studies at Cardiff
College of Art, and worked on the creative potential of technology in education. At
Cardiff he started a one-year preliminary course, which was of great significance for
general education. In planning it, he deliberately limited the equipment necessary to
a basic level so that he could refute the claim that “lack of facilities” makes this kind
of approach impossible. At more advanced levels, fine art students studied in a
workshop atmosphere, exploring techniques and materials in systematic and
personal ways. The results were impressive, but Hudson denied that there was
anything revolutionary about his approach - instead he said ‘It's only what ought to
be done in today's conditions’. This approach placed considerable importance on
creativity and creative problem-solving, backed with a high level of skills, rather than
the traditional approach to the discipline, which was based on a master/apprentice
model aimed at meeting the needs of the London art market. This was my

introduction to a way of thinking that has been at the heart of my career.

Subsequently, on completing my postgraduate teacher training qualification in arts
education, | took the decision to engage in the contemporary visual arts, not as a
practicing artist, but rather as a facilitator, as | could not understand why there were
difficulties in others enjoying contemporary visual arts practice. This led to teaching
appointments in Freetown, Sierra Leone and Lanark, Strathclyde from 1970 to
1973. The learning outcomes experienced in West Africa provided an understanding
of minorities and of how much can be achieved by enthusiastic students with very
few resources. In contrast, Scotland proved to be resource rich, with low student

interest in learning.

My interests turned more to informal education associated with cultural institutions
when | became the Education Officer at the Walker Art Gallery, Liverpool, now the
National Museums on Merseyside. This position enabled me to work more
creatively and responsively to meet the needs of visitors and support the schools,
colleges and universities in the Liverpool area. In particular, during this period, |
was able to work with teachers and advisers to devise workbooks linked to the
primary curriculum in which could be used both in school and the Gallery. Lecture

programmes in the Gallery proved popular, working closely with the adult education
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departments of the local universities. Special exhibitions concerned with the history
and geography of Liverpool, using contemporary photography linked to a heritage
trail, provided extra curricular support for teachers and students in secondary
schools. This combination of education and arts provided the initial basis for further
developments later in my career. However, this period provided a useful insight into
how museums function and the role of education services. It also introduced me to
project work for the first time and met my interest in engaging people in the visual
arts, not least because the Gallery hosted the biannual John Moores exhibitions
(contemporary art exhibitions), which were of national significance. The Walker Art
Gallery collection included both historical and contemporary works of art.

This experience led to an increasing desire to work more closely with artists and the
public. The post in 1976 of Visual Arts Officer at Yorkshire Arts, a regional cultural
agency, funded by local authorities and the Arts Council of Great Britain, provided
just that opportunity. This was probably one of the most formative periods of
development, enabling several interests to coincide and was an exciting time for the
arts in Yorkshire and Humber. It was a period of expansion, and as such,
imaginative solutions to the emerging issues were welcomed. Consequently, the
establishment of the Artist in Industry scheme, which is discussed in greater detail
later, was possible. In addition, during this time | was able to support the
establishment of the Yorkshire Sculpture Park, now a major international centre,
and two artist studio cooperatives in Scarborough and Sheffield - the Crescent Arts
Workshop and Yorkshire Arts Space Society respectively - as well as establishing
the country's first feminist photographic gallery in Leeds. | also worked with
colleagues in other regions to establish the Artists Newsletter, the first of its kind in
the country, which continues to publish today. In effect during this period | was
expected to negotiate resources from the Arts Council of Great Britain in London, to
support creative activity in Yorkshire and Humber, and in addition, to attract local
authority support. The requirement to continually consider both the needs of the
artist on the one hand and the public on the other led to me designing bridging
schemes such as the Artist in Industry and Artists in Schools programmes. In the
case of the Artist in Industry programme, it was more to do with encouraging artists

to help themselves and engage with different audiences.

What became apparent during this period was that artists were generally badly
trained to cope with the business of being an artist. It became glaringly obvious that

universities with faculties of Art and Design provided excellent training in creativity
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with little engagement in art as a business. This prompted an increasing interest in
the role of universities, and consequently, | became Head of the School of Creative
and Performing Arts at Newcastle Polytechnic (now Northumbria University) in
1989. During my time there, | established, with the approval of Dean Tom Bromley,
the first arts management centre outside London, and introduced professional
practice modules to the courses in the School of Creative and Performing Arts. An
Arts Leadership programme was introduced in partnership with Northern Arts, a
regional cultural agency for the Northeast in collaboration with North American
colleagues, which proved to be ahead of its time and generated a considerable
amount of positive interest. Apart from providing leadership in learning and in
particular, professional practice, the University enabled me to engage in my own
reflective practice, and | commenced writing as well as researching. During this
time, | undertook research projects for the Museum and Galleries Commission and
the Tyne and Wear Museums Service. Both projects were focused on audience
research, which also linked to my earlier interests in the relationship between the
arts and the public. | also undertook my first research supervision of a PhD student,

and began to enjoy what university life could offer.

These activities led to an invitation by the Office of Arts and Libraries (now the
Department for Culture, Media and Sport) to set up and operate the Museum
Training Institute. The Institute came about as a result of the Sir John Hale Report
into professional career development in the heritage sector in the United Kingdom.
My previous experience of project management, initiating and realising ideas,
provided a sound basis for taking on this project. For the first time, | was introduced
to national occupational standards and the National Vocational Qualification (NVQ)
system. | successfully developed a comprehensive set of standards from levels one
to five, meeting the needs of all the identified occupations in the heritage sector in
the United Kingdom. This approach was controversial, as it placed emphasis on
assessment in the workplace, was learner led, and had very little to do with courses.
Introducing such a challenging system encouraged me to reflect on my own learning
and consequently | undertook a NVQ level 5 in management, which | succeeded in
achieving. This process of reflective and practical learning has subsequently
informed much of my later career. It also introduced me to the operation of
government. | continued to write during this period, and undertook many

presentations.



After five years of intensive work, | left the Museum Training Institute to concentrate
on my university interests, taking a post as Dean of the School of Arts and Design at
the University of Derby. This enabled me to re-engage with creative people, artists,
craftspeople and students. During this period, | was instrumental in continuing to
encourage interaction between artists and the public by working with the City
Council to establish live/work spaces in the City centre as part of a regeneration
project, and for the first time, | advised the City Council on the development of the
cultural and creative industries in the City. This was largely focused on the desire of
the City Council to retain graduates from the University. The International Journal of
Arts Management invited me to join its editorial board and | became a visiting Fellow
in the Department of Arts Management and Cultural Policy at City University.
Papers were accepted for publication in recognised international journals, such as
the Journal of Arts Management and Society, and | also received an increasing

number of invitations to speak at conferences.

However, | recognised a conflict between my creative work and strategies as a
researcher and my role as a senior manager in a large organisation such as the
University of Derby. Consequently, | focused attention on research, writing,
presenting, thought leadership, strategy and project delivery. As a result, this period
of my career can be described as a portfolio of interests built around my work in
vocational learning and the creative industries. This has led to professorships at
Queensland University of Technology, Brisbane, Australia, Bolton University, the
University of the Arts, London, Middlesex University, and recently, the University of
Technology, Sydney, Australia. The flexibility generated as a result of these
changes enabled me to establish the Creative Industries Journal at the University of
the Arts London and direct the Creative Industries Observatory. It also enabled me
to become the first part-time Chief Executive of the University Vocational Awards
Council,(UVAC) which is dedicated to championing higher level vocational learning
wherever it takes place. This was the first organisation of its kind, and has
managed in nine years to influence government and establish vocational learning at

the heart of higher education policy.



THE CULTURAL INDUSTRIES: CREATIVE DEFINITIONS, QUANTIFICATION
AND PRACTICE

1. GENERAL INTRODUCTION

This submission is in five sections and includes my analysis of the New Labour
Creative Industries Policy, including a discussion of definitional and data issues,
followed by a summary of my contribution to the field through the cited public works

and a conclusion.

The overall contribution to professional practice in my field can be summarised as
breaking new ground in the relationship between the arts and industry, significantly
influencing vocational education and training in the cultural field (particularly higher
education) with a recognised contribution to a reappraisal of the creative industries’
definitional frameworks, development of primary baseline methodology and
provision of new data on the sector. This has required an understanding and
critiquing of the concepts employed by government and related agencies, the
suggestion of alternatives, and the development of work-based projects built around
consultancy activities to test methodologies and provide new intelligence to inform

practice.

My role as Visual Arts Officer at Yorkshire Arts, in formulating a regional visual arts
policy (including crafts and photography) to reflect the Arts Council’s national
developments, led me to engagements with alternative grant funding solutions such
as the Artist in Industry scheme and artist-led cooperatives, as well as major
initiatives such as the Yorkshire Sculpture Park. On the other hand, as Head of the
School of Creative Arts at Northumbria University, | was able to respond to my
criticism of the poor training of young visual arts graduates by establishing the Arts
Management Centre, which in turn provided a platform to engage in regional and
national professional development debates (all within a framework of the arts as
business). Start-ups at the Museum Training Institute and recently the University
Vocational Awards Council continued the interest in the arts as business or
professional practice; however, the understanding and engagement was expanded
through deep immersion in the museum and university world as places of work and

learning. These roles introduced me to the competency movement and provided
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another useful insight into the workplace, which was applicable to the arts as a
business concept. These interests have been built upon in my roles in higher
education. The contributions referred to were recognised by the University of Derby
with the awarding of a professorship in Cultural Industries, subsequently endorsed
by the University of Greenwich and the University of the Arts, London.
Internationally, Queensland University of Technology, Brisbane and the University
of Technology, Sydney have conferred adjunct professorships in recognition of my

contribution to the creative industries.

The body of knowledge represented in the selected studies and published works
contributes to two major activities: vocational learning and the cultural and creative
industries. On first reading, these seem incompatible; however, vocational learning
is a key component of creative industries development and to understand the issues
in vocational learning, an industrial context - in my case, the creative industries - is
helpful. However, this submission relies on my works in the creative and cultural
industries, with supplementary references to my public contribution in the vocational
learning arena. The particular focus of the earlier published works surrounds a
groundbreaking project, the Artist in Industry scheme. This scheme was the first of
its kind in the United Kingdom, and took public funding of the arts into uncharted
territory by connecting artists, companies and employees in a structured and
organised manner. It is the interaction between the artist as worker in the workplace
and employees in the company that made the scheme important and thus provides
a logical starting point for this submission. Consequently, there are few references

to my work before 1980.

Following the Artist in Industry experience, the introduction of the Creative
Industries Policy in the late 1990s, with a national focus on creativity and the arts as
businesses, was naturally of interest and welcomed. However, the definitional
frameworks to collect evidence used to support this Policy and the subsequent
claims made with regard to the size of the industry and its contribution to the
national economy were difficult to understand and have confidence in, particularly
as previous government agencies had made similar claims without a reliable

evidential base. The questions that arose for me as a committed regionalist were:

e How does this Policy definition and quantification work at regional and sub-
regional level?

e Does it make sense for a town or city, for example, Barnsley?



¢ Has anyone carried out work at this level to inform policy and practice, and if
so, what methods have been employed?

e Can the Policy be delivered at regional and local level?’

As a result, the public works cited critique the UK government definition, provide an
alternative and explain the methodology developed to generate new primary data.
Some of the literature takes this further by focusing on sub-sectors of the creative
industries and teasing out the implications of the work for policy and practice.

The overall contribution of the public works described in detail in sections 2 and 4 is
to provide for the first time primary data on the creative and cultural industries at
regional level using revised definitional frameworks reflecting practice. This builds
on the earlier work, which provided a methodology for artists to engage with industry
and industry to engage with artists. In total, it adds up to a unique contribution to a
better understanding of the arts, industry and the creative industries in a
geographical context, recognising the importance of vocational learning as a critical

component of practice.

The overriding rationale for pursuing this work over the last 25 years is as follows:

I. The continual failure to recognise the centrality of the workplace;

Il. The need for an alternative paradigm that recognises arts practice as business
and creativity in business;

I1l. The lack of interest by educators in seriously engaging in supporting the
industry;

IV. The failure to deliver a credible evidence base since the 1970s in the cultural
field;

V. The failure to establish shared definitional frameworks that facilitate

comparative study and intelligently inform advocacy.

Consequently, the purpose for much of the recent work is to understand and clarify
the creative industries as the new arts as business phenomenon at a regional and

sub-regional level through:

I. An original contribution of an alternative definitional paradigm and
methodology to public cultural policy making, exposing the chaotic public

sector organisational arrangements at national and regional levels, and in
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particular the role of cultural agencies with a direct interest in developing the

industry;

Il. A contribution to the knowledge base through the development of a

methodology for primary data collection for the cultural and creative industries;

Il. The collection of accurate, measurable primary information to provide detailed
“snapshots” of the industry and sub-sectors comprising employment patterns,
turnover, longevity, markets, clustering, location investment priorities, sources
of finance and training requirements, which have served as baselines to

increase knowledge;

IV. The generation of intelligence that has a practical value to those working in the
sector.

The submission builds on my earlier work at Yorkshire Arts and examines the
definitional and quantification dynamics of the New Labour Creative Industries
Policy from 1998 to 2007 (which replaced earlier Labour Party cultural industry
interests, articulated in the 1980s by the Labour-controlled GLC). It also focuses
attention on the lack of a reliable empirical understanding of the sector and
specifically sub-sectors such as designer fashion and graphics, not least due to the
definitional chaos located in this Policy. In this respect, consideration is given to the

Creative Industries Policy’s definitional framework and economic claims.

Secondly, as part of my professorial role, consideration is given to the sources of
data collection that underpin the Policy, its reliability and relevance to local and
regional economic cultural policy and practice. | demonstrate that collecting primary
data at local and regional levels, employing a practitioner/business-led definitional

framework related to the national SIC coding system?, is an alternative means of

! The national standard industrial classification is the mechanism used by the Office of
National Statistics. The Office for National Statistics (ONS) states that a Standard Industrial
Classification (SIC) was first introduced into the United Kingdom in 1948 for use in
classifying business establishments and other statistical units by the type of economic
activity in which they are engaged. The classification provides a framework for the collection,
tabulation, presentation and analysis of data and its use promotes uniformity. In addition, it
can be used for administrative purposes and by non-government bodies as a convenient
way of classifying industrial activities into a common structure. The UK SIC system is
identical to the EUROSTAT system NACE at the four-digit class level and the United Nations
system ISIC at the two-digit divisional level.



building a realistic analysis of the sector which is recognisable by those in the

industry.

Thirdly, | propose that the Creative Industries Policy is exclusive and not inclusive,
and that the definition is pragmatic, with no justifiable rationale. Furthermore, the
data used as evidence to support the Policy are unreliable and flawed when placed
in the context of sub-sectors, localities and regions.

Finally, the public works suggest that the introduction of a Creative Industries Policy
has inadvertently encouraged an emerging re-conceptualisation of the cultural
industries, particularly arts practice: culture as business, not the “Tate” effect;
aesthetic, peer group determined public culture. As a result of this conceptual
repositioning, Arts Institutions can be seen as creative businesses engaging with
customers, developing markets, and providing services and products which
contribute to the development of local, national and regional culture. This may, for
example, require a re-examination of the role of local authorities or Arts Councils
towards acting as contract and risk managers with a wider understanding of
business development. Many local authorities see a long-term future for the cultural
services and arts in contributing to regeneration, quality of life, social cohesion and
economic development. What may be needed is the freedom to develop alternative
strategies through the creative industries paradigm to recognise people's innate

creativity, then capturing and building it into the creative businesses of the future.

The weakness of this work, however, can be summarised as the limitations of the
survey instrument and the lower-than-expected return rate; additionally, the
methodology has not been applied to all individual sub-sectors of the creative
industries or a sufficient number of regions to determine what variables may be
significant. Secondly, the question of whether it is more appropriate to use standard
occupational classifications or the emerging product classifications as the defining
framework, as opposed to standard industrial classifications, has yet to be tested.
As there are currently no coherent theoretical frameworks that explain the creative
industries as a concept, it has proved difficult to ground the definitional debate.

There is an argument, however, that the application of network analysis theory® may

2 Social network analysis [SNA] is the mapping and measurement of relationships and flows
between people, groups, organisations, computers or other information/knowledge
processing entities. The nodes in the network are the people and groups, while the links
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be more productive and provide a better understanding of the industry. | have not

yet been able to evaluate this approach. Finally, the chaotic national and regional
cultural infrastructure continues.

show relationships or flows between the nodes. SNA provides both a visual and
mathematical analysis of human relationships. For example, two nodes are connected if they

regularly talk to each other, or interact in some way (Krebs V. Introduction to Social Network
Analysis, Sourced 2003).
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2. BREAKING NEW GROUND IN THE RELATIONSHIP BETWEEN THE
ARTS AND INDUSTRY

2.1 Background

In particular, the submission investigates the definitional and quantification
dynamics of the New Labour Creative Industries Policy from 1998 to 2007, including
definitional “creep” and consequent data collection confusion®. It focuses attention
on the over-reliance on secondary data to substantiate policy and what appears to
be confused, uninformed definitional frameworks employed by the Department of
Culture, Media and Sport (DCMS) for measuring activity and allocating resources.

The interest in these issues stems from an earlier period as Visual Arts Officer for
the Yorkshire Regional Arts Agency and the introduction of the UK’s first Artist in
Industry scheme:

‘Placing artists in industries is now a well-established process, seen as one
method of restoring the last relationship between artist and the public. The
theory is that everyone benefits: the artist in gaining access to new material,
the workers in having their perceptions challenged, the company in terms of
prestige, publicity and the opportunity to acquire original works of art,

reflecting their industrial processes’ (Hercombe 1986, p.4).

This was an innovative programme that introduced artists to the workplace and

employees to artists over a sixth month period. Perhaps more importantly the

% Definitional creep in this context refers to the interchangeability and inconsistent
application of terms such as culture, creativity, arts, heritage and industry. An example of
this is that the Department of Education and Employment, through the National Advisory
Committee on Creative and Cultural Education report “All Our Futures: Creativity, Culture
and Education” (1999), does not restrict itself to associating creativity with “the professional
and associated fields known as the creative industries” but rather views it as a process of
“imaginative activity fashioned so as to produce outcomes that are both original and of
value”. It is suggested that this requires imagination, purpose, originality and value, all of
which can be applied to any “advances in mathematics, sciences, technology, in politics,
business and in all areas of everyday life”. However, this has not been adopted as a working
definition across all its divisions by the DCMS.

Similarly the same department has adopted a definition of culture which is inconsistently
applied: it encompasses, “both a material and a value dimension and includes a wide range
of activities such as arts, media, sports, parks, museums, libraries, the built heritage, the
countryside, playgrounds and tourism”(Local Cultural Strategies, Draft Guidance for Local
Authorities in England, DCMS, 1999).

If the definitional frameworks employed are inconsistent, then data collection becomes more
pragmatic.
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scheme required matched funds (in cash or kind) and a willingness from the
companies to buy the art work which they did. This enabled the public funds
available to support artists stretch further with the added benefit to the artist of work

purchased which overcame some of the concerns:

‘Simon Roodhouse has become increasingly gloomy about the way in
which public money was being distributed to artists in the form of grants,
bursaries, and awards, largely for the development of studio work. He found
himself questioning how effective such awards were and whether they went
in any way towards ending the estrangement that seemed to exist between
the artist and the wider community. His understanding was that they did not.
He believed that the Policy led to an unsatisfactory use of the tiny resources
available and resolved to find ways in which they could involve other
organisations in supporting artists by creating opportunities rather than
looking for straightforward financial help. It occurred to him that industry was
a valuable source of visual stimulation and potential financial support that lay

largely untapped’ (Hercombe 1986, p.6).

As a consequence the scheme required the development of an understanding of
industry, artist requirements and cultural policy. These successful and innovative
schemes supported the Bogdanor view of fjoined- up government’ and
demonstrated how little attention had been paid in policy terms to connecting
cultural practice with the workplace. Acting as a consultant, the scheme was

subsequently introduced by colleagues in the West Midlands and Scotland:

‘My thanks also go to Simon Roodhouse, who initially devised the (Artist in
Industry) concept for Yorkshire Arts, and who acted as a consultant for
setting up the Scottish placements. His experience and support were
invaluable’ (Scottish Arts Council 1987).

This work on the interaction of artists and the workplace led to citations in several
publications — ‘Simon Roodhouse, [is] one of the original pioneers of this promising
new movement to create a new public art’ (Roodhouse1984 and see also Van Riel
1991; Grant 1988; Pick & Anderton 1999) - and in turn exposed the low levels of
professionalisation found in creative practice. The Giles cartoon in Figure 1
demonstrated the high levels of national interest in the scheme and its innovative

nature. In this case, Giles illustrates the artist Helen Chadwick, who worked in John
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Smith pubs and clubs, recording the characters she found there. This work was
translated into a unique set of beer mats (used in all John Smith pubs and clubs)
and included in a major exhibition. This naturally generated an engagement with
higher education (the major provider of qualified artists in the UK) as a means of
influencing the education and training of arts and design graduates through the
introduction of professional practice in undergraduate programmes, including key
skills (Roodhouse 1998) and competencies. Engaging in changing higher education
to introduce competencies as part of the vocational agenda provided me with the
knowledge and skills to establish (as the founding Director) the UK’s first Museum
Training Institute (now the Creative and Cultural Skills Sector Skills Council) for the
Office of Arts and Libraries (now DCMS) in 1989, as a result of the Hale Report
(Museums and Galleries Commission, 1987). The culmination of these experiences
was my appointment as the first Chief Executive of the University Vocational
Awards Council, an independent University-led membership body which champions

higher level vocational learning wherever it takes place.

Figure 1 Giles Cartoon of the Artist in Industry Scheme, Daily Express, 1981

DAILY EXPRESS Tuesday September 22 1981

Lo

¢ o
k : G5 s

‘‘There are plenty of jobs going if you'd bother to look for them — Arts
Council Grant £800 for picture to show what life's like in a pub!"
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It is perhaps the combination of a consistent professional engagement in the visual
arts, the arts generally, museums and heritage, combined with a longstanding
engagement with education and training, which has provided the first-hand
experience and breadth necessary to make a sustained professional and intellectual

contribution to the development of the creative and cultural industries

Influencing this period of my development was the work of Professor John Pick, who
established the UK's first arts policy and management department at City University
and has been an independent and often outspoken champion for professionalism in
the arts for at least the last 20 years. Of his many books, the most important is Arts
Administration, a combination of theory and practice which has been reissued
several times. It was his willingness to critically analyse the national cultural
establishment and conventions at a time of conformity that made him such an
important cultural policy thinker. His willingness to pose questions that challenged
the established cultural status quo and the liberating of alternative, less popular
arguments provided a refreshing reappraisal of ideologies. An example of such a

question is provided below.

f large and expensive ensemble companies have acted as transmitters of

the high arts in the past, must they necessarily continue to do so? Is it
inevitable that our highest experiences in music theatre must come from
grand opera — an entertainment which was uneasily grafted on to the
cultured Londoner’s taste in the eighteenth century — and must our
mediocrity or otherwise be judged solely by its health? After all, many of the
most tyrannical and bloodthirsty regimes of the twentieth century have been
noble patrons of the great Opera Houses of the State’ (Pick 1980, p.13).

More recently, Zohar and Marshall's book “Spiritual Capital” has provided a useful
paradigm in considering how businesses can reorganise and refocus, incorporating
creativity to benefit themselves and the world. The present business environment
requires employees to perform tasks which add up to corporate wealth making;

however, this culture

is highly competitive, often dog eat dog, and competitive people reap most
of the rewards. Anger builds because people feel a sense of injustice, a lack
of fairness and representation, that they are just pawns in a larger game.

The greed needs no explanation; it is the primary driving force of big

14



business today. The fear comes from a fear of making mistakes, a fear of
being told off, a fear of getting fired’ (Zohar & Marshall 2004, p.54).

The suggested alternative is ‘a vision and model for organisational and cultural
sustainability within a wider framework of community and global concern’ (Zohar
&Marshall 2004, p. 4) which is based on spiritual capital. Spiritual capital in this
context is not just monetary wealth but provides a mechanism for making a profit by
doing business in a wider context of meaning and value. It can as a result generate
profit that draws on and adds to the wealth of the human spirit and to general
human well-being. The spiritual capital conceptual framework is conducive to
creativity, with companies being ready to be “spontaneous” and “positively
responding to adversity™. It suggests that the values often found in creative
businesses (creative industries) are increasingly important in today’s globally
competitive world. So this work has helped me to move from investigating the
implications and interactions of the artist as a creative to understanding the potential
of the creative business paradigm. Engaging with these issues in a professional
context has led me to develop learning opportunities for those in the field by
establishing, for example, the Arts Management Centre at Northumbria University,
the first in the UK outside London, followed by the Museum Training Institute

referred to earlier.

Much of the work cited, as suggested earlier, is based on a long-standing interest in
the until recently much neglected interaction between the arts and industry, now
captured in the New Labour government’s Creative Industries Policy, and how this
provides a useful mechanism for re-evaluating established public sector cultural
practices. It also questions the increasingly complex bureaucratic delivery system
needed to distribute diminishing public funds. and the continual claims made by
successive governments and their agencies regarding the social and economic
importance of the arts, typified in a succession of public documents published by the

Arts Council of Great Britain in the 1980s, such as “An Invitation to the Nation to

* Zohar and Marshall (2004) argue that the current concept of capital is material capital -
capital that can be measured in financial terms - and that there have been recent attempts to
expand on this notion. For example, companies today incorporate notions of intellectual
capital and human capital, but these simply extend the idea of material wealth to ideas and
people. In other words, they attempt to put a price on employees’ creativity and skills. On
the other hand, companies that have built spiritual capital seek a positive response to
adversity. Business downturns, market fluctuations, changes in customer demand and
recognition of internal mistakes or miscalculations are all seen as opportunities to be
creative.
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Invest in the Arts, A Great British Success Story” (1985). This publication claims
that;

the arts industry as a whole directly employs some 175,000 people, with

many more in catering, transport, marketing etc. living indirectly off the arts’
(p.4)

It fails to cite the sources or methodologies employed to arrive at such a claim. In
addition, there is a compulsion to justify some of these activities, which has led to an
obsession with advocacy and “constructed” impact needed to support “the case”
rather than establishing an evidential and verifiable empirical baseline as other
industries have done®. It is also continually trying to promote a publicly approved
aesthetic that is good art at the expense of other public and private sector cultural
activity, an elite that we should all be prepared to accept. If we do not comprehend
this phenomenon, then it is probably down to our poor education (Scruton 1998). As
a result, the public works cited in this submission address structural, definitional,
and quantitative issues and how these impact on practice through the New Labour
Creative Industries Policy (1998 -2007), the contemporary culture and business

policy model.

® The Economic Importance of the Arts (Policy Studies Institute, Myerscough 1998),
commissioned by the Arts Council of Great Britain, attempted for the first time to quantify the
economic impact of the arts and to provide verifiable data to be used by the arts funding
structure to argue for additional resources. Economic impact studies have continued as a
favoured means of arguing for financial resources with government, although the
methodology has been severely criticised as misleading, particularly the multiplier effect.

Similarly, the contribution of the arts to tourism and the export effort as part of the economic
(described as business) case for an increased slice of the public purse was also developed.
This is evidenced in the Arts Council of Great Britain’s “A Great British Success Story”. It
claimed that tourists in 1984 brought £5,319m to Britain, and 60% of those in a survey that
year confirmed that they were attracted to the country by the galleries and museums, with
35% by theatre and a further 22% by music, and this continues today. These statistics are
only as good as the sources from which they are derived and the ways in which they are
collected.
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2.2 The “Definitional” Discourse
In order to understand and locate my contribution to the field, it is essential to
demonstrate my understanding of the historical definitional discourse. This section

explains and analyses the discourse, with references throughout to my work.

Successive United Kingdom (UK) national governments and their agencies have
defined and redrawn boundaries, resulting in continuous public cultural policy and
practice turbulence since 1945, commencing with the establishment of the Arts
Council of Great Britain (Pick & Anderton 1999). The pragmatic determination of
these boundaries - that is, definitions with no obvious rationale for inclusion or
exclusion - lends itself to an interpretation of a public sector domain engaged in
restrictive cultural practice, wherein boundaries are constrained enough to match
the level of available resources at any given time. It is the government
administrative machinery responding to national policy by providing manageable
and controllable categories, classifications and frameworks for the allocation of
public funds, rather than a rational, inclusive and empirically informed (and hence
measurable) system that conforms to the requirements of evidence-based policy
(Solesbury 2001). Urban regeneration (Roodhouse and Roodhouse 1997) and the
creative industries policy (Roodhouse 2003) by the New Labour administration

exemplify this practice.

The impact of this obsession with continuous boundary redefinition through national
government machinery and by political parties for the arts, creativity and culture
(which commenced with the Department of Education, followed by the Office of Arts
and Libraries, then the Department of Heritage and now the Department for Culture,
Media and Sport) works against cohesion, interaction and connectivity; although
much is said by politicians about joined-up policy and action.

‘Joined- up government' is a key theme of modern government. The Labour
government, first elected in 1997, decided that intractable problems such as
social exclusion, drug addiction and crime could not be resolved by any
single department of government. Instead, such problems had to be made
the object of a concerted attack using all the arms of government - central
and local government and public agencies, as well as the private and

voluntary sectors’ (Bogdanor 2005, p. 1).
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In particular, it encourages isolationism between national, regional and local
government and agencies by relying on departmentalisation and
compartmentalisation as the organisational means of delivery. As an illustration,
culture resides within the Department for Culture, Media and Sport (DCMS) and is
also found in the Foreign and Commonwealth Office, who fund the British Council
(British Council 1998, 2004), the Ministry of Defence, which resources a substantial
number of museums, galleries and musical bands, the Department of Trade and
Industry, which supports creative industries through the Small Business Service,
including the export effort of these businesses, the Department for Education and
Skills (DfES; Allen & Shaw 2001) and the Higher Education Funding Council for
England (HEFCE) which provides entry to work and workforce development in the
cultural field (North West Universities Association 2004). This incidentally excludes
all the devolved cultural arrangements for Scotland, Northern Ireland and Wales,
which are another area of chaos, as the studies referred to are focussed on

England.

This chaotic organisational pattern is replicated at regional level with DCMS-
sponsored Cultural Consortia, the Arts Council, the Museums, Libraries and
Archives Council (MLA), the Sports Council, the Tourist Boards, Sector Skills
Councils (SSCs) and local authorities, along with the Regional Development
Agencies (RDAs) and the Small Business Service, including Business Link, not to
mention the plethora of sub-regional intermediaries funded from the public purse, all
pursuing differing cultural agendas and definitional frameworks (Hamilton & Scullion
2002). Although attempts are made at overarching regional strategies, there is not
as yet a shared understanding of an agreement to a definitional framework to
operate and evaluate the effectiveness of these strategies. This leads, for example,
to data collection replication, which requires additional resource allocation for

coordination. Selwood has recognised this, and suggests,

If the lure of cross domain data remains attractive to DCMS and its
agencies, there is a case to be made for a better relationship to be forged
between the requirements of cultural policy and the collection of evidence. In
short we should replace our reliance on the sometimes random data sets
which already exist, and which are collated in a piecemeal fashion, with a

coherent data framework.’ (Selwood, no date, p. 6)
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These issues were fore-grounded by the 1997 “New Labour” government
engagement in the creative industries concept, which claimed to be a significant
contributor to the UK knowledge economy (DCMS 1998, 2001). This concept,
generated by Leadbetter and Oakley (1999), is a contemporary reinvention of the
“Old Labour” GLC-oriented cultural model. The Labour-controlled Greater London
Council (GLC) provided a significant challenge to the definitional status quo in the
early 1980s, at a time of high unemployment, significant industrial decline and
diminishing public funds for the arts, by re-introducing the cultural industries model
derived from popular culture theorists such as Bourdieu and reinvented by Walpole
and Comedia in the 1980s. The introduction of the cultural and creative industries
exemplars gave rise to a re-appraisal of the role and function of the “traditional” arts
in economic terms (Myerscough 1988), and in relation to new technologies such as
instant printing, cassette recording and video making (O’Connor 1999). So, the
concept of culture as an industry in a public policy context was introduced. The arts,
described by the GLC as the “traditional arts”, were subsumed into a broader

definitional framework, which included

‘the electronic forms of cultural production and distribution — radio,
television, records and video — and the diverse range of popular cultures

which exist in London’ (Greater London Industrial Strategy 1985, p.11).

The eventual successor body, the London Assembly, and the executive Mayor of
London have rekindled the theme (London Development Agency 2003), this time
with a focus on intervention in the creative industry networks and linkages.
However, creative industries development is derived from a longer history
associated with defining and redefining the arts as an industry sector (Roodhouse
1997; Calhoun, Lupuma & Postone 1993) and the relationship of the arts and media
as cultural industries, for example, which others have addressed (O’Connor 1999;
Throsby 2001; Pratt 1997; Garnham 1987).

The cultural industries’ replacement creative industry concept, generated by
DEMOS (Leadbetter & Oakley 1999) and constructed as a component of the
knowledge economy model, can be found in one (Cunningham 2002) of four key
policy themes for the DCMS: that is, economic value. It is argued that the theme of
economic value is a maturing of the Thatcherite ethos of efficiency, effectiveness,

value for money and market forces. Smith, the first New Labour Secretary of State
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for Culture, Media and Sport, reinforced this interpretation in his attempts to

promote ‘Cool Britannia’;

~ ensuring that the full economic and employment impact of the whole range
of creative industries is acknowledged and assisted by government’ (Smith
1998, p. 2).

It was, after all, a continuation of the cultural economic rationale developed earlier
by Ken Walpole (Greater London Council, Industry and Employment Branch, 1985).
In my keynote paper for the Australian Institute of Arts Management Annual
Conference, Brisbane, Australia, 2002, | elaborated on this;

‘For the first time, the concept of culture as an industry in a public policy
context was introduced. The arts, described by the GLC as the ‘traditional
arts’ were subsumed into a broader definitional framework which included
‘the electronic forms of cultural production and distribution — radio, television,
records and video — and the diverse range of popular cultures which exist in
London” (Greater London Industrial Strategy 1985, p. 11). The GLC, a
Labour-controlled metropolitan council for London, recognised at an early
stage that there was a ‘strong and deep-rooted antagonism towards any
attempt to analyse culture as part of the economy’. It subsequently required
a move away from the traditional approaches to cultural analysis, which has
tended to separate culture from ‘material production and economic activity’.
The London Industrial Strategy, The Cultural Industries, argued strongly that
‘What is available for cultural consumption and what opportunities there are
for employment in cultural production are, for better or for worse, clearly
determined by economics’. Given the high levels of unemployment at the
time, March 1985, (over 400,000 people were officially unemployed and
there were a further 120,000 people wanting work in London), it is not
surprising that the role of ‘cultural industries’ as an employment vehicle
within London’s economy was recognised. For example, London’s biggest
manufacturing sector, printing and publishing, employed 112,000 people,
and the University of Warwick’s Institute of Employment Research indicated
at the time that literary, artistic and sports employment would grow by 30%
nationally between 1980 and 1990’ (Roodhouse 2000a).
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Here | have drawn attention to a continuum of development, thus suggesting that
the creative industries concept is evolutionary and certainly not radical. The
connection with the knowledge economy provides a new dimension. These

thoughts have been cited by others such as Caust (2003).

The government, through the Creative Industries Taskforce, chaired by Smith,
defined the creative industries boundaries. The definition employed is largely
pragmatic, with little in the way of a rationale (Roodhouse 2003):

those activities which have their origin in individual creativity, skill and talent,
and which have a potential for wealth and job creation through the
generation and exploitation of intellectual property’ (DCMS 1998Db).

The industrial activity sub-sectors within which this activity primarily takes place are:

‘advertising, architecture, the art and antiques market, crafts, design,
designer fashion, film, interactive leisure software, music, the performing

arts, publishing, software, television and radio’ (DCMS 1998b).

The representation of these activities as the UK creative industry sector generates
structural and intellectual location tensions: for example, architecture relates to
construction and marginally engages with the arts and antiques trade; similarly, the
arts and antiques trade has little or nothing to do with interactive leisure software. It
is an emerging policy constraint that the DCMS has yet to embed both intellectually
and practically in the consciousness of those working in the field, not least because
there has been little consultation with those affected. As a consequence, the
concept has more in common with the developing global economic interest in the
knowledge economy (Leadbetter & Oakley 1999; Howkins 2001; Caves 2000) than
the DCMS-designated constituent activities (the sub-sectors). This is exacerbated
by the DCMS’s divisional structure, which does not attempt to reconcile the creative

industries’ sub-sectors.

Of particular note in this definitional discourse is the equitable inclusion of both
public and private sector activity in public cultural policy which has led to a re-
designation of cultural activity as creative industries and an engagement with
convergence arguments generated through advances in technology (Flew 2002;

Cunningham, Hearn, Cox, Ninan & Keane 2003). Fundamentally, this growing re-
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conceptualisation facilitates a reassessment of the traditional forms of policy
intervention in support of the arts and culture (Roodhouse 2002). As elaborated by
Cunningham (2002), the term “creative industries” offers a workable solution that
enables cultural industries and creative arts to become enshrined within a definition
that breaks down the rigid sustainability of the long-standing definitions of culture
and creative arts to create coherency through democratising culture in the context of
commerce, whereby creativity can become coupled alongside enterprise and
technology to become sectors of economic growth through the commercialisation of
creative activity and intellectual property. Cunningham confirms this:

‘ “Creative Industries” is a term that suits the political, cultural and
technological landscape of these times. It focuses on the twin truths that (i)
the core of “culture” is still creativity, but (ii) creativity is produced, deployed,

consumed and enjoyed quite differently in post-industrialised societies
(Cunningham 2002, p. 2).

This, then, is a move from the traditional arts definition established by the Arts
Council of Great Britain and successor bodies, recently re-invented as “the value of
the arts” argument (Jowell 2004), to an economic re-conceptualisation of the
creative industries that implies a democratisation of the arts (Roodhouse 2002) and
opens the door to seriously engaging with the arts as business. This
reconceptualisation was presented as the keynote address to over 650 cultural
managers, administrators and practitioners at a major international conference,
culture@com.unity, the arts and cultural domain in New South Wales in Sydney,
Australia, organised by the Museums and Galleries Foundation of NSW, Regional
Arts, NSW, Community Cultural Development NSW and the Local Government and
Shires Associations of NSW. Subsequently, these concepts were encompassed in
an invited article for the Liberal Democrat policy journal, the Reformer, as a

contribution to the arts policy debate.

‘Such an alternative perspective allows us to consider a more sustainable
future for the arts and heritage as creative businesses, with products,
services and markets. Judgement of excellence is simple, and funding
becomes based on a business model. The nature of public sector
organisational roles can be re-evaluated in developing this industrial sector
just like any other industrial activity. Large businesses and the education

sector take over the role of research and development. Government should
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ensure that risk and innovation is nurtured. No special pleading should be
required, though, and a wider range of funding agencies can become

involved in supporting and developing the businesses’ (Roodhouse 2001a).

2.3.  Economic and Statistical Limitations

Attempts have been made by cultural economists, statisticians and cultural
geographers, largely since the early 1980s (Myerscough 1988, O’Brien and Feist
1995, Pratt 1997, Jeffcut 2004, NESTA 2006), to arrive at suitable categorisations
for the sector. A National Endowment for Science, Technology and the Arts
(NESTA) report argued:

‘The definition does not focus on how economic value is created. Most
significantly, it does not recognise differences in market structures,
distribution mechanisms and consumption patterns between the creative
sectors.” (NESTA, research report, 2006, p. 2)

Pratt endorses this by suggesting that value chain and domain categorisation is a
useful mechanism. This approach generalises the problem and reduces the
importance of sub-sectors and of specifying the activities within them. Meanwhile
Jeffcut (2004), from a knowledge management perspective, suggests that the only
way to understand the industry is as a cultural ecology. This relationship and
interaction approach side-steps the key issue, which is a detailed explanation of the
sub-sector activity categories. Cunningham and particularly Hearn (Hearn, Pace &
Roodhouse 2005) take this further by engaging with a value chain ecology, which
relies on a thorough understanding of networks and shared detailed classifications
developed by the author. What seems to have emerged from this work is a
recognition that the Office for National Statistics (ONS: a UK government agency)
the Standard Occupational Classification (SOC) and the Standard Industrial
Classification (SIC) provide a common, imperfect, but nevertheless verifiable
structure to collect and analyse data, which corresponds with European, North
American and Australasian systems. For example, Table 1 provides an integrated
definitional model based on the Australian SIC and SOC system used to collect
primary baseline data on the music sub-sector of the creative industries in
Queensland, Australia (Cox, Ninan, Hearn, Roodhouse, & Cunningham 2004).
There are in addition arguments that suggest that a product classificatory approach
may prove to be the solution to these issues, so Jacobs and O’Neil (2003) suggest

that it is possible to avoid some of the problems associated with SIC by using
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databases (such as Kompass or Dash), which allow searches to be carried out on

particular products or services. Others such as Kahle and Walking (1996) provide

an alternative approach, namely the use of large-scale market research surveys

such as those organised by the UK ONS, for example, the Annual Business Inquiry

Survey. However, economists and statisticians who are expected to quantify the

creative and cultural industry and/or arts activity to provide informed data for policy

evaluation and development continue to be dogged by this tortuous and contorted

definitional history (Barriére & Santagata 1997; Evans 1997). In other words, it is

difficult to provide the history with trend data.

Table 1: CIRAC, ACLC, ANZSIC and UKSIC Business Activity Concordance

Table

CMIC (1)

ACLC (2) AND UKSIC
EQUIVALENTS

ANZSIC (3)

1. Music Composition (incl.

Composers &

Songwriters)

231 Music Composition

92.31 Artistic and Literary

creation and Interpretation

9242 Creative Arts

5. Record Company or
Label

233 Record Companies and

Distributors

22.31 Reproduction of sound

recording

2430 Recorded Media
Manufacturing and

Publishing

4799 Wholesaling n.e.c.

© Simon Roodhouse, 2007

The weakness and inconsistencies of the definitional frameworks become apparent

when used to quantify and determine the value of artistic and/or aesthetic activity. |

take this to an advanced level of analysis:

The definitional chaos also illustrates a fundamental structural failure of

the creative industries concept as defined generally by the UK’s
Department for Culture Media and Sport (DCMS) and others, the

problem being that the visual arts are not represented, but are instead
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located in the arts and antiques trade as products. In other words, this
‘industrial activity” is referred to and classified as tangible output, such
as sculpture, painting, prints and ceramics—that is, as product rather
than as a creative activity or business or the creative process. This runs
counter to the “creative individual” argument enshrined in the DCMS
definition, which the UK government, through the Creative Industries
Taskforce, defined as it developed and implemented the creative
industries policy. The ‘creative individual’ concept was derived from an
interest in the knowledge economy, and the definition employed was
largely pragmatic.

It is hard to conceive of the creative industries without identifying
individual artists as creative businesses, but after detailed examination
of the task force’s subsectors and of how they are defined, it becomes

clear that artists are not defined this way. (Roodhouse 2006, p. 1064).

As a consequence, | argue that there is a need for a shift from generalised
descriptors and categorisations such as advertising to specific analysis of its
component parts. Authors such as Baumol (Baumol & Baumol 1994) and
Heatherington (1992), who are interested in understanding the economics of the
sector, with assertions that aesthetic pleasure has at least as much value as the
difference in returns between works of art and financial assets, quickly find that
there is no common understanding of art or aesthetics. This leads to the ultimate
guestion - how to define a work of art. Another issue for economists studying the
cultural industries is the differentiation between artistic and industrial goods. Part of
the difficulty here is that the total assimilation of art into commodities creates serious
problems because art goods escape the standard rules of utilitarian market
exchange (Barriére & Santagata 1997). The consequence of this failure to engage
in establishing common workable definitions is summed up by Towse in considering

the visual arts,
The main point is that whichever definition is used, it is bound to produce

different research findings.” (Arts Council of England research report 31
1996, p.2)
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This has led over time to

‘- the paucity of alternative data sets with which to test the assertion(s) in

practice’ (Arts Council of England research report 31 1996, p.2).

Consequently, even if the definitional jungle referred to can be avoided, there are
difficulties in successfully locating cultural product within the accepted norms of
economic practice. The fault line for cultural economists in delivering convincing
economic analysis is the lack of clarity and consistency in defining cultural practice
and therefore generating any useful data. The rationale, for example, for including
designer fashion as a discrete creative sub-sector and excluding graphic design is
hard to find. Similarly, evidence to support the exclusion of the heritage sector,
inferring that it is not creative, is difficult to ascertain from published material such
as the DCMS mapping documents. As a result of my contributions to this discourse
in recognised international referred journals, such as the Journal of Arts
Management, Law and Society and the International Journal of Applied
Management, and the leading cultural management academic biannual conference,
| was invited to become a member of the editorial board of the International Journal

of Arts Management and advise the DCMS Creative Industries Unit.

2.4. New Labour Creative Industries Claims

Twenty-eight years after the UNESCO report (Green, Wilding and Hoggart 1970),
the DCMS published an audit based on this secondary data in 1998, with a follow-
up in 2001 - the Creative Industries Mapping Documents (1998 and 2001) - which
claimed that these industries generated £57 billion (1998) and £112bn (2001)
revenues and employment of circa 1 million (1998) and 1.3 million (2001), described
in Table 2 by sub-sector:
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Table 2: UK Creative Industries Headline Data, 1998 and 2001, and 2005

Revenues 1998 and

Employment 1998 and

Employment

Activity 2001 2001 Estimates for 2005
(£Bn) (Thousands) (Thousands)
Advertising 4.0 3.0 96,000 93,000 89,100
Architecture 15 1.7 30,000 21,000 83,100
Arts and Antiques 22 35 39,700 37,000 22,900
Crafts 04 04 25,000 24,000 -
Design 12.0 26.7 23,000 76,000 -
Designer Fashion 0.6 0.6 11,500 12,000 3,400
Film/video 0.9 3.6 33,000 45,000 51,000
Interactive Leisure 1.2 1.0 27,000 21,000 341,600 (incl.
Software software and
computer services)
Music 3.6 4.6 160,000 122,000 185,300 (incl.
performing arts)
Performing Arts 0.9 05 60,000 74,000 185,300 (incl. music)
Publishing 16.3 18.5 125,000 141,000 173,800
Software/ 7.536.4 272,000 555,000 341,600 (incl. leisure
computer software)
Services
Television and 6.412.1 63,500 102,000 95,200
Radio
Total £57 bn 112.5bn | Circa 1,000,000 1,322,000 1,045,400

© Simon Roodhouse, 2007

There are the usual health warnings associated with these statistics and

recommendations for further work to be carried out in collecting and verifying the

data underpinning the document. In particular, it recommends,

‘Continuing to improve the collection of robust and timely data on the

creative industries, based on a common understanding of coverage’ (DCMS
2001, p.14).
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The data on the interactive leisure software, designer fashion (Roodhouse 2003)
and crafts sub-sectors were identified as particularly weak. When considering this
matter at the regional level, the position is dismal, with little information available
(Department of Arts Policy and Management, City University 2000). Consequently,

one of the key issues identified was;

The need for more mapping to provide a better picture of what is happening
on the ground and help inform policy development. The mapping also needs
to be based on a common understanding of the coverage of the creative
industries’ (DCMS 2001, p.17).

However, the DCMS has attempted to develop a regional cultural data framework
(Wood 2004). This has not been accepted, because it does not universally conform
to the national data collection classifications and relies on generalised notions of
domains and a limited interpretation of value chains. Consequently, the DCMS has

augmented it with a published guide (toolkit) to data collection;

‘The main impetus behind the development of the toolkit was the urgent
need, expressed by all the English Regional Cultural Consortia (RCCs), for a
more robust and reliable evidence-base on which to develop future policies
for culture, [however] there is currently no underlying taxonomic principle
that guides whether certain activities fall within the realm of the DCMS or
not. In turn, this is the result of the lack of a public definition of the area for
which the Department has responsibility — that is, the ‘Cultural Sector’. The
only government definition that one could possibly identify is an operational,
self-definition; that is, the Cultural Sector becomes defined solely as ‘that for
which the DCMS has responsibility’ (DCMS 2004, unpublished report).

This can only be perceived as a fundamental structural weakness, when increasing
emphasis is placed on evidence-based cultural policy and comparative international

benchmarking.

Despite sporadic attempts (O’Brien & Feist 1995, Davies & Lindley 2003), the
paucity of empirical evidence available and the structural weakness of the
definitional frameworks to inform cultural policy, management or practice,
particularly in the fields of museums, galleries and the creative industries

(Roodhouse 2003), to support the formulation and development of policy at local,
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regional (Devlin, Gibson, Taylor & Roodhouse 1998; Devlin, Gibson, Taylor &

Roodhouse 1999; Roodhouse & Taylor 2000°) and national levels continues.

The most recent DCMS statement confirms this:

‘As set out [above,] many of the calls for better evidence have focused on
official statistics and the way DCMS uses these to estimate the economic
importance of the creative industries. In particular, problems have been
raised with the identification of creative industries within official
classifications. Official statistics are drawn from ONS surveys which cover
businesses that are registered for VAT and do not include those that are not
registered or small businesses whose turnover is below the VAT threshold.
This is problematic when trying to identify and measure the activity of the
creative industries because many of the industries are very specific and
small in terms of number of businesses, turnover and employment. There is
concern therefore that official statistics are not totally representative of the
whole creative industries sector. The only way to overcome this would be to
carry out a separate survey of small creative firms and individuals but this
would be a huge undertaking involving significant costs and potentially

placing a considerable burden on the firms’ (DCMS 2006").

This, in fact, is the work | pioneered in 2000 for the Yorkshire and Humber
Government Office, with the support of Calvin Taylor, involving a survey of cultural
industries businesses in the Yorkshire and the Humber region, referred to later in
the submission and cited by the Arts Council of England (Hutton, Bridgwood and
Dust 2004) and the University of Warwick, Institute of Employment Studies
(Galloway 2002). The following table is an example of the primary data generated

through baseline surveys of businesses:

® These reports are available as supplementary evidence.

'See http://headshift.com/dcms/mt/archives/blog_36/Evidence%20and%20Analysis%20-
%20post%20cons%20final.doc accessed 15th April 2007
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Table 3: Comparative Yorkshire and Humber regional employment by selected
sub-sectors, 1996 - 1998

30

25 o

BAnnual Employment
Survey 196

@Creative Industries
(1996)

BAnnual Employment
Survey 1997

BICultural Industries

— ] [I— - (W11 Ok [

Archtecturd Activities Advettising Sdftware Pubiishing Film Rado Television Photographic +

BAmud Empoyment Survey 1995 58 38 96 262 1 2 2.1

WCregive Industries (199%) 42 39 79 929 15 2

2.5.  Questionable Sources of Data
Much of the statistical evidence used by the public sector agencies and government

departments referred to earlier is traceable:

‘National Statistics sources where possible — primarily the Annual Business
Inquiry, the Inter-Departmental Business Register and the Labour Force
Survey — meaning that the estimates are the best possible with the available
data. Definitions are based on the UK Standard Industrial Classifications
(SIC) and Standard Occupational Classifications (SOC); however, they do
not accurately reflect the structure of the Creative Industries. As such, it is
difficult to capture the full extent of the activity’ (DCMS 2006°).

Eurostat, incorporating LEG (Leadership Group on Cultural Statistics) on behalf of
the European Union, has also been generating information in this field. However, in
reality it is secondary data when used in the context of the creative industries, with
all the inherent weaknesses of such an approach (Department of Arts Policy and

Management, City University, 2000). This becomes worse, when consideration is

8Seehttp://headshift.com/dcms/mt/archives/bIog_36/Evidence%20and%20AnaIysis%20-
%20post%20cons%20final.doc accessed 15th April 2007
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given to the questionable sources, of data employed to support the DCMS creative

industry mapping documents:

‘Sources of data have included the Department of Trade and Industry,
Antigue Trades Gazette, Crafts Council, Design Council, Screen Finance,
Arts Council of England, Sunday Times, Screen Digest, BPI Statistical
Handbook, The Value of Music, Henley Centre, Association of British
Sponsorship of the Arts, Society of London Theatres, Express Newspapers,
Consumer Trends, Business Monitor and the UK Media Yearbook. Much of
this information is unverifiable, collected over differing periods of time, using

unrelated methodologies’ (Roodhouse, 2000a p3).

The Department has attempted to sift through these sources and select on the basis
of compatibility. This process, however, reinforced the difficulties of using a variety
of unverified sources that are not collecting data using a commonly defined
framework. Smith confirmed, however, that collecting and analysing data to
underpin creative industries policy is problematic, and past claims are difficult to
substantiate (DCMS 1998):

‘One of the problems in this whole area is that the precise figures (for the
creative industries) are hard to come by. Many of these areas of activity are
of course dominated by small and medium sized companies almost working
on a cottage industry basis, with a handful of big players striding amongst
them; it is a pattern that makes definition and accurate counting very difficult
but even more essential if public policy is to be maintained’ (Smith 1998 p10-
11).

Rather worryingly, a similar view was expressed as long ago as 1970 in the
UNESCO report, Cultural Policy in Great Britain (Green, Wilding & Hoggart 1970).

What | identified and advised DCMS on as a critical friend was the chaotic nature of
the cultural sector at regional and national levels, reflected in the ad hoc collection
of data and not least in the inconsistent use of definitional frameworks. This
observation has subsequently been picked up by the DCMS in developing the
Regional Cultural Data Framework and its successor, the DCMS Evidence Toolkit,

by arriving at a working definition of culture as a starting point:
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‘Culture has both a ‘material’ and a non-material dimension. The definition of
the Cultural Sector must focus upon material culture, and we understand this
to be the sum of activities and necessary resources (tools, infrastructure and
artefacts) involved in the whole ‘cycle’ of creation, making, dissemination,
exhibition/reception, archiving/preservation, and education/understanding
relating to cultural products and services. We recognise that the range of
activities defined as ‘cultural’ is mobile and changing. However, at their most
inclusive, we propose that the domains [sub sectors] of the Cultural Sector
cover the following: Visual Art, Performance, Audio-Visual, Books and Press,
Sport, Heritage, and Tourism’ (DCMS 2006°).

Although progress is being made in arriving at a commonly understood cultural
definition, there remains a poor knowledge base: The evidence available is limited
and patchy - more evidence needs to be collected to allow policy to be developed’
(DCMS Creative Economy Evidence and Analysis Group, 2006).

Consequently, this submission represents a sustained contribution to an
impoverished knowledge base needed for policy making and the advancement of
professional practice; for example, graphic design has now been included in the
2007 SIC coding revisions and the discourse over the confusion in defining fashion
design has been taken forward by others such as Creigh—Tyke (2005). In addition,
DCMS commissioned me to undertake an empirical baseline analysis of the
designer fashion sub-sector of the creative industries in two regions, Yorkshire and
the Humber and the North West.

%seehttp://headshift.com/dcms/mt/archives/blog_36/Evidence%20and%20Analysis%20-
%20post%20cons%20final.doc accessed 15th April 2007

10seehttp://headshift.com/dcms/mt/archives/bIog_36/Evidence%20and%20AnaIysis%20—
%20post%20cons%20final.doc accessed 15th April 2007
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3. INFLUENCING THE CULTURAL FIELD, PARTICULARLY HIGHER
EDUCATION, WITH A RECOGNISED CONTRIBUTION TO A
REAPPRAISAL OF THE CREATIVE INDUSTRIES’ DEFINITIONAL
FRAMEWORKS

The body of work cited has played a part in shaping professional practice in the field
nationally and internationally: for example, it has influenced the work of the DCMS,
cited in reports such as “The Contribution of Culture to Regeneration in the UK: A
Review of Evidence (Evans and Shaw 2004); the Arts Council of England, with data
cited in “Measuring the Economic and Social Impact of the Arts: A Review” (Reeves
2002); the British Council Creative Industries Unit, which has promoted the mapping
approach to several countries developing the creative industries; Austrian interest in
the creative industries and in particular, a major survey of this activity in Vienna by
Mediacult. In addition, the first Yorkshire studies were recognised in Australia and
taken up as a model for primary data collection. Apart from the contribution to
professional practice by conceiving, developing and disseminating new data, this
work has contributed to the continuing debate on definitions and more significantly,
the paradigm shift from conventional public cultural funding regimes to a business-

focussed approach.

Consequently, this section focuses on the contribution of the published work to the
vocational education and creative industries professional discourse by examining in
detail the fieldwork and methodology. It is, however, important to reiterate that there
is little published material on the creative industries and consequently, the body of
knowledge to draw from is embryonic. In particular, the paucity of primary
information is evident and continues to be a barrier in understanding these
industries and hence policy development, as the DCMS has indicated in its recent
reports, quoted earlier. The public works are informed by project work conducted
from 1998 to 2005 in respect of the following main issues:

I. Cultural or creative industries’ definitional frameworks;
Il. Appropriate methodology for the collection of primary data;

I1l. Primary data on the creative industries and its sub-sectors at regional level,

In answering these questions, the work has been located in national and regional

cultural policy and practice, as this is where many of the issues of delivery rest.
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Much of the work in this field relies on statistical theory and practice, supported by
economic perspectives, with minimal cultural theory from writers such as Bourdieu
or Williams. Unsurprisingly, the published reports rarely reference any theoretical
underpinning, but rather provide conditions and assumptions affecting the data,
definitions and interpretation of that material. However, the approach employed in
the cited public works is informed by action theory. Basic action theory typically
describes behaviour as the result of an interaction between an individual agent and
a situation. This has been extended and developed to provide the conceptual
underpinning to the work so that the collection of original quantitative data provides
the information required to formulate concepts (Mele 1997). The author’s
engagement with an unfamiliar area of study has led to a re-engagement with the
theoretical understanding of creativity and business, which originated in the
successful Artist in Industry projects carried out in the 1980s at Yorkshire Arts. The
literature surrounding creativity can be broken down into works concerned with
defining and theorising the concept (Koestler 1964, Boden 1990); those engaged in
the behavioural aspects of creativity (Sternberg 1999); others concerned with
cognitive processes (Pesut 1990; De Bono 1996); the psychological dynamics of
creativity (Bergum 1973 & 1975); the sociology of creativity (Florida 2002; Perry—
Smith 2006); creative processes (Stackhouse 2006) and organisational and
systems issues (Andriopoulos & Lowe 2000; Gilson, Mathieu, Shalley & Ruddy
2005, Handy 1995). It is, then, a well-rehearsed and extensively studied subject,
analysed from several disciplinary perspectives. Thus much of the literature on
creativity is concerned with understanding how the mind works (Armbuster 1989; De
Bono 1971; Koestler 1989; Hayes 1978).

Organisational creativity'* theory (Woodman, Sawyer & Griffin 1993) is also useful
in this respect, as it provides a framework to understand explicit activities in
complex social systems: large organisations. Boden, whose work has been
influential in shaping the creativity discourse, suggests that creativity

- is always mediated by conceptual development of some form. Any
creative act is thus always founded on conceptualisation or the realisation of

a point within a particular ‘conceptual space’” She notes, “there are two

ways in which this might happen. If the conceptual space has an existing

' Woodman, Sawyer and Griffin suggest that organisational creativity is understood to be
the creation of a valuable, useful new product, service, idea, procedure or process, by
individuals working together, in a complex social system.
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mental representation, realisation of a new point is simply a matter of
identifying a new location within that space. If no such representation exists,
then realisation of a new point necessarily involves construction of the

representation as a preliminary step.” (Boden, 1990, p. 78)

For Boden, this offers the means of distinguishing two forms of conceptualisation: a
straightforward form, involving the identification of a new point in an existing space,
and a more complex form which involves, as a preliminary step, the construction of
the relevant conceptual space. The process of identifying a new point she terms
“exploration”; the process of generating a new space she calls “transformation”
(Boden 1990). Although subsequent writings have suggested that this theory is too
vague (Ritchie 2006), it still underpins current creativity theoretical perspectives. |
also consider it necessary to distinguish creativity from innovation. The Department
of Trade and Industry (DTI) has suggested creativity as the first stage in innovation
(DTI 2005) and innovation as

‘product innovation — bringing to the market or into use by business process
innovation; significant changes in the way that goods or services are
produced or provided; categories of investment such as R&D, capital goods
and software acquisition; design activity, for implementing current
innovations or directed to future product or process changes; management
related, such as strategic changes to the organisation of business or its

functions, in order to achieve gains in competitiveness’ (DTI, 2006, pviii).

As a result, innovation can be thought of as structured problem solving (Clegg
1999), unlike creativity, which may be described as ‘A creator (who) is unlikely to
stick in a mould, rather reshaping that mould, thereby extending the framework
established for the field of endeavour.’ (Gardner 1993).

My conclusion from these observations is that there is as yet no workable creative
industries theoretical construct, except that of pragmatism. This could explain, for
example, the problems associated with conceptual “buy-in” by businesses from

different sub-sectors and the failure to determine a shared definition of activity

Before embarking upon demonstrating the work’s originality, the main elements of

the methodology employed are discussed.
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3.1. The Work-Based Projects and Fieldwork from 1998 to 2007

The main thrust of the fieldwork from 1998 to 2007 was to provide an alternative
paradigm to the DCMS definition and categorisation, as well as to address the lack
of primary data on the cultural and creative industries at a regional and local level. |
conceived, structured and directed these projects; however, others were involved in

the analysis and delivery:

e 1998: a study of the cultural industries in the Wakefield District for the
Wakefield European Partnership;

e 1999: | conceived, structured and led a study of the cultural industries in
Rotherham, South Yorkshire for the Rotherham Metropolitan Borough
Council;

e 2000: a study of the cultural industries in Yorkshire and Humber, which
involved determining a definitional framework and establishing a workable
methodology, database and sampling mechanisms;

e 2003: a study of the designer fashion sub-sector in the Northwest, Yorkshire
and Humber, which was the first study to comprehensively quantify this sub-
sector of the creative industries in the North of England using the
methodology established in the 2000 study of the cultural industries in
Yorkshire and Humber for the Department for Culture, Media and Sport;

e 2002/4: Queensland music sub-sector baseline analysis, utilising the
methodology established in the 2000 and 2003 studies and testing
international comparative definitional frameworks for Queensland State
Development Department;

e 2002/5: three primary baseline analyses of the creative industries in
Queensland, applying previous methodology and definitional frameworks,
including the development of international benchmarking for Queensland
State Development Department;

e 2004: a micro-primary data baseline analysis of the graphic design
businesses which form part of the design sub-sector of the creative
industries in a predetermined, restricted geographical urban area, applying
the methodology established earlier at micro levels for the first time to
generate an accurate analysis of this type of activity in the Metropolitan
Borough for the purposes of assisting the development of a creative

industries policy;
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e 2004: micro-primary data baseline analysis of the visual arts activity in a
restricted geographical urban area to determine levels of activity,
employment, investment profiles, markets and development needs as a
means of informing the Metropolitan Borough in developing the next stages
of the creative industries policy;

e 2005: primary data analysis of the creative industries of Cardiff and its
immediate environs, employing the DCMS definition, to assist the University
of Glamorgan in assessing demand;

e 2007: primary data analysis of the creative industries in Winchester and
Hampshire, employing the DCMS definition, to assist the University of

Winchester in assessing supply and demand.

These studies were the first of their type in the sector, and as a result, broke new
ground. They have been used to inform practice in the East Midlands, with the work
carried out by Comedia for the East Midlands Regional Development Agency, and a
major study of the creative industries in Queensland, carried out by Queensland
University of Technology, Creative Industries Research and Applications Centre
(CIRAC), funded by the Australian Research Council. Subsequently, the material
generated has been used in evidence at the Australian House of Representatives
Inquiry into the Future Opportunities for Australia’s Film, Animation, Special Effects
and Electronic Games Industries in 2006. In the case of the University of
Glamorgan study, the report provided the evidential base to give the University
confidence to establish a Faculty of Creative Industries in Cardiff. The following
table provides an example of the type of primary data generated through this

process:
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Table 4: Annual income profile for graphic design companies in Bolton

28 4
2222
20 A

18.42

14.81

741 741 741 741 741

aT aT

AORniny

Under £5000 £5001-£10,000  £10,001- £25,001- £50,001- £100,001- £250,001- £500,0001-  £1,000,001-  £2,500,001-  £5,000,001-  hissing value
£25.000 £50.000 £100.000 £250.000 £500.000 £1million £2.500.000 £5.000.000  £10.000.000

4. DEVELOPMENT OF PRIMARY BASELINE METHODOLOGY AND
PROVISION OF NEW DATA ON THE SECTOR

The methodology chosen was determined by the desire to understand the creative
industries within geographical boundaries by generating primary data derived from
the businesses themselves as a means of overcoming the weaknesses referred to
earlier. This led naturally to the consideration of a quantitative approach. This in
turn required an approach to be developed to arrive at a workable and defendable
definitional framework, explained in greater detail in 3.3.i. The assumptions are that
the DCMS sub-sectoral definitions and SIC coding do not provide a sufficiently
detailed framework to capture creative business activity, and as a consequence, the
author has originated an alternative approach. This required me to acquire an
understanding of SIC and SOC coding, creativity and quantitative data collection

methodology.
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A literature search provided the history leading up to the current New Labour
creative industry definition. The definitions employed by the author in the research
were derived from an analysis of existing frameworks and consultation with the
sector, which is a significant departure from the methodology employed by DCMS.
The digression from the DCMS position resulted from the inability to locate a
theoretical concept, other than what seems to be pragmatism, which informs the
definition of the creative industries. At least the structured, consultative approach,
which incorporates existing definitions, is a recognised conventional methodology.
There is, however, a paucity of precise theories for defining the creative industries.
It seems that creativity, organisational and innovation theories may point the way
forward. The research employed a combination of existing secondary data sources
and the new primary data captured by postal survey and telephone inquiries. The
results of these surveys were analysed using SPSS statistical analysis software.
The primary data were achieved by compiling a database of cultural businesses.
The resultant data sets ranged from 34 inputs for micro studies to 13,000 inputs for
large-scale cultural industry surveys. These data sets provided in their own terms a
major contribution to the understanding of the number and type of creative

businesses in a geographically defined location.

The questionnaire | designed with reference to Oppenheim (1968, 1992) was piloted
to meet the needs of the survey and consisted of primary, closed multiple-choice
questions. Sampling returns from these studies ranged from 4% to 70%, with the
lower returns associated with the larger data sets. This questionnaire model was
subsequently adopted and adapted to be used in the Australian context for that
country’s first baseline analysis of the creative industries (Cox, Ninan, Hearn,
Roodhouse & Cunningham 2004).

The result of this work is a snapshot of creative businesses in a sub-sector from a
number of perspectives such as employment, investment, marketing and training
patterns. So, for example, the designer fashion sector in the Northwest, Yorkshire
and Humber regions can be characterised from the research as a complex sub-
sector of activities from bridal wear to high fashion (couture), with convergent design
and manufacturing interests. These businesses are to a large extent micro, small
and medium-sized enterprises with annual incomes of less than £25,000: often a

sole proprietor, the self-employed or limited companies. There are, however, a
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significant number of very large businesses generating annual incomes in excess of

£1 million.

It is noticeable that the sector shows no interest in clustering, works largely in
isolation and is strongly regionally based, with customers primarily located in the
region and throughout the United Kingdom. The businesses themselves are often
located in leased or proprietor-owned premises; however, there is a significant level
of home working (Roodhouse 2003b). The analysis was informed by Blaike (2003),
the SPSS system capability and David and Sutton (2004). It is this level of detall
which is a major contribution. There is, in addition, no international comparative
data or definitional framework for the creative industries (Roodhouse 2003),
although this is a global phenomenon; however, | have successfully utilised the
methodological approach in a large-scale study of Queensland to arrive at
comparable primary baseline data.

However, the snapshot method used has limitations, particularly as it relies on a
survey questionnaire and a comprehensive database of creative businesses in a
defined geographical area. The limitations to this approach have been found to be
the low business responses across all sub-sectors, particularly the self-employed
and micro-businesses. The problems of interpretation are exacerbated by the
continuing incompatibility of the definitional framework employed and in particular,
its lack of detail and differentiation. In effect, the primary data derived from this
method has a limited life and must be revisited on a regular basis in a longitudinal
study cycle. This has raised questions regarding how to efficiently construct the
initial business database to accurately capture the self-employed and micro-
businesses. This is particularly difficult if there is access to confidential data
collected by the Office of National Statistics for PAYE, for example. In addition, it
has been disappointing to discover that businesses in the sector do not respond to
this type of survey. Consideration is now being given to using data in the public
realm derived from Companies House, so that attention can be focused on micro-
businesses and the self-employed. In the case of the definitional discourse, there is
evidence to suggest that a five-digit coding system will be made available for

researchers and practitioners by consumers in conjunction with ONS.
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5. CONCLUSIONS

My original contribution to the understanding and development of the New Labour
Cultural and Creative Industries Policy, based on my earlier experiences and
engagement with the arts and business, is demonstrated in the earlier sections of
the submission by references to the relevant published material and fieldwork. They
can be summarised as clarifying and deepening the policy concept through
investigation and generation of prototypes and original data at local and regional
levels where there is a very limited body of published knowledge and a recognised
serious paucity of information. Consequently, this work represents:

I. An original contribution of an alternative, definitional paradigm and
methodology;

Il. A contribution to the knowledge base through the development of the

primary data collection methodology;

I1l. The collection of accurate, measurable primary information to provide

detailed “snapshots” of the industry and subsectors;

IV. The generation of intelligence that has a practical value to those working in

the sector.

These contributions are explained in greater detail in the following sections.

5.1 Definitional Issues

The published work has provided a systematic understanding of national and
international definitional issues in the creative industries (Devlin, Gibson, Taylor &
Roodhouse 1998; Cox, Ninan, Hearn, Roodhouse & Cunningham 2004) by
exposing the ungrounded nature of the concept and the lack of relevance for
creative businesses. In this respect, the author suggests that public cultural policy
and practice is restrictive and bound by a State view of acceptable aesthetics,
determined by the government and its agencies (Roodhouse 2002). It is argued
that these agencies are often complex, bureaucratic, decompartmentalised and
uncoordinated (Roodhouse 2002). This in turn leads to an obsession with public
sector cultural provision, self interest and constrained engagement in private sector

creative businesses by public funding agencies, often with a limited empirical
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understanding of the sector and its sub-sectors and relationships (Roodhouse
1999b & 2000a). In particular, the lack of verifiable definitional detail associated with
sub-sectors can only undermine what is already a questionable claim by New
Labour, explained in section 2.3, Table 2. This weakness is addressed by the
author through a comparison of existing definitional frameworks, working with the
sub-sector businesses to arrive at a workable definition that realistically reflects
actual activity, with clear linkages established to the UK SIC for comparative
purposes (Roodhouse 2003b). The distinction between cultural and creative
industries is exposed and explained in the progressive shift from an arts defined
public policy world, represented by the Arts Council of Great Britain, to the GLC
economic reconceptualisation and ultimately, the New Labour position (see section
2.1). The key issue here concerns boundaries: what is included and why other
activities are excluded (discussed in section 2.1). It is, after all, recognised by Smith,
amongst others, as an economic and business model. Inconsistency is rife, as the
author has pointed out in the case of educational activity: as a sub-sector, it trains
creatives for the industry, employs them as teachers and runs galleries (creative
public businesses); however, it is excluded from the creative industry definition. A
cultural industries categorisation would, on the other hand, readily include such
activity, as demonstrated in the baseline analysis of the cultural industries in
Yorkshire and the Humber (Roodhouse 2000). Consequently, the DCMS public
position on sub-sectors, articulated in the mapping documents referred to in section
2.3, is rejected and the absurdity of exclusions such as the heritage sector
highlighted. If further evidence were needed, inconsistencies are also fore-
grounded with the comparisons between the DCMS creative industry framework
and the organisations it funds, such as the National Skills Agency, the Cultural and
Creative Industries Sector Skills Council (SSC), which by its very title covers all
definitional eventualities. SSCs are government-funded, employer-led organisations,
and are expected to resolve the UK skill and productivity gap. They replace the
earlier National Training Organisations (NTOs), which in turn were born out of
industry training organisations (Jones 2000), industry lead bodies and even earlier,
industry training boards, established in 1964. There was also a recognition that the
UK needed to raise levels of competence in the workforce in order to maintain and
enhance competitiveness and its position as a highly skilled, innovative and
technologically advanced nation state reinforced the requirement to reform an
archaic 19" century training and qualification system which had lost touch with the

needs of employers;
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By the 1970s, both the British and US economies faced strong competition

from nations using similar production technologies but with much lower
manufacturing costs, particularly labour. Government concern about falling
competitiveness stimulated reviews by the then Manpower Services
Commission (MSC 1981) which underlined the need for a flexible and skilled
workforce that could respond to global economic changes’ (Swailes and
Roodhouse 2003, p.86).

The rationale for change seems remarkably similar to New Labour’s justifications for

their action.

The SSC definitional footprint is:

I. The Arts: encompassing performing arts, including drama, musicals, dance,
opera, circus, street theatre, participatory arts; music, including producing,
recording and publishing; visual arts and literary arts;

Il. Crafts, including designer-makers of contemporary and traditional crafts;

I1l. Design, including spatial, product, graphics and communications design,
textiles and fashion;
IV. Cultural heritage, including museums, galleries and heritage organisations,

including archaeology and conservation.

Advertising, interactive leisure software, computer services and architecture, all of
which are recognised sub-sectors of the DCMS creative industries definition, are
missing.  Again, these government-sponsored agencies seem to be more
concerned with capturing and demarcating territory than with coordinating and
rationalising the system. This body is expected to collect data on the employment

patterns and skill needs of the “sector”.

Turning to a sub-sector such as designer fashion, recognised by DCMS as “weak
statistically” (see section 2.3), this sub-sector relies on a constrained and high
couture definition excluding activities such as bridal wear and sportswear, all of
which are designed by creatives who conform to the DCMS descriptors (see section
2.1). New definitional categories within the DCMS creative industry framework and
UK SIC system have been developed for designer fashion, graphic design, music
and the visual arts by the author and successfully employed in the United Kingdom

and Australia to generate primary data (Roodhouse 2003a)
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5.2 Data Collection and Sources

Public cultural policy economic and statistical data collection and analysis relies on
verifiable definitions and includes significant interrogation of secondary data. Flaws
in definitional classifications and the accuracy of secondary data on the creative
industries are quickly exposed when applied to a local or regional context and
consequently cannot be trusted (Roodhouse 2004a). This is because the secondary
data employed from sources such as NOMIS and the Annual Employment Survey
are designed to meet national requirements which have yet to capture the detail of
the creative industry sub-sectors as defined by DCMS. As the author points out, this
is a significant issue because it throws into doubt much of the data being used at
local, regional and national levels to justify the New Labour Creative Industries
Policy. In addition, the current SIC and SOC are inadequate, largely because they
are based on “old industries” rather than the emerging creative businesses which
form part of the knowledge economy This continuing “problem” is illustrated when
attempting to locate designer fashion and graphic design in the SIC, with both

activities lumped under one classification: 74.87/2 - specialist design activity.

| point out that there is a requirement within the UK system for additional coding, as
is the case in Australia (Roodhouse, 2005). It is suggested that these issues are
now being addressed by ONS, with a revision of the SIC and a five-digit code, which
has yet to be placed in the public domain. The evidence base looks distinctly
wobbly, with images of castles built on sand coming to mind, particularly when the
definitional framework is highly questionable, as pointed out in section 2.1. In
addition, there are serious doubts about the quality and reliability of the data
sources used to justify New Labour claims, as outlined in section 2.4. | and others
have responded by employing the new definitional prototypes, designing and
applying a methodology for primary baseline data collection of creative and cultural
industries practice through micro and macro studies at regional and local levels
(Cox, Ninan, Hearn, Roodhouse, & Cunningham 2004, Roodhouse 2000b,
Roodhouse 2003c). A description of the methodology can be found in section 3.2.

5.3 Policy and Practice Implications

The re-introduction of the creative business idea provides a platform for serious
consideration of the current government cultural funding arrangements, with a move
away from the present established Arts Council funding structure to a broader, more
people responsive and sustainable model (Roodhouse 2002), relying more on

business support mechanisms than cultural grants. It also recognises private
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companies and the self-employed, thus describing a spectrum of creative activity
rather than a singular focus on the arts. The definitional discourse does not seem to
criticise the creative industry construct but rather what sub-sectors are included and

how the selected sub-sectors are described:

‘The term ‘creative industries’ includes a diverse range of businesses in
sectors that are commonly thought of as being quite distinct from each other.
The DCMS definition suggests that businesses in these sectors share a
common foundation: they rely on individual creativity and imagination allied
with skill and talent, and produce wealth and jobs through the generation
and exploitation of new intellectual property and content. This definition has
been useful in reinforcing the importance of these sectors for policymakers
and others, especially their economic importance, and in challenging the
traditional forms of policy intervention in support of arts and culture (typically,
through subsidies and grants). (NESTA, 2006, p.9).

These observations are justified, as it is only by addressing them that the evidence
required by government to support policy development and evaluation can be relied

on. For example,

“measurement of performance relies on a definitive baseline to start from; in
other words, if we do not have a common understanding of what the visual
arts are or what an artist is, [for example] how can we measure success as

managers?’ (Roodhouse 2006, p.63).

The fractured nature of government and agents at all levels described in section 2.1
is a significant barrier to establishing shared understandings and common data.
Each of the agencies involved and all levels of government have distinct missions
and business priorities. This does not lend itself naturally to standardisation of
definitions and data and a consequent “default” position of SIC classifications,

however inaccurate and unsatisfactory, is adopted.

There is a need for a “whole” national, regional and local government creative
industry evidence and analysis strategy which is evidence-based - and thus
measurable - and overcomes the current structural isolationism with the inevitable
wasted resources and duplication of effort involved in individual organisations

collecting data with little or no reference to each other (Roodhouse 2004a). It is
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thus particularly unsatisfactory that there is no shared definitional framework,
although the DCMS is making attempts to address this (see section 2.3); nor is
there a comprehensive primary baseline to allow the sector to monitor and evaluate
the effectiveness of government interventions. Assuming that there is, for example,
no common definition of graphic design at national level, comparisons between
regional public financial interventions for the creative industries become at best
generalised. This situation does not allow inter-regional objective comparison of
performance, which for national government is an unsatisfactory position to be in
(Roodhouse 2005). The author has, however, provided a proven model for
systematic classification, comparability, national or locally coordinated collection
and organisation of data using industry-derived definitions that are meaningful to
practitioners, agencies and national government. The model requires the
establishment of a comprehensive database of creative businesses reflecting the
chosen definitional framework, which is geographically constrained. This is
surveyed to attract information on the businesses as a snapshot in time. The
approach provides reliable primary data, employing a detailed and grounded sub-

sectoral definitional structure.

Amongst the government-sponsored cultural agencies at regional level with an
interest in the creative industries, the Regional Development Agencies and, to a
lesser extent, Cultural Consortia are dominant, although this remains a very
confused field, with many players in the government team operating individually, as
described in section 2.1. As a result, the economic imperatives of job generation
and wealth creation remain the dominant ethos and the need for reliable
comparable data has never been greater. For example, the data derived from the
primary analysis of sub-sectors at local and regional level has questioned the
assumptions made by regional policy makers that all creative industries cluster. It
has illustrated market patterns, often demonstrating that these businesses are
supported by local and regional customers with minimal penetration of international
markets. This has implications for local and regional economic policy (Roodhouse
2003c).

Turning to research into the creative industries, for this to be taken seriously, the
author suggests the need to be precise over the use of classification systems and
move towards a common international standard. As Towse argues (see section 2.2)
and the author agrees, research in this field requires agreed detailed definitional

frameworks.  This requires the sector and those involved in it to cooperate in
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arriving at shared definitional frameworks, not least as the basis for ecological,
chain and network analyses. Care also needs to be taken over the extensive
application of value chain and ecology theoretical frameworks as a means of
understanding the creative industries generally when; for example, we cannot yet
quantify sculpture or sculpting or share a common understanding of what graphic
design represents. The alternative definitional approach provided earlier by the
author provides one answer to these fundamental questions and as a result, makes
a serious contribution to the creative industries knowledge base and discourse
(Cunningham 2002, DCMS 2001).

As quoted earlier but worth repeating Smith, the first New Labour political champion,
made plain,

,One of the problems in this whole area is that the precise figures (for the
creative industries) are hard to come by. Many of these areas of activity are
of course dominated by small and medium sized companies almost working
on a cottage industry basis, with a handful of big players striding amongst
them; it is a pattern that makes definition and accurate counting very difficult
but even more essential if public policy is to be maintained’(Smith, 1998,
p.10 -11).

His own Department reinforces this,

‘Continuing to improve the collection of robust and timely data on the
creative industries, based on a common understanding of coverage’ (DCMS
2001, p.14).

Subsequent New Labour culture ministers have failed to address this issue until
recently, with Lammy’s reinvention of the creative industries as the creative

economy in 2006.

Questions remain over the reliability of the evidence base for current New Labour
creative policy-making at regional, national and international levels when
fundamental elements remain unresolved, such as an accurate record of the
number of visual artists in the UK. My contribution is to provide an important
mechanism for overcoming these issues, provide evidence, add key original data to

significantly increase the knowledge of the sector and make a serious international
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contribution to the discourse. As a consequence, the work has influenced data
collection in the United Kingdom and Australia. Building on this, the Australian
Research Council has recognised me as an international expert in the creative
industries field, the University of Technology, Sydney, giving me an Adjunct
Professorship in 2007. Much of the work has been used to inform a book published
in 2006 - Cultural Quarters: Principles and Practice - which develops an argument
that creative industries can be fostered through cultural quarters as they establish a
sustainable model of production and consumption. In this respect, further research
is now needed to map and evaluate the existence value of these businesses by
quantifying the networks internally and externally to inform public policy and social

and economic intervention at local and regional levels.
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FROM VALUE CHAIN TO VALUE
CREATING ECOLOGY
Implications for creative industries
development policy

Greg Hearn, Simon Roodhouse and Julie Blakey

The metaphor of a “value creating ecology” is developed to describe the operation of the creative
industries. This encapsulates three important trends, namely the shift from consumers to co-creators
of value; the shift from thinking about product value to thinking about network value; and the shift
from thinking about cooperation or competition to thinking about co-opetition. Underlying this
metaphor is recognition of the need to consider both public mechanisms as well as the market when
framing creative industries development policy. Policy implications for human capital, urban policy
and sectoral infrastructure are described.

KEYWORDS creative industries; value ecology

Introduction

The term creative industries was first articulated in 1997 as a way of integrating
sectors of the British economy in which creative intangible inputs add significant economic
and social value. It was introduced as a public sector policy by the first “New” Labour
Government in 1998 and adopted in Europe, East Asia, and Australasia.! The term has also
been taken up increasingly in the United States, typically resistant to such European and
dominion trends.? It is a term which sometimes is read as code for a neo-liberal cultural
policy agenda and as such is the subject of increasing academic debate (McNamara 2002;
Hesmondhalgh & Pratt 2005; Garnham 2005). However, both critics and advocates agree
that the internationalisation of the creative industries concept is predicated on its capacity
to connect key contemporary policy drivers in high-tech information and communications
technologies (ICT) based research and development (production in the new economy) with
the “experience” economy, cultural identity, and social empowerment (consumption in the
new economy).

It is not the purpose of this paper to engage these debates directly although we will
speak to these issues in the final section of the paper. Indeed the primary policy prove-
nance of the paper is industry development policy for the creative industries, rather than
cultural policy in general. We take the term creative industries, for the moment at least,
only as a descriptor of certain types of industry sectors. Whatever the debates around the
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term, it can now be said that there is an emerging international body of empirical
literature that allows for stronger and more critical assessment of some of the claims
made about these sectors (Australian Creative Digital Industry National Mapping Project
2006) This literature confirms amongst other things that the creative industries are, in fact,
above average in their growth rates and value adding and employment-producing
multipliers. The sector is highly integrated with other sectors of the economy - producing
intermediate inputs and outputs in just about all sectors. Analysis of occupational data
shows that there are more creatives employed in other sectors of the economy than in
those sectors designated as the creative industries. It can also be argued that the
creative industries evidence higher rates of innovation (Potts 2006). In short, the sector is a
highly dynamic sector and exemplifies the characteristics of the networked economy in
general.

This has had the effect of changing the way the fundamental processes of creating
“value” occurs - a shift from the idea of a value chain to a value creating ecology. This brings
us to the purpose of this paper which is to describe this emerging fundamental shift in how
we understand the creation of “value” and to examine implications of this for creative
industries development policy. By creative industries policy we refer to policy which directs
governments in attempts to stimulate or grow the creative industries regionally or
nationally. Such efforts are often “whole of government” and involve agencies concerned
with industry development and innovation as much as the arts and culture (O’'Regan & Ryan
2004). As a secondary outcome, we also make some concluding comment about the
implications of this shift for cultural policy more broadly conceived.

From Value Chain to Value Creating Ecology

The idea of a value chain is a very pervasive metaphor in both functional and critical
descriptions of production and consumption. The term evolved conceptually from the idea
of supply chain (Rainbird 2004) which describes the series of steps a product (usually a
tangible one) takes from the manufacturer to the consumer. The word “value” was
substituted for “supply” to suggest that each step in the chain should add value rather simply
move the product along. That is, value chains are should achieve value optimization rather
than cost minimization.

Many functional analyses of production and consumption (Hearn & Pace 2006) now
question this basic metaphor and the leading edges of innovation in the creative industries
(such as interactive software) evidence the breaking down of its warrant because it:

1. suggests a single linear process with one stage leading to the next;

2. does not analyse the fact that value chain creation may be a competitive as well as a coop-
erative process;

3. lends itself to mechanistic linear thinking and suggests static rather than dynamic
processes;

4. suggests the chain exists in isolation and ignores the environment as well as the effect of

processes or factors that are not strictly part of the chain but are important enablers,
catalysts or context setters for the chain (Rainbird 2004); and

5. rests on a simplified notion of “value”. For example, it assumes value remains “in the
product” ignoring externalities (i.e. product value derived from the relationship of the
product to a system or other products) (Walters & Lancaster 2000).
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In response, several terms have been coined to overcome the limitations of the value
chain metaphor. For example, Jeffcutt (2004, p. 81) prefers the term “value circuit”, because
it “foregrounds the dynamism and complexity of these, not necessarily linear, relationships
in a knowledge economy”. Moore (1996, p. 70) uses the concept of “value chaining” to
emphasise the “active generation of new value chains”. Stabell and Fjeldstad (1998) use the
terms “value shop” and “value network” to emphasise firm-level value creation. Lorenzen
and Frederiksen (2003, p. 15) suggest the term “value soup” where “the configuration of
networks of specialised agents ... are not stable value chains, but rather a value ‘soup’,
floated with projects”. In this paper we use the term “value creating ecology” to capture
these ideas. Table 1 depicts the difference in conception between supply chains, value
chains and value ecologies.

In a value creating ecology the constellation of firms are dynamic and value flow is
multi-directional and works through clusters of networks. Network theorist Albert-Laszlo
Barabdsi (2002) has described in detail the ubiquity of network structures. Of most relevance
here is his description of the shift from chains and hierarchies in business to networks:

The most visible element of this remaking is a shift from a tree to a web or a network organ-

isation, flat with lots of cross-links between the nodes. As valuable resources shift from
physical assets to bits and information, operations move from vertical to virtual integration,
the reach of business expands from domestic to global, the lifetime of inventories
decreases from months to hours, business strategy changes from top-down to bottom-up,
and workers transform from employees to free agents. (Barabasi 2002, p. 202)

From a network theory perspective, at least two reasons could be suggested for the
growing importance of networks. Firstly, networks are ideal information resource allocation/
information flow mechanisms. Structurally, networks facilitate rapid information transfer by

TABLE 1

Comparing key strategy elements for different conceptions of value creation.

Strategy elements

Supply chain

Value chain

Value ecology

Customers

Environment
Focus

Value creation

Relationship type
Risk

Profit focus

Cost focus
Knowledge leverage
Knowledge approach
Resource approach
Time orientation

Key driver

Consumers

Static/stable

Supply side OR
demand side, not both
Limited emphasis on
value creation

Vertical integration
Low

Increase own profits
Minimise own cost
Within the enterprise
Storing

Defending

Short term

Cost

Consumers

Static/stable

Supply and demand
sides

Emphasises a value
creation approach
which adds value at
every node

Timid teaming
Medium

Increase own profits
Optimise own cost
Within the enterprise
Hoarding

Guarding

Long term

Revenue

Consumers, suppliers,
competitors etc
Chaotic/uncertain

Supply and demand sides

Emphasises a holistic
approach to value creation
throughout the ecosystem

Dynamic and evolving
High

Increase ecosystem profits
Share costs

Across the ecosystem
Sharing

Sharing

Long term

Knowledge

Source: Andrews & Hahn 1998; Rainbird 2004.
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providing horizontal links cutting across institutional boundaries to put people in direct
contact with each other. Networks also help create information as well as transmit it. As each
person in the network receives information, it is synthesised and new ideas may spring forth
- information easily builds on information. Networks thus share new ideas and help create
them.

Secondly, new value creation is achieved through manipulation of information and
the characteristics of information are very different from ordinary goods. One of the
economic characteristics of information, namely that the cost of information production is
independent of its scale of use, implies increasing returns to the use of information. This
factor has traditionally conferred benefits to the early movers in information intensive
industries and as we will argue shortly it partially underlies the operation of value ecologies
in the creative industries.

The language (and mathematics) of network theory is thus really indispensable to any
analysis of the operation of the creative industries (Cross et al. 2002). For example, a large
number of phenomena (ranging from the distribution of the internet traffic, to the popularity
of film stars) can be described as scale free networks (Barabasi 2002; Watts 2003). Scale free
networks are so-called because their fundamental properties do not change as more focal
points of activity, nodes, are added. These types of networks have an important characteris-
tic, namely, that the number of connections in the networks are not distributed evenly or as
a normal curve, but as a power curve. That is, the number of nodes with a small number of
links is very large and the number of nodes which may link is small. Scale free networks, when
represented visually, look like a map of air routes (i.e. a few concentrated hubs with many
sparse pathways).

The confluence of network theory and the “value ecology” metaphor arises because
much of the development of network theory has been derived from analyses of bio-systems.
Put simply an ecology is a web of life and a web is a network. In terms of analysing the
operation of the creative industries as a sector, three important shifts are implicated more
specifically in the shift from value chain to value ecology, namely the shift in thinking about

consumers to co-creators of value;
from product value to network value;
from simple co-operation or competition to complex “co-opetition”.

From Consumers to Co-Creators of Value

Value creation is not a simple one-way, linear process but involves processes of reit-
eration and feedback and co-creation on the part of “consumers”. In marketing in general,
Prahalad and Ramaswamy (2004) argue there has been a shift in the role of the customer
from isolated, unaware, and passive to connected, informed, and active. They suggest the
co-creation experience itself, and not the product per se, has become the very basis of
value.

Marketing inherited a model of exchange from economics, which had a dominant
logic based on the exchange of “goods”, which usually are manufactured output. The
dominant logic focused on tangible resources, embedded value, and transactions. Over
the past several decades, new perspectives have emerged that have a revised logic
focused on intangible resources, the co-creation of value, and relationships. (Vargo &
Lusch 2004, 1)
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In this consumer-centric view of value creation, Prahalad and Ramaswamy (2002) suggest
the consumer:

is an integral part of the system for value creation;
can influence where, when, and how value is generated;
need not respect industry boundaries in the search for value;

HwN =

can compete with companies or leverage companies against each other for value extrac-
tion; and
5. can co-create value with the company at multiple points of exchange.

What this means in practice might range from IKEA’s co-option of customers in the construc-
tion of furniture or simply participating in focus groups that shape the development.
However, there are more significant ways this trend establishes itself.

Emerging sectors of the creative industries such as the computer games industry in
particular, exemplify these principles. Humphreys et al. (2005) focus on fan based or third
party content creation in a case study of Trainz, a train simulation game released by
Australian based games developer Auran. Game developers like Auran “routinely release
sophisticated content creation and distribution tools as downloads from their websites and
include them with their retail game software” (Humphreys et al. 2005, p. 18). In Auran’s case
their existing fan community was intensely involved throughout the development phases of
Trainz. In essence the company outsourced value creation to consumers. Formal relation-
ships with fans are created through the official Trainz third-party creators program which
allows users to share ideas, know-how, and art content. The benefits of this type of approach
are numerous. In particular, Auran facilitates innovation at a low cost and Trainz fans are
provided with software they want and in which they have ownership, all of which enhance
the value of the program (in other words, the willingness to purchase the product).

More generally, aspiring practitioners constitute a very significant sector of the
creative industries characteristically operating as non-commercial content producers.
Leadbeater (2004) has recently introduced the term “pro-am” to describe this practice. The
increasingly vibrant sector of practitioners in the creative industries is making important
and innovative contributions in broadband environments. Cunningham (2006) shows how
many of the most creative spaces on the Internet generate innovative content and enter-
prises that relate to pro-am production, evaluation and exchange of content. Distinctions
between consumption and production, labour and citizenship have blurred, allowing new
commercial, public and training opportunities in such areas as user-led and pro-am
innovation, open source, and broad-based consumer creativity, as a basis for lower-cost
content generation and dissemination. There is great potential to move these non-
commercial practitioners into more commercial industry environments if appropriate
pathways can be developed. Cunningham (2005, p. 7) suggests “the culture that is emerg-
ing is as much about creativity invested in the distribution and aggregation possibilities
and potential afforded by new communication platforms as about the text and the
content”.

Peer-to-peer architecture supports this shift allowing applications allow users to
exchange content on a considerable scale. This has been made most famous with music-
swapping software such as Napster, Gnutella, or the Australian-based Kazza, which are
increasingly being brought into commercial models of operation. Such user cultures contest
the strategy of former mass-delivery systems such as free-to-air and pay television,
traditional radio broadcasting and even cinema distribution. The highly successful on-line
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distribution of music with Apple i-tunes will soon be augmented with on-line video content
through video i-pods as well.

It can also be argued that the idea of co-creation is being utilized more broadly in the
creative industries, even in the traditional performing arts. For example, theatre has utilised
this concept with pantomime. In public cultural policy terms, this development of customer
interaction is to be welcomed as it plays into widening participation and extending access,
the contemporary political “Holy Grail” for government in Australia and the UK. As Rifkin
suggests,

creative technologies offer the capacity for consumerist customisation of products and
experiences in an increasingly open-ended way, so that the traditional distinction between
production and consumption is itself breaking down. The act of consumption becomes the
moment of production. (Rifkin 2000, cited in Shorthose 2004, p. 3)

From Product Value to Network Value

Value is thus created and extracted in a network of relationships, and value can best be
understood holistically as a function of the entire network. Network “externalities” are thus a
key feature of this approach to understanding value. Watts (2003) describes three types of
externalities which are pertinent here:

1. information externalities;
2. coercive externalities; and
3. market externalities.

Information externalities occur when product choices are affected substantially by
information outside the product. Coercive externalities result when a consumer is persuaded
to make particular choices of products or suppliers. Market externalities operate when the
value of a product increases in proportion to the number of people who use it, as in the tele-
phone network. Implied in this shift is that value lies in the ability of the product to connect
us to others. When connection happens early, through various externalities, a snowballing or
increasing returns effect may be generated. Moreover, it becomes increasingly difficult for
the system to change, even though individuals might prefer a different product or service.
The cost of the disconnect to the individual, and the impossibility of collective opt-out,
means certain product classes become de facto monopolies or at least are dominated by the
large hubs in the network of connections.

In what sense do cultural products and services relate to this externalities typology?
Clearly in a general sense the value of a cultural product or service depends on its ability to
connect us to other people and our culture. This might implicitly be the case when we
connect our identity to cultural themes explored and exploited in a cultural product or
explicitly when we discuss movies or songs with others.

Connection and network externalities such as information cascades, demand queues,
social contagion, bandwagons, herding, and path-dependence in the cultural industries®
have been explicitly analysed by Caves (2000), Kretschmer et al. (1999) and De Vany (2004) —
amongst others. According to De Vany (2004, p. 211), “these models differ in detail but they
are all dynamical processes in which the change in demand depends on demand already
revealed”. Of the various models, information cascades, in particular, highlight a typical
explanation of network effects and begin to explain the presence of increasing returns in the
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creative industries. Bikhchandani et al. (1992, p. 992) state that an information cascade
occurs when “it is optimal for an individual, having observed the actions of those ahead of
him, to follow the behaviour of the preceding individual without regard to his own informa-
tion”. Information cascades are either positive or negative; a cascade is positive if individuals
adopt and negative if individuals reject (Bikhchandani et al. 1992).

An information cascade can easily change from positive to negative in the creative
industries. Cultural goods are subject to a non-typical demand curve due to the role of
demand reversal which occurs when too many people participate in a particular fashion and
it ceases to be attractive, thus causing the trend to reverse. However, the reversal process
may be repeated, (for example, when an old Beatles song becomes valued once more
(Molteni & Ordanini 2003). This dynamic illustrates the well-known dependence on word-of-
mouth, networks, and critical reviews in cultural consumption.

In general, Arthur (1996, p. 100) argues that as the shift toward the new economy has
occurred, “the underlying mechanisms that determine economic behaviour have shifted
from ones of diminishing to ones of increasing returns”. That is products which enjoy success
become more successful because:

1. the costs in developing the product are up front (for example, in R & D or creative develop-
ment) and so unit costs fall as sales increase;

2. network effects mean the more a product gains prevalence, the more likely it will emerge
as standard; and

3. customer groove-in means as more market is captured, it becomes easier to capture future
markets.

These reasons are particularly pertinent to the high tech industries of computers,
aircraft, and telecommunications, amongst others, and Arthur (1996) suggests service indus-
tries evidence a hybrid old-new dynamic because demand is limited within a given region
and this demand is met by a low-tech processing model; but at the same time increasing
returns accrue via brand loyalty for example. Market leaders then have some advantage
merely because of their market position.

The creative industries, to some degree, mirror the characteristics which Arthur (1996)
terms the “hallmarks” of increasing returns including market instability, multiple potential
outcomes, unpredictability, the ability to lock in a market, the possible predominance of an
inferior product, and fat profits for the winner (Caves 2000, Hesmondhalgh 2002).
Kretschmer et al. 1999 point out that in the creative industries

unlike for technological externalities, these feedback loops typically do not escalate into
monopolistic competition where markets become locked in. Seeing one movie does not
prevent us from seeing another, though both are subject to network effects. (p. 63)

That is, unlike high tech industries where the cost to the individual of disconnecting, and the
impossibility of collective opt-out mean certain product classes become de facto monopolies
(or at least are dominated by the large hubs in the network of connections), cultural goods
are not subject to monopolistic competition because investment by consumers in the
product or experience is usually much lower. Whilst monopolistic competition in the private
creative industries is fleeting; however, government and its agencies hold majority stakes
over subsectors such as theatre, and the visual arts.

In general it can be argued that network externalities are very real in the creative
industries. The scale-free network structure of a few large hubs and many smaller connected
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centres of activity does manifest itself in many different forms in the creative industries (for
example, the movie and music industry distribution models). An important corollary is that
in an age of connected products and services, engagement as a member of the network is
required to be a player at all. This means a company must take on certain features or
“operating standards” to compete as a value-adder and that the number of competitors may
be quite different in a value network from those in a value chain. This connection of players
is in part based on the role of co-opetition in networks.

From Simple Co-operation or Competition to Complex Co-opetition

The final shift in thinking involves moving from simply cooperative or competitive
models to models based on simultaneous co-operation and competition between members
of an ecosystem.

Business ecosystems span a variety of industries. The companies within them coevolve
capabilities around [an] innovation and work cooperatively and competitively to support
new products, satisfy customer needs, and incorporate the next round of innovation.
(Moore 1996, p. 15)

Thus networks can be highly competitive and the evolution of hub size (firm) may well
involve strong competitive activity. The combination of cooperative and competitive
processes has been termed “co-opetition” (Nalebuff & Brandenburger 1997).

A game theoretic approach is commonly used in explanations of co-opetition. For
example, Nalebuff and Brandenburger (1997) suggest four player classifications operate in
value networks: customers, suppliers, competitors, and complementors. Bengsston and
Kock (1999) extend this model, suggesting there are four types of relationships between
players in a value network: coexistence, co-operation, competition, and co-opetition.

Game theory models of co-opetition imply the “co-evolution” of organisations and
networks and the “bundling” of complementary functions and companies. Moore (1998)
emphasises the notion of “co-evolution” where for any company to really evolve its capabil-
ities, others must evolve in support. The relationship between Intel, IBM, and Microsoft is a
case in point. Without the appropriate hardware and software upgrades Intel’s latest micro-
processor chips are rendered useless as there is no demand for the product. Furthermore,
Nalebuff and Brandenburger (1997) suggest successful companies employ your value net to
create added-value for consumers by bundling complementary products. For example, Feld-
mann (2002) suggests bundling is gaining momentum in the mobile technologies industry.
Mobile phones are no longer used for just voice-to-voice communication also bundle news
and information services (CNN, BBC). New features are increasingly being added, such as
SMS, ring tones, photo messaging, video messaging, music downloads, directory assistance,
and Internet access. For example, in Australia information from 3 mobile, includes access to
mobile TV: reality television (Big Brother), sporting events (Cricket Australia), adult services
(including Playboy, Asian Fantasy, Club Jenna, and Transport Info). Providers are engaging in
co-opetition to “pool” resources and increase their offering to consumers. The “lock-in”
element flows from the minimum requirements of 3G mobile technology. Once again, the
idea is that not just a product is being sold, but a web of products that creates an experience.
This suggests mutual interdependence in the interest of all those involved to maintain and
generate business and sell more. Coalitions by market leaders such as Intel, IBM and
Microsoft are able to take advantage of ecosystem dominance taking media concentration
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to another level. However, the ecosystem dynamic does not eliminate competition but
rather shifts the focus from company-to-company to ecosystem-to-ecosystem conflict, for
example, VHS versus Betamax or, more topically, music distribution systems.

If you are Sony, and you are making $4.6 billion in music sales but taking in $40 billion in
sales from electronics, who are you going to listen to; the music industry complaining about
people downloading music without authorisation, or the electronics executives trying to
make better, more expensive CD burners and MP3 players? (Strauss 2002)

Sony has failed to embrace its ecosystem and as a result is faced with ecosystem-to-
ecosystem conflict. This example illustrates the requirement for firms to think beyond
previous notions of the “firm” or “network”, as the next shift expands.

Implications for Policy in the Creative Industries

So far, our focus has been on articulating an emerging language for describing the
creation of value in the creative industries. Our attention to functional descriptions should
not read as an implication that we believe that everything in the ecology “is rosy” and that
there are no issues that need a critical as well as a functional assessment.# In advocating the
term value-creating ecology we are not suggesting that such ecologies are equalitarian, nor
that distributive justice is a feature of them. Indeed there are marked inequalities and intense
competitive processes at work. Nor are we suggesting that public investments are not
important considerations. Indeed on the contrary, one strength of the ecology metaphor is
that it recognizes the importance of the collective context (Scott 2006), and hence the need
for various forms of public intervention. Our point is that the language of the creative
ecology can provide a novel frame of reference in thinking about emerging and long term
issues for creative industries policy.

In deed, the “value creating ecology” metaphor is consistent with other descriptions of
the creative industries. In recent work Scott (2006, p. 15) articulates the concept of the
“creative field” thus:

The Creative field that undergirds the new economy is constituted as a constellation of
workers, firms, institutions, infrastructures, communication channels, and other active
ingredients stretched out at varying densities across geographic space This network of
forces is replete with synergistic interactions variously expressed as increasing returns
effects, externalities, spillovers, socialization processes, evolving traditions and so on, and it
is above all a locus of extraordinarily complex learning processes and knowledge
accumulation. The atmospherics are the private property of none and in principle the
collective property of all, although they frequently evade explicit appropriation by the
collectivity as such.

Pratt (2004, p. 60) stresses informal factors in creative production, especially “interconnect-
edness between creative individuals and firms, related and supporting services, education
and training, and the audience”. He suggests the co-location of film and television post-
production facilities in Soho, London, is deliberate.

Firms choose to locate there, at very high cost, in order to benefit from rapid exchange of
precisely the right goods and ideas. They also pay to remain “in the loop” of informal knowl-
edge exchange that is fuelled by the dense web of multiple interactions. (Pratt 2004, p. 62)
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Jeffcutt (2004) suggests a “creative eco-system” metaphor reinforces a holistic approach to
development of the sector and that the inherited capacities of a sector need to be
thoroughly appraised.

Current theory building in Australia by Cunningham et al. (2004) seeks to explain the
performance of the creative sector in Australia. It frames the milieu as incorporating both
major and SME players - including enterprising start-ups. Cunningham et al. describe
Australia’s creative innovation system, emphasising the importance of multi agent milieus,
and the necessity for rejuvenating the links between them.

Creative ecology metaphors have also been applied to venture capital backed internet
companies (Zacharakis et al. 2003), mobile telephone businesses (Feldman 2002), Danish
pop music innovation (Lorenzen & Fredrickson 2003) and the film industry (De Vany 2004).
Ninan’s (2004) investigation of a local music industry in Australia found a cluster of networks
wherein SMEs gravitate towards resource rich clusters to benefit from the sharing of
knowledge, skills, know-how, personnel, capital and even markets, of other cluster members.

Although the metaphor is prevalent and growing, the implications for policy thinking
have not been developed in detail. Much policy for creative industries development
proceeds without recognizing the particular dynamics we now have described as value
creating ecology.

In some cases creative industries policy derives uncritically from other industry sectors
(e.g. resource or manufacturing) which have different dynamics, for example, where dimin-
ishing returns or technological innovation drive success (see Scott 2006 and Shoales 2006 for
a discussion of differences in old versus new industry development policy). Or at the other
end of the spectrum, policy thinking is influenced by arts based thinking and is based towards
notions of excellence and public good in isolation from considerations of the market. For
example, Hesmondhalgh'’s (2005, p. 11) four pillars that underpin many cultural policy:

the romantic notion of the isolated artist-genius who works for the love of art, suffering
poverty in a garret;

culture is a pure public good, one that should be equally available to all;

the true value of art is transcendent and can be determined by experts commonly accom-
panied by the idea that the monetary value of art is false and the “market” cannot decide;
an idealist-humanist notion that culture is “good for the soul”, and that exposure to
“culture” has a “civilising effect”.

We want to make the case that a different kind of creative industries development
policy arises if we take seriously some of the principles discussed so far. We agree with Scott
(2006) that whilst policy making may be far from equal to the task of intervention in the
creative ecology, nevertheless, there are promising directions. Effective policy thinking can
commence from the simple observation that competitive creative industries are built at least
partly around the dynamic of increasing returns.

Arthur (1996) suggests there are three strategies for competing in knowledge inten-
sive industries (which by definition include the creative industries), which evidence to some
degree the dynamic of increasing returns:

1. success of individual firms is often linked to success of the broader ecological niche they
arein;
2. never underestimate the resources required even to be a player;

3. technology comes in waves, position for the next wave.
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Building on this we suggest there are a number of policy principles that flow from the
value creating ecology metaphor: Our premise is that policy makers should be “process-
oriented, focusing on system design” (Bryant & Wells 1998, p. 92). That is, a fundamental role
for policy makers is to shape and create contexts in which value creating ecologies can grow.
For example, policy-makers can establish the attractors to create a pattern of operation that
is sustainable (for example, educational investment, attracting major talents or companies),
on other occasions they may need to break a dysfunctional context (for example, changing
tax incentives or grant cultures that create mendicant tendencies). The idea here is to search
for achievable high leverage initiatives that can trigger a transition, or cascade of events that
shift systems from one attractor to another. Policy-makers may be able to identify such
points of development and capitalise on a choice that may have long-term effects on the
system as a whole.

A key choice point for policy is to decide whether to pursue incremental innovations
or step change innovations. Value ecologies which are operating at equilibrium will be oper-
ating according to stable value propositions; for example, according to a standard business
model that defines how value is created and appropriated (Walters & Lancaster 2000). To
compete in a stable ecological system would mean, for example, producing better creative
product, and finding ways to infiltrate the existing value ecology through improved promo-
tion. However, as we have argued, given the scale-free nature of the networks in the value
ecology of the creative industries and the dynamic of increasing returns to market leaders, it
is difficult for new entrants to compete with established players regardless of the quality of
their work. Arthur (1996) suggests for example that new entrants must have two or three
times the quality to overcome increasing return dynamics.

Another competitive mechanism therefore is through innovation producing novelty
in the value ecology (e.g., in terms of product genre, technology, distribution, or business
model) to realise what might be called an innovative value proposition. New business
models are introduced which create and capture value. Technology can be a frame breaker
in this regard. Creative industry policy should encourage innovation in a broad sense.
Government can show leadership by innovating itself in the management of change and in
the delivery of services. Crucially, there is need to recognise the opportunity that technolog-
ical change offers to redesign inadequate institutional underpinnings. Cunningham et al.
(2004) have argued for the development of an innovation system for the creative industries.
They call for better alignment of cultural policies with industry and R & D policies with a
particular focus on how the relationships between publicly funded cultural institutions,
universities and the private sector of the creative industries can leverage innovation from
these cultural institutions. One mechanism they propose is an industry levy into an innova-
tion fund which also triggers government investment in research around emerging digital
content applications.

Put another way, connectedness is the key operating principle of this ecology.
Regions benefit by understanding their place in it, specifically, their links to and interdepen-
dence on, other elements of their environment. Export capability in the creative industries
hinges on one’s overall place in the global creative ecology. Emphasis is placed on mutual
interdependence and interconnectedness in an attempt to make “... visible many of the
less apparent and perceptible connections between ... phenomena at a regional and even
global level” (Heise 2002, p. 162), and their relationship to other industrial ecologies
whether local, regional, national or global. For example, the intersection of the services,
information and communication technologies (ICT), and, the entertainment and cultural
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sectors opens up a broad raft of innovation opportunities In terms of services, of particular
relevance here are knowledge services (Miles forthcoming) - high value-adding complex
services which combine professional, technical and creative knowledge skill sets (e.g.
design, information technologies, some engineering areas, business services, creative
industries, other professional services). Research and commercialisation strategies to meet
these opportunities require capacity in a number of disciplines, as well as a capacity to
combine these disciplines in innovative ways. We now know that creative and design
professionals are highly embedded in all industry sectors.” In fact, there are more of these
professionals employed outside the core creative industry sectors than inside them. This is
because the innovation process at play is capillary-like, and is integrated into existing
industry/service sectors. In short the key policy principle is: Take a whole system perspec-
tive facilitating the growth of the ecology in the long run. More specifically, we suggest
human capital, urban policy and institutional reform are key pragmatic policy imperatives
that a number of authors all suggest can be important (Scott 2006; Shoales 2006;
Cunningham et al. 2004; Yusuf & Nabeshima 2005).

Invest in Human Capital

We suggest investment in education and training activities, and facilitation of learn-
ing and communicating among key stakeholders will yield long-term benefits for the
health of the ecology. Florida (2003) argues that human capital is central to success in
the creative industries. “Studies of national growth find a clear connection between the
economic success of nations and their human capital, as measured by the level of educa-
tion” (2003, p. 222). He argues the same is true for regions and cities. Endogenous growth
theory suggests it is the capacity to produce and absorb new ideas that is an outcome of
education and training, which is one of the underlying mechanisms of growth (Potts
2006). Blandy (2001) argues that the new economy is made up of a collection of new
competitive advantages and not a brand new set of enterprises. It values people with
how-to or tacit knowledge, constructing the knowledge from the ground up within
groups that innovate within enterprises. Policy should therefore address how to nurture
creative human capital within the expanding creative workforce (as per Robinson 2005). In
order to attain a sustainable creative workforce, systemic transformation is needed. To
some extent, this is underway as formal education is oriented to the challenges posed by
an environment characterised by innovation, the increasing impact of knowledge and
creativity on the economy, and of globalisation and new technologies across all areas of
work and experience. This is especially the case in digital content industries where
employment patterns have deviated from those of older industries such as manufactur-
ing for example (QUT, Cutler & Co. 2004). Shoales (2006) suggests creative industries
require a “thick labour market”, and advocates education in finance and arts, the capacity
to rapidly integrate skilled workers into the needs of the local industry, and policies that
promote the free flow of information as planks for human capital policy for the creative
industries.

Urban Policy

Scott (2006) sees urban planning as another of the instruments for “enhancing the
collective order of the creative field”, and points to interventions such as the Malaysia
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Multimedia Corridor Project and the Los Angeles garment district cultural upgrade. The
highly interdependent nature of creative industries clusters can cultivate urban density and
support the building of healthy communities (Shoales 2006, p. 175) Moreover, creative
industries clusters in large centres, such as New York, maintain a high degree of product
innovation and this tends to keep the region “forever young”.

Yusuf and Nabeshima (2005) suggest that the characteristics of cities that dictate the
location of firms to an area are no longer purely old economy in style, (land rent, labour
supply, urban services, taxation rates), but, rather, hinge on the ability of the city to assist in
the firm’s creation of value. They suggest these are:

urban services and amenity;

access to human capital;

access to broad, stable and sophisticated markets;

a diversified industrial structure, because the creative industries are interlinked with other
sectors and because a diverse base of interdisciplinary skills are needed for unforeseen
technological advances and commercialisation;

openness to new cultures and ideas.

Echoing Florida, they suggest that creative industries activities in cities depend on the
circulation of highly skilled knowledge workers and that urban policies can influence the
retention of these workers by engendering cultural amenity, educational and medical
services. They also suggest that attention to transportation infrastructure can be an impor-
tant public strategy to undergird creative industries because this is key to providing mobility
and access to human capital. Public transport, major connecting roads, airports and ports are
all features of creative industries cities. Zoning and other urban policies that promote
recreational and entertainment amenity, inner city re-invigoration are all public sector tools
that may have value.

Sectoral Infrastructure

Apart from economic stability and trade liberalisation, which are often overlooked
aspects of building the creative industries sector (Yusuf and Nabeshima 2005), much can be
done at the level of technology infrastructure, tax and R & D policy to support a healthy ecol-
ogy (Cunningham et al. 2004). For example,

national investment in content and meta data standards;

tax credits and for R & D investment;

recognition of creative practice and design as R & D;

open content repositories of public domain digital content to selectively address barriers
to production and unintended cultural outcomes of prevailing copyright IP regimes.
Such an alternative “opt in” model which could operate in parallel with existing rights
regimes. This becomes particularly important in light of the shift to co-creation described
above.

Institutional building to manage the plethora of information flows (Shoales 2006;
Scott 2006) might include institutional arrangements for engendering communication and
trust amongst members of the creative field (such as San Diego’s CONNECT program).
Initiatives in all these domains require a clear and holistic creative industries development
agenda.

431
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Conclusion

It could be argued that this paper exemplifies the “uncomfortable fit” between
creative industries and national cultural policy making. Caves (2001, cited in Flew 2002, p. 6)
has stressed that discussion of the economic properties of creative industries, and those who
work in them, should be distinguished from debates about the pros and cons of public
subsidy for the arts; As Hesmondhalgh notes “cultural industries raise questions about
shifting boundaries between culture and economics, and between art and commerce”
(2005, p. 3) Cultural policy is by definition nation-state specific and so is being squeezed by
globally dispersed creative industries and by international trade rules that seek by definition
to limit national exceptionalism. Content convergence means that cultural policy has a
shrinking sector-specific envelope to work as a bigger mix of new content policies come to
the fore, and a set of formidable challenges in collaboration, and the design and delivery of
policy and programs (Cunningham 2006, p. 8).

However, we see value creating ecologies as composed of both private and public
entities and hence do not see creative industries and cultural policy as necessarily at
loggerheads. To affirm our argument, policy makers need to clearly observe what/who is
part of your ecosystem and associated robustness of it. Further, that sustainability is
paramount to the successful long term function of any value adding ecology - whether
public or private.

The value creating ecology metaphor encapsulates emerging understandings
regarding how the creative industries, as part of the knowledge economy, operate. In
doing so, it encourages the engagement by economic development agencies, local
authorities and businesses themselves in a new strategic policy approach for the develop-
ment of the creative industries. This reconceptualisation of the sector encompasses much
that has been known about the creative sectors for many years (e.g., the uncertainty/non-
linearity of product demand, high up-front costs, product externalities), but provides a
useful mechanism to assemble these facts to inform the evidence based approach
generally employed in developing industry development policy. The shifts described in the
paper also have the potential to redefine and realign the creative industries to new growth
oriented economic and business strategy paradigms derived from evolutionary perspec-
tives (see Potts 2000; Stacey 1996). This ultimately will assist in reassessing and developing
holistic, long term policy that is based on a thorough understanding of each subsector’s
characteristics, and will be responsive to the dynamic nature of technological change and
market forces in the creative industries. Hence, entrepreneurial activity is foregrounded, as
a means of realising both private and public cultural ecologies as it does not distinguish
between the two.

NOTES

1. Creative Industries NZ (2002) NZ Institute of Economic Research http://www.industrynz.
govt.nz/industry/_documents/NZIER-Mapping-Cl-Final-May%2002.doc; ERC (Economic
Review Committee) (2002), Singapore’s Creative Industries Development Strategy, Ministry
of Trade and Industry, 25 September 2002. See http://www.mti.gov.sg/public/ERC/
frm_ERC_Default.asp?sid=131; HKTDC (Hong Kong Trade Development Council) (2002)
“Creative Industries in Hong Kong” http://www.tdctrade.com/econforum/tdc/
tdc020902.htm; MOEA (Ministry of Economic Affairs, Taiwan) (2002) “Six-year development
plan” http://www.commercenet.org.tw/EN/News/Content.asp?NewsID=577; NOIE (2002)
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Creative Industries Cluster Study Stage 1 Report, NOIE/DCITA, http://www.noie.gov.au/
publications/media_releases/2002/May/Cluster.htm (accessed November 2006).
2. See, for example, Caves 2000; Mitchell et al 2003.

3. The terms creative industries and cultural industries have different histories but in this
paper we are using them interchangeably, in keeping with the original authors’ preference.
4. For example, the question of the ownership of IP in fan based co-creation is often

scrutinised critically (Gibson & Hong 2005).
5. See http://wiki.cci.edu.au/confluence/display/NMP/NMP+Home.
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Whether it’s for the office or industry, art is an
increasingly important part of interior design.
Ian Grant looks at three initiatives designed
to market art to the masses

avemen did it, Americans in

the Depression did it and

wartime Britain did it too:

but artists’ attempts at re-
cording workers in their workplace
are all too few in the '80s.

A scheme called Artists in Indus-
try is out to change all that. Already
between 30-40 artists have been
placed in settings as diverse as pow-
er stations, football clubs, meat pie
factories and newspaper offices.

Pioneer of the project is Simon
Roodhouse who came up with the
idea when he was prevented taking
photographs of a quarry by an insen-
sitive site manager. Why should art-
ists be cut-off from such rich subject
matter, asks Roodhouse and why
should they be divorced from such a
fundamental aspect of society?

Experience has shown him it is
not easy to put his theories into
practice. Projects present problems
to artists and workers alike. It fol-
lows a pattern. At first workers say
“what the hell do we want an artist
here for.” All the prejudices about
the visual arts come out like bricks
in the Tate syndrome. But once the
artists have put up with all that rub-
bish, there’s a greater interest in the
artist as a person, and then usually
an interest in their work.’

It's vital, says Roodhouse, that
both parties have to be clear about
intentions before the scheme be-
gins. And he's always poised by the
phone in the third week when artists
invariably have crises. Projects
usually last three months.

From the artist’s point of view,
scale is often a problem. ‘Often

they're in huge set-ups, that they're
not used to,” explains Roodhouse.
‘The challenge then is how to cope
with it visually. They're thrown back
on basic skills and a lot have prob-
lems.’

According to one artist who has
taken part in the scheme, Keith
Alexander, the main problem was
being on top of his source material,
with no time to absorb and resolve
things properly. He spent five
months at Motor Panels in Coventry
and found the experience made him
examine his working processes; be-
cause he had to continually explain
them while at the same time produc-
ing work at an intense pitch.

For some artists the challenge of
the workplace also presents great
opportunities. During her stint at
carpet manufacturers Brintons Pau-
la Woofrelished the chance to juxta-
pose people with the colour, pattern
and texture of the yarns and she
filled her sketch book with enough
ideas for two years. For Kate Down-
ie, however, it was the massive plant
and machinery, which dwarfed hu-
man scale, that offered the greatest
satisfaction. Others, like Kirsty
McGhie, welcomed the opportunity
to learn about new materials and
techniques.It’s also a scheme that
can change the course of an artist's
career: Jeremy Gardiner went to the
RCA after a placement and then on
to work for Fiat in Italy.

The experience of the sponsoring
firms (they pay half the costs with
the Regional Arts Council) are
mixed and varied. According to Bri-
an Ivory of Highland Distilleries,

Photography by Jeremy Preston

‘The workers were cautious, not
sure what the artist was doing and
her relevance to them. People are
used to seeing finished art in exhibi-
tions and the interesting thing was
to see her starting work, which grew
and changed.' The artist in question,
Frances Pelly, even asked the work-
force to change her finished pieces.

It was one of the scheme’s most
successful projects and the firm
bought some of the ‘assemblages’




for a permanent exhibition. One sur-
prising feature to emerge in the dis-
tillery project was the hidden artis-
tic abilities of the workforce. Other
projects have produced more tangi-
ble benefits for a company - a perm-
anent art collection, that's also a re-
cord of their business; a new com-
pany logo.

Yet for all this, the scheme has its
critics in the art world who say its
greatest failing is that it doesn’t pro

duce new work. And Roodhouse
does concede that some firms treat
the scheme simply as a marketing
exercise and want artists who ‘won’t
rock the boat.’

The scheme hasn’t yet resulted in
a permanent residency, as a handful
of architectural practices once had.
What it has achieved however, is to
break down barriers and enable alot
more people to be involved in the
visual arts.

AT
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Over the last several years the Scottish Arts Council has been
expanding and developing its artist in residence programme. It
nas seemed one of the best ways of fulfilling the main priorities
of the Council's visual arts policy: to raise the general level of
‘nterest in and appreciation of the visual arts and to create an
apvironment in which the professional artist can prosper.

Artists had previously worked with community groups,
Development Corporations, in schools and hospitals but there had
been no residencies based in the workplace. 1986 had been
nominated as Industry Year and provided the ideal launching pad
for the first Scottish Artists in Industry Scheme.

Five organisations representing both traditional and new

technology industries agreed to host an artist for a three-mont
fellowship. After advertising and selection, five artists working
different styles and media were appointed. The first placemen
began in December and the last was completed in June this y

| would like to pay tribute to the industries who were our
partners in this scheme. They grasped what may have seemed
unusual idea with enthusiasm and commitment. As well as th
‘inancial contribution, they have spend much time and effort
making their individual placements a success.

if the hosts had some reservations about what they might be
letting themselves in for, the artists must have been equally
cautious. There was the pressure of not only being confronted
with a new working environment, but also of being 'guinea pig
in a scheme which everyone wanted to be a success. However,
their own way and responding to their placements, each of thi
artists met this challenge, and | am grateful to them for all th
hard work.

"y thanks alse go to Simon Roodhouse who initially devised t
concept for Yorkshire Arts and who acted as the consultant fo
the setting up of the Scottish placements. His experience and
support were invaluable.

Although the aim of the scheme is to build-up new relatlcmsh
between artists and the workforce in Industry, the visible resu
the work that the five artists have produced. | am grateful to t
Seagate Gallery for collaborating in the presentation of this
exhibition which allows an even wider audience to share the
outcome of this exciting new project.

FIONA MACIVER, Art Officer, Scottish Arts Council

oy ;‘,'m

Scottish Arts Council
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al arts are not represented, but are instead located in the arts and antiques trade
as products. In other words, this “industrial activity™ is referred to and classi-
fied as tangible output, such as sculpture, painting, prints, and ce -amics—that
is, as product rather than as a creative activity or business or the creative
process. This runs counter to the “creative individual” argument enshrined in
the DCMS definition, which the UK government, through the Creative
Industries Taskforce, defined as it developed and implemented the creative
industries policy. The “creative individual” concept was derived from an inter-
est in the knowledge economy, and the definition employed was largely prag-
matic: “Those activities which have their origin in individual creativity, skill
and talent. and which have a potential for wealth and job creation through the
generation and exploitation of intellectual property” (DCMS 1998). The sec-
tors identified in this definitional framework are “advertising. architecture, the
art and antiques market, crafts, design. designer fashion, film, interactive
leisure software, music, the performing arts, publishing, software, television
and radio” (DCMS 1998).

It is hard to conceive of the creative industries without identifying individ-
ual artists as creative businesses. but after detailed examination of the task
force’s subsectors and of how they are defined, it becomes clear that artists are
not defined this way.

Visual arts activity can, however, be found in the “arts and antiques trade”
subsector (referred to earlier) and in the “crafts™ subsector. In this article, 1
illustrate the confused conceptual analysis of the visual arts found in the
DCMS creative industries mapping documents definition (DCMS 1998,
2001). which is, at best, a description of outcomes from a creative process that
may or may not be recognized by the producers.

Consequently, I provide not only an analysis of these problems. but also an
alternative approach based on defining the visual arts as an occupation and the
consequent implications for data collection. This classificatory attitude obvi-
ates the need to define activity such as sculpture because such activity is cap-
tured by interactions between producer and purchaser in the public and private
market. An approach of this kind enables accurate data to be collected based
on a definitional framework that is consistent and universally applicable.
More significantly, however, this approach recognizes the importance of the
individual creative business rather than the product, which. after all, is. and
should be, the heartland of the creative industries concept.

A Contorted and Torturous Definitional History

Successive United Kingdom national governments and their agencies have
defined and redrawn their boundaries. resulting in continuous turbulence in pub-
lic cultural policy and practice since 1945, commencing with the establishment
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of the Arts Council of Great Britain (Pick and >=QE:.5 1999). A.:n m_na_w.z:.:m_-
tion of these boundaries—which are aomascsz]éé no ccfw:y_ z:_c.?ﬂ_m,
except pragmatism, that explains where and why Ec _E..w_,,. N.:n .n_~_un:<=. mznzm%. ;
these definitions appear to be the result of the EEE sector .._oq.s&: n:mﬁm, :M
restrictive practice; that is, boundaries are constrained m,:ow_ m_._ tom Ec_,m :.._o _Suw.
of available resources at any given time. An example of this is the :sé_.ﬁ.::m:mw”
of the Arts Council of Great Britain to recognize photography as a discipline
worthy of support until the 1970s and .,:.n::wn:_m.o even later. -
The reticence to establish defi nable do:_x_.p:_ﬁ.,_ _uumr.é ona nﬁ”_:n_g_ ation-
ale is perhaps the result of the government administrative E.ﬁ.n_::mﬁM,._m%o,:aw
ing to national policy by providing & manageable and cc::.ﬂ,u:.r.@.r f mEms:.H..
r,._w. the allocation of public funds rather than the outcome of a E:mzmr .n:ﬁ:‘
ically informed. inclusive system _h:.;_ is measurable and H_E_. ,.‘..::_,p,z ms ﬁ.om__:w
requirements of evidence-based policy ch_w_ﬁg:% uoo:..ﬁ_rﬂzﬂ_rm@:w_w _.oh_.
(Roodhouse and Roodhouse 1997) and the 5:..:%"&_0: of creative inc :..,A:.,_&
(Roodhouse 1999) by the New Labour administration are examples of irra-
tional boundary-making practice. - _ y

This intrinsic public structural framework g:.wm,mmm_:i #,_:Q,xc:cs and
connectivity and encourages isolationism between national, _‘mm_:,:u_, and local
sovernment and agencies because it relies on mm.?:,__:Q:m.__.h_zo: EE. com-
w;_.::Q__.H_:ﬁ_:c: as the organizational means of delivery o_.. public services.

As an illustration, primary government responsibility for nm,:E.n resides
within the DCMS. However; the Foreign and Commonwealth O:im E:a.x the
British Council (British Council 1998, 2004}, which is the U _A., ES..:ES:E,
cultural agency: the Ministry of Defence. resources 4 _,,.:?E::u_ number ol
museums. galleries, and musical bands; the Department ol ,_,_,.A,an ”,Ea ms.&ﬂ_,,,:%
supports creative industries through the Small wzx_:cm,x wm?ﬁﬁ.:ﬁ:_c_:m zF
export effort of these businesses; and the Uon.&,:jn_,: for ﬁacmm_._o: and m_::_,.
(Allen and Shaw 2001) and the Higher Education _AE,;_EM Council for
m:m;:a, provide entry (o work and workforce development in the cultural
field (North West Universities Association 2004). These examples exclude the
devolved arrangements for Seotland, Northern Ireland. and Wales. .

The complex and fractured nature of cultural provision and E.:n:nm com-
bined with the definitional fluidity found at national level n.c:m:.ﬂ,;:mz to the
fack of policy cohesion in the field (Roodhouse 2001). 135._",._:&_:_:._‘; Q:.:_._-
ly confusing at the regional level, with DCMS .,,,_uc:._é_.cg;ﬁ\:::.SM C s:zc:. ,_“
the Arts Council, the Museum Libraries and Archives TEEA‘,_:.A;Q_LB, :F_
Sports Council. the Tourist Boards, Sector Skills QE:EE (SSCs), _ﬁ,_:m .r,. .;”_
authorities along with the Regional Development Agencies ZN.G?L, m.aﬁ.
Business Service. including Business Link and the t_m.,.:ox_. 2 _.,Ev_‘mm“c:_n:
intermediaries funded from the public purse, all pursuing differing cultural
agendas (Hamilton and Scullion 2002).
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In practice, little cohesion exists among these organizations; this some-
times results in duplicated effort, in, for example, collecting data, which in
turn leads to the allocation of additional public resources for greater coordi-
nation and increased bureaucracy. As a result, fewer resources are available to
be effectively utilized in direct intervention to assist the growth of cultural
businesses (Roodhouse 2004b).

Although some public cultural agencies have attempted to form overarch-
ing regional strategies, no shared understanding of, and agreement to, a defi-
nitional framework to operate and evaluate the effectiveness of these strategies
has been reached.

Reflective learning based on evidence has yet to establish itself as an effec-
tive mechanism for reviewing policy and management and for intelligently
informing future actions. There is a continual desire to invent new models and
schemes without understanding and learning from past practices (Roodhouse
2004a).

A relatively recent example of this desire for new models is the 1997 “New
Labour™ government’s engagement in the creative industries concept, a sig-
nificant contributor to the UK knowledge economy, as a contemporary rein-
vention of the Greater London Council-oriented cultural model of “Old
Labour.” The Labour controlled Greater London Council (GLC) instigated a

:
significant challenge to the definitional status quo in the early 1980s during
period of high unemployment, significant industrial decline, and diminishing
public funds for the arts. These circumstances gave rise 1o a reappraisal of the
role and function of the “traditional” arts, in economic terms and in relation
to the introduction of new technologies. such as instant printing. cassetle
recording, and video making (O Connor 1999).

For the first time, the concept of culture as an industry in a public policy
context was informed by Bourdieu’s thinking (Cathoun, Lupuma, and Postone
1993). The arts, described by the GLC as the “traditional arts, were subsumed
into a broader definitional framework, which included “the electronic forms
of cultural production and distribution—radio, television, records and video—
and the diverse range of popular cultures which exist in London™ (Greater
London Council 1985). The successor body, the London Assembly. and the
executive mayor of London have picked up the theme again, with a focus on
intervention in the creative industries networks and linkages (London
Development Agency 2003).

Chris Smith, Britain’s first “New Labour” secretary of state for Culture,
Media and Sport, confirmed early in his ministry that the creative industries
were a growth sector of the UK economy: “It is incumbent on the governiment,
in partnership with industry, to take active steps to promote economic growth
in the creative and cultural sector. If we do not do so, then others will reap the
economic reward” (DCMS 1998).

)
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The creative industry concept, generated by DEMOS (Leadbetter and
Qakley 1999) and constructed as a component of the _ﬂza,&mn_m,m economy
model (Cunningham 2002), has been enshrined in one of four key policy
themes for the DCMS: economic value. The other three themes—access,
excellence, and education—ure the predictable interests o_ any Labour gov-
ernment. It does seem, however, that the theme of economic value is a Ez:,:..
ing of the Thatcherite ethos—that is, efficiency, o_.._..mn:/@ﬁzm, value ,?:,
_:m:mﬂ and market forces, Smith reinforces this interpretation “as w.:w::._.:m
that ﬁ.ﬁ full economic and employment impact of the whole range .o_. creative
indusiries is acknowledged and assisted by government™ Am_.::r. _cwmv. .

The department’s interest and engagement with the njw.omﬁ:é _:ﬁfz:._?
through the establishment of the Creative Industries Task _A,c_.nnl-a:m:..wﬁ_‘ by
the _,..o,m,,_.w::.z of state for Culture, Media and Sport, with _.,.._::ﬁo_.,,,. and c._..mn_m__f_
from the Department of Environment, Transport and Regions: the E:.w“m: and
Commonwealth Office: the Department of Trade and Industry: HM Treasury:
and the Department for Education and mr:?l,.,__:moﬁ vn seen as E_._n._,. than a
direct engagement by government in creative ‘,_E._,a_:u._ for mo.:::m,:c gain, )

The government, through the DCMS-led Creative Industries 1_.m£m mc_‘mﬁ...fr_ﬁ
about defining the boundaries of what it understood as the creative industries.
The concept was derived from an interest in the knowledge economy, and the
definition employed was largely pragmatic (Roodhouse uoo,ﬂﬁ,‘ %_ﬁ w.&w _u,ﬁ.__.n_n
defined creative industries as “those activities which have _.:,a:, origin in _:.%,
vidual creativity, skill and talent. and which have a potential for wealth .&_g._:m
creation through the generation and exploitation of m:n.o:an_.d,,:: E.c‘_u,,w"é
(DCMS 1998). It also identified the following subsectors in this mm_.#::_:_ﬁ_
framework: “advertising, architecture, the art and antiques market. crafts,
design, designer fashion, film, interactive leisure software, music, .:.:w per-
_,c_.:ﬂ_:.m arts, publishing, software. television and radio™ (DCMS E.ﬁ‘\_mw.‘

It is worth noting here that the subsectors identified as the creative indus-
tries would nol recognize themselves as such: for example, architecture has
much more in common with construction than it does with the arts and
antiques trade. This is indicative of an emerging policy no:m:..:ﬂ that m% yel
to embed itsell, intellectually and practically, in the consciences ol __Emn
working in the field. The creative industries concept, at present, has more in
common with the developing global economic interest in the w:cm{_an,wwa econ-
omy (Leadbetter and Qakley 1999: Howkins 2001: Caves 2000: Florida 2002)
::_r the DCMS-designated constituent activities (the x:_ua.@c_.c_.mv. . ,

Of particular note in the creative industries propos ion is a _:wn:mm_ ._:,_:_
engaging both public and private sectors on a more m.%:.n&_c basis. mm_:gmr-
ing cultural activity as new industrics, and engaging with convergence :_m_._.-
ments generated through advances in technology (Flew wﬂ:mw,ﬁ.c::_:%:m_ﬂ el
al, 2000). Fundamentally, this evolving conceptualization facilitates a rc §8-
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ment of the traditional forms of policy intervention in support of the arts and
culture (Roodhouse 2002). It is, after all, a market approach.

The creative industries development is derived from a longer history asso-
ciated with defining and redefining the arts as an industry sector (The Arts
Council of Great Britain 1985, 1988a; Roodhouse and Roodhouse 1997,
Calhoun, Lupuma, and Postone 1993) and the relationship of the arts and
media as cultural industries, for example, which others have addressed
(O"Connor 1999: Throsby 2001 Pratt 1997: Garnham 1987).

Data and Definitional Quantification Issues Arising from
Such a National Policy

Since the early 1980s. cultural economists, statisticians. and cultural geog-
raphers have attempted to find suitable categorizations for the sector
(Myerscough 1988; O'Brien and Feist 1995: Pratt 1997, 2004: Jeffeut 2004).
Pratt, for example, argues that “value chain™ and “domain alegorization” are
useful mechanisms, whereas Jeffcut, from a knowledge-management per-
spective. suggests that the only way to understand the industry is as a “cultur-
al ecology.” Hearn (Hearn, Pace, and Roodhouse 2005) takes this further by
engaging with a value-chain ecology, which relies on a thorough understand-
ing of networks. What seems to have emerged from this work is the recogni-
tion that Standard Occupational Classification (SOC) and the Standard
Industrial Classification (SIC)—both from the Office for National Statistics (a
UK government agency)—provide a common hut imperfect mechanism.
Roodhouse has contributed to this discourse by designing definitional frame-
works based on a synthesis of existing statements and discussions with prac-
titioners that have been tested in designer fashion and graphic design
(Roodhouse 2003a. 2003h).

The data and quantification issues present acute problems for economists
and statisticians (Barriére and Santagata 1997: Evans 1997: Green. Wilding.
and Hoggart 1970). The weakness and inconsistencies of definitional frame-
works become more apparent when they are used to quantify and determine
the value of artistic and/or aesthetic activity. Authors such as Baumol and
Baumol (1994) and Heatherington (1992) have attempted to clarify this by
asserting that aesthetic pleasure has at least as much value as the difference in
returns between works of art and financial assets. This argument leads to the
question of how to define a work of art. The differentiation between urtistic
and industrial goods presents another issue for economists studying the cul-
tural industries. Part of the difficulty of making this distinction is that the total
assimilation of art to commodities means that art goods escape the standard
rules of utilitarian market exchange (Barridre and Santagata 1997), The weak-
ness, here, for cultural economists is the lack of cl;

ity and consistency in
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defining cultural practice. For Davies and Lindley (2003), who have attempt-
ed to quantify artists, the definitions employed are conditioned with little
attempt to establish a common shared definitional framework that is transfer-
able. Any number of cultural economic impact studies—such as one that eval-
uates the economic importance of the creative industries in Plymouth
(Plymouth City Council 2002); one that assesses the impact and value of the
arts and creative industries in the South West (Kelly and Kelly 2000); and one
that looks at the economic impact of the arts and cultural industries in Wales
(WERU and DCA 1998)—utilize different classifications and typologies. Not
only does this demonstrate the confused conceptual landscape, but it also
highlights the unreliability of collected and analyzed data.

The DCMS have attempted to rectify the situation by developing a region-
al data framework (Wood 2004), but this has not yet been accepted, not least
because it does not universally conform to the national data collection classifi-
cations and relies on generalized notions of domains and a limited interpreta-
tion of value chains. In an era when increasing emphasis is placed on evidence-
based cultural policy and comparative international benchmarking, this short-
coming can only be perceived as a fundamental structural weakness. Despite
spasmodic attempts to correct these inadequacies (O'Brien and Feist 1995;
Davies and Lindley 2003), there remains only a paucity of empirical evidence _
available on the visual arts. The consistent definitional frameworks needed to [
collect reliable data over time to inform cultural policy, management, or prac- P
tice, particularly in the fields of museums, galleries, and the creative industries 7
have yet to be put in place (Roodhouse 2003a). The need for consistency of
frameworks and data collection is increasing with the establishment in the UK _
of home countries and regions and increased emphasis on locality (Devlin et _
al. 1098: Devlin et al. 1999; Roodhouse and Taylor 2000). Similar problems
are emerging in Australia when consideration is given to subsector data col-
lection such as music (Cunningham et al. 2000; Cox et al. 2004).

Eurostat (LEG Report)
Visual Arts Descriptor
The visual arts descriptors are found

under the following domains

Australian
Bureau of Statistics
ACLC Coding System
Code 241 Visual Arts

Department
of Culture, Media

and Sport Creative
Industries Classification

The Visual Arts: An Enigma?

Visual arts are found in the
arts and antigues trade

subsector.

The difficulty of defining the visual arts is painfully illustrated in table 1,
which provides a summary of the inconsistent and unrelated definitions cur-
rently applied to the visual arts in Europe and Australia (Australian Bureau of
Statistics 2001). The disparate nature of these definitions may be due, in part,
to the fact they are not drawn up by practitioners in the field concerned, but
rather by economists. statisticians, and administrators. Morcover, these
descriptors rarely refer to their source or assu mptions. nor do they draw from
visual arts organizations with direct interests. such as national artists associa-
tions. Further. there is an additional contortion around the subjects of tunction
lassilied. nationally and internationally, in

trial

Classification Code

itional

o

TABLE 1. European and Australian Visual Arts Definitions

Standard Indu
Code 92.31/9

Office of N

and occupation. Visual arts are ¢

Inclusive of the creation of visual works

of printed reproduction. productions of
Event organizing and awareness raising

casts, etc.)
galleries, reproduction and restoration

The production of visual arts (production
Exhibitions of visual works
Organization of festivals

Trade and sales in visual works in

Creation
Productions
Dissemination
Trade

Installation (art) creation

Jewelry design

(art)

o

Paintin

Art photography
Artwork creation

Hlustrating or drawing

Cartoon drawing
Ceramic work creation
Digital artwork creation
Pottery creation

Textile design

crafts in either traditional
Sculpting

of creation of one-off or
limited series visual arts or
or contemporary styles.
Primary activities include:

The classification consists

olassware, dolls and doll-

produced ceramics and

houses. advertising and

packaging)
Couture (including jewelry}

Textiles
and maps

Arms and armor

Books, bindings, signatures.
Metalwork

Other fine art (tapestries)

Sculpture

Worlks on paper
Furniture
Collectables {mass-
Antiques

Painting

Artistic and Literacy

Creation and
Interpretation
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terms of industrial activity, which sometimes includes process but often refers
to product or function (for example, trading). This approach places greater
emphasis on process as activity and on the use of product to define the activ-
ity. There is an emerging international interest in establishing a product clas-
sification system to complement existing arrangements. Nevertheless. the
visual arts exist in a complex and fast-moving arena that the classificatory sys-
tems cannot respond to, as revisions of classification occur infrequently, gen-
erally, every six years.

The consequences of this failure to engage in establishing a common work-
able visual arts definition is summed up by Towse: “The main point is that
whichever definition is used, it is bound to produce different research f{ind-
ings” (1996, 7). Over time, this has led to “the paucity of alternative data sets
with which to test the assertion(s) in practice” (Arts Council England 2003).
In other words. not only do we have definitional confusion and inconsisten-
cies at every level, but we also have con fusion as a result inconsistent, unreli-
able data and little comparative research. Other industrial sectors would not
tolerate such a position, nor would managers, who rely on high quality man-
agement information to aid operational and strategic decisions.

The unreliability of the definitional framework, lack of consistency. and
resulting inadequacies of the evidence base (City University 2000) call into
question cultural policy making at regional, national. and international levels.
For example, we cannot complete a fundamental exercise and accurately
count the number of visual artists in Burope that includes the UK, because the
SIC system is incompatible with the Eurostat system (the official classifica-
tions for the EU).

At the international level. UNESCO struggles with similar structural weak-
nesses and tends to define the visual arts as trade in cultural goods—an eco-
nomic framework (UNESCO 1998)—although it has broken the visual arts
down as shown in table 2. Noticeably, architecture is included here, whereas
table 1 makes no reference to this domain. with the exception of the Arts
Council, England. Architecture appears as one of the subsectors in the DCMS
definition of the creative industries (DCMS 1998, 2001) and is included in the
UK standard cultural industrial/occupational classifications along with, among
others, artists, archivists. and musi . And yet it does not go far enough fail-
ing. as it does, to explain. for example, how it defines the work/activity ol an
architect to justify its location in the visual arts as opposed to construction sec-
tor- where the line is being drawn and on what basis: and whether the profes-
sion recognizes itsell as an integral part of the visual arts construct.

Table | provides a comparative analysis of the current Buropean and
Australian definitions of visual arts and illustrates the spectrum of interpreta-
tion employed in describing the field. The definitions are unsatisfactory in that
fiptors of products such us sculpture or activ-

they do not provide detailed des
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TABLE 2. UNESCO Definition of the Visual Arts

Architecture

Fine arts

Narrower terms
NTI Buildings
NT! Monuments
NT2 Historic monuments
UF Historic sites
NTI Palaces
NT1 Traditional architecture
UF Bioclimatic architecture.
Vernacular architecture

Narrower terms
NTI1 Painting
NT2 Paintings
NT3 Miniature paintings
NT3 Murals
UF Frescoes
NT3 Rock paintings
UF Rock art
NT1 Sculpture

Graphic arts

Narrower terms
NT! Calligraphy
NT! Drawing
NT2 Technical drawing
NTI Hustration

Decorative arts

Narrower terms
NTI Furniture
NTI Interior architecture
UF Interior design

Handicr:

Narrower terms
NTI Engraving
NT! Jewelry
NTI Mosaics
NT1 Textile art
NT2 Carpets
NT2 Tapestry

Photography

ower lerms
NTI Aerial photo
NTI Holography
UF Holograms

Plastic arts

Narrower terms
NT! Art glas:
NT2 Stained glass
NT1 Art metalwork
NT1 Ceramic art
UF Porcelain. Stoneware
NT2 Pottery

ity such as sculpting. nor do they make clear distinctions between fine or pub-

lic art and sculpture or sculpting. Strong arguments exist in support of the
view that another level of descriptor is now needed, one that transcends the
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local. regional, national, and international definitional soup in which the visu-
al arts are sometimes used as a definitional vehicle or entirely ignored.

A similar picture emerges when considering the UK cultural agencies and
professional organizations (see table 3). The Arts Council, England, the pri-
mary support agency of the arls subsector in England, defines visual arts
activities as the creation, dissemination, exhibition, and education of those
practicing in a number of fields such as crafts, contemporary visual arts and
fine art, film and video. as well as architecture. However, just to make life
more difficult, architecture, and film and video are designated subsectors
within the DCMS definition. In addition. the Arts Council classifies the visu-
al arts as a specific practice in its own lerms—yet more conceptual confusion
for the cultural manager.

An economic alternative to the visual arts definitions referred to in tables
I and 3, which focus largely on product and activity, is a focus on occupation.
This has been addressed by Towse (1996) and Frey and Pommerehne (1989),
who determine what an artist is by applying eight criteria:

s« Amount of time spent on artistic work

» Amount of income derived from artistic activities

s Reputation as an artist among the general public

 Recognition among other artists

s Quality of artistic work produced

o Membership of a professional artists group or association

» Professional qualification in the arts

= Subjective self-evaluation of being an artist (Arts Council England 2003)

Al the international level, a definition of visual. or indeed any, artistic
oceupation is provided by the United Nations Educational. Scientific and
Cultural Organisation (UNESCO):

Any person who creales or gives creative expression Lo, or recreates works of

arl, who constitutes works of arl to be an essential part of his life, who con-

wributes in this way to the development of the arts and who is or asks to be recog-
nised as an artist. whether or not he is bound by any relations or association.

(UNESCO 1998)

This is an imprecise tool when it comes (O measuring the visual arts as an
occupation. although the SOC system does make an attempt (see table 4).

All of these approaches ultimately take us hack to the need to define the
“practice” -that is, sculpture. painiing, crafts, video or media installation
(which is in itself problematic. contested, and uncharted territory, and should
be avoided. if at all possible, because of its constantly changing nature). It is.
after all. to be expected that the creative output of creative individuals will
continually challenge convention and regulation. as this is the very nature of
the business (Wind 1963). But, i this is not complex enough, there is overlap

o Vol 36, No, |
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TABLE 3. UK Cultural Agencies’ and Professional Organizations’ Visual Arts Definitions

The Artists Information

The Visual Arts and

G

Company (an)

illeries Association

d

ArtsEngland (North-West)

Anything that is visual and

Activities in the visual arts

sector include

The visual arts sector includes the creation,

dissemination, exhibition, and education of

ppreciate through

you a
viewing

g in the following areas:

i=

those practicin

Sculpture

Painting
Drawing

Crafts

Photography
Installation

Contemnporary visual arts

Fine art

Public art
Architecture

Photography

Performance

Multimedia (or new media)

Public art

Film

Artists working in new and emerging media

Film and video

Video

Printmaking
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with other subsectors found in the creative industries (for oxma_u_m..mu__:z m:.a
performing arts) concerning how they are defined and v_.or..w:_p._oé:, into Em:.
component parts. What. then, is the rationale ,z: cx_i.z:::m Sx_._:n:o,:.x
between video and media installation activities of a creative sole :.mam,_..i::
film and video, as described in the DCMS creative industries definitional

TABLE 4. World Ageney and UK Occupational Definitions of the Visual
Artist

UNESCO Definilion SOC Defintion

“Any person who creates or gives Code 341 _,|h_pf,mz,ﬁ . -
creative expression Lo, or recreates cS.z.r.r,_.x within nr_x_“r__,c:m create
works of art, who constitutes works artistic works by painting, n__.m,f: g,
of art to be an essential part of his printing. sculpure EE engraving:
life. who contributes in this way to design artwork ::,; _::._,,:.,:EEU
the development of the arts and who EE restoration of damaged pieces
is or asks to be recognised as an of art,

arlist, whether or not he is bound by

any relations or associations”

(UNESCO 1950}

TABLE 5, DCMS Description of the Film and Videe Subsecter of the UK
Creative Industries

Screenwriting. production,
distribution, and exhibition

Core Activilics

Music soundiracks. promotion, set design-building.
catering. equipment manulacturer. video rental,
photography. lighting, sound recording, costume
design. selling of film and video distribution rights,
film and tape delivery and storage. videos on
demand. digital film distribution. film Web sites,
post production/special effects. computer games.,
multimedia and digital media

Related Activities

Television, TV film production. music. publishing.
advertising, digital media, performing arts.
merchandizing. and training

Related Industries

Senree, DOMS. 2001, Creative indusiries mapping dociment. London: DCMS.
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framework (DCMS 2001)? For example, the core and related activities of film
and video are shown in table 5.

For statisticians. the problem seems to concern how (o categorize the cre-
ative and cultural industries. Given the difficulties of definition referred to ear-
lier and the “fluidity™ of the sector, it is predictable that the conventional cat-
egories used in the UK and Europe. Eurostat (European Union 2000), stan-
dard industrial classifications (SIC), and standard occupational classifications
(50OC) have proved imprecise tools for measuring the creative industries
(Roodhouse 2004b; Wood 2004). This is reinforced when consideration is
given to a related activity and occupation, graphic design (see table 6).

Implications

In this article, I have focused on the visual arts in the United Kingdom as
an activity and occupation that has received consistent public financial sup-
port since 1945 through a succession of government cultural agencies and is
recognized as the “home™ of individual creators. However. it remains the case
that in the United Kingdom, Europe, and Australia no consistent definitional
framework and resultant verifiable and reliable data exist to assist cultural
managers and policymakers. These deficiencies, therefore. call into question
the accuracy of the claims made {or the economic importance of creative chass
(Florida 2002).

The most recent UK-inspired policy initiative. the creative industries.
which places significance on individual creativity as an economic wealth gen-
erator and contributor to the development of knowledge economies. fails to
recognize the specific visual arts contribution within the current DCMS cre-
ative industries sector definition, and. to make matters worse. the government
quango—the Arts Council England—has further confused the picture by
defining visual arts as a specific practice alongside crafts, architecture, and
fine art. Equal confusion arises when economic and occupational definitions
are considered, as these do not marry with each other or the market approach
found in the DCMS creative industries definition. The visual arts are indeed
an enigma.

What is required is the identification of criteria by which judgments can he
made. The criteria should be derived from the commonalities found in the
international visual arts definitional landscape involying practitioners, econo-
mists, statisticians, cultural mangers, and policymakers. This points to the
need for “biting the bullet” and actually establishing criteria to define activi-
ties such as sculpture,

Unless we are consistent with definitional frameworks. the data used by
cultural managers will always remain unreliable. suspect. and partial. Are cu I-
tural managers satisfied with this and with the reliance on questionable data
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to inform policy, advocacy, and management decisions? For example, mea-
surement of performance relies on a definitive baseline to start from; in other
words, if we do not have a common understanding of what the visual arts are
or what an artist is, how can we measure success as managers?

visual communication
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Abstract

There are international assumptions by managers and policymakers the visual arts are definable,
understandable and, a shared commodity. These assumptions are brought into sharp focus when
consideration is given to the increasing global interest in creative industries as an economic policy
driver and management tool for funding, advocacy and social development.

This paper sets out to draw attention to the confusion over the visual arts definitional framework, a
contorted and contested history, (Roodhouse, 2003) at regional national and international levels and
the implications for cultural managers of such a fundamental fault line which is scarcely recognised in
their day to day operations. Simply, at best the data collected and used to inform management at
micro and macro levels and provide evidence for policymaking is inaccurate and seriously unreliable
at worst.

It also illustrates a fundamental structural failure of the creative industries concept as defined
generally by DCMS and others; in that the visual arts are not represented, but, instead demoted and
primarily located in the arts and antiques trade as products. In other words, this “industrial activity” is
referred to and classified as out puts, such as sculpture, painting, prints and ceramics, that is product,
but not as a creative activity or business, the creative process. This runs counter to the “creative
individual” argument enshrined in the DCMS definition which the Government through the Creative
Industries Taskforce set about defining as it developed and commenced the implementation of the
creative industries policy in the UK. The concept was derived from an interest in the knowledge
economy, and the definition employed largely pragmatic;

“Those activities which have their origin in individual creativity, skill and talent, and which have a
potential for weatth and job creation through the generation and exploitation of inteliectual property”.
{Creative Industries Task Force 1998)

The sectors, which have been identified within this definitional framework, are:

“advertising, architecture, the art and antiques market, crafts, design, designer fashion, film,
interactive leisure software, music, the performing arts, publishing, software, television and radio”.
{Creative Industries Task Force 1998)

It is hard to conceive of the creative industries without individual artists clearly identified as creative
businesses, the content makers, but this is the case when detailed examination of the sub sectors
and how they are defined is undertaken.

The activity can however be found subsumed in the arts and antiques trade referred to earlier and
also to some extent in the crafts sub sector. The paper illustrates the confused conceptual analysis of
the visual arts found in the DCMS creative industries mapping document definition. [t is at best a
description of outcomes from a creative process which may or may not be recognised by the
producers.



Consequently this paper not only provides an analysis of these problems but an alternative approach
based on defining the visual arts as an occupation and what collecting data on this basis implies. An
advantage in adopting this classificatory attitude is that there is no need to define activity such as
sculpture because this is captured by producer and purchaser interactions that is the public and
private market. An approach of this kind enables accurate data to be collected based on a definitional
framework which is consistent and can be applied universally. More significantly however it
recognises the importance of the individual creative business rather than the product which after all is
and should be the heartland of the creative industries concept.

Keywords
Visual arts, creative industries, definitions, confusion, management

A Contorted and Torturous Definitional History

Successive United Kingdom (UK) national governments and their agencies have defined and
redrawn boundaries, resulting in continuous public cultural policy and practice turbulence
since 1945, commencing with the establishment of the Arts Council of Great Britain (Pick, J.,
& Anderton, M., 1999). The pragmatic determination of these boundaries that is definitions,
with no obvious rationale for inclusion or exclusion lends itself to an interpretation of a public
sector domain engaged in restrictive practice. This ensures the boundaries are constrained
enough to match the level of available resources at any given time.

It is, perhaps, more to do with the government administrative machinery responding to
national policy by providing a manageable and controliable framework for the allocation of
public funds rather than a rational empirically informed inclusive system, hence measurable,
thus conforming to the requirements of evidence based policy (Solesbury, W., 2001). Urban
regeneration (Roodhouse, S., and Roodhouse, M., 1997) and the introduction of creative
industries (Roodhouse, S., 2003) by the New Labour administration are examples of this
practice.

This intrinsic public structural framework works against interaction and connectivity. It
encourages isolationism between national, regional, local government and agencies by
relying on departmentalisation and compartmentalisation as the organisational means of
delivery.

As an illustration, culture resides within the Department of Culture Media and Sport (DCMS)
and is also found in the Foreign and Commonwealth Office who fund the British Council,
(British Council, 1998, 2004) the Ministry of Defence which resources a substantial number
of museums, galleries and musical bands, the Department of Trade and Industry which
supports creative industries through the Small Business Service including the export effort of
these businesses; the Department for Education and Skills (DfES) (Allen, K., Shaw, P.,
2001) and the Higher Education Funding Council for England (HEFCE) which provides entry
to work and workforce development in the cultural field (North West Universities Association,
2004). This excludes the devolved arrangements for Scotland, Northern ireland and Wales.

This complexity and fractured nature of cultural provision and practice combined with
definitional fluidity, found at national level and is a major contributor to the lack of policy
cohesion in the field.

It is equally confusing, at regional level, with DCMS sponsored Cultural Consortia, the Arts
Council, the Museum. Libraries and Archives Council (MLA), the Sports Council, the Tourist
Boards, Sector Skills Councils (SSCs), and local authorities along with the Regional
Development Agencies (RDAs), Small Business Service, including Business Link, not to
mention the plethora of sub-regional intermediaries funded from the public purse, all
pursuing differing cultural agendas (Hamilton, C., Scullion, A., 2002).



In practice, there is little cohesion between these organisations sometimes resulting in
duplicated effort in for example collecting data which leads to additional public resource
allocated to coordination. This may be more effectively utilized in direct intervention to assist
the growth of cultural businesses (Roodhouse, S., 2004).

Although attempts are made at overarching regional strategies, there is not as yet a shared
understanding of and agreement to a definitional framework to operate and evaiuate the
effectiveness of these strategies.

Reflective learning based on evidence has yet to establish itself as an effective mechanism
for reviewing policy, management and intelligently informing future actions. There is a
continual desire to invent new models and schemes without understanding and learning from
past practices (Roodhouse, S., 2004).

A relatively recent example of this was the international interest aroused in the UK largely,
stimulated by the 1997 “New Labour” government engagement in the creative industries
concept, a significant contributor to the UK knowledge economy, as a contemporary
reinvention of “Old Labour” GLC oriented cultural model. The Labour controlled Greater
London Council (GLC) instigated a significant challenge to the definitional status quo in the
early 1980s at a time of high unemployment, significant industrial decline, and diminishing
public funds for the arts. These circumstances gave rise to a re-appraisal of the role and
function of the ‘traditional’ arts, in economic terms, and in relation to the introduction of new
technologies such as instant printing, cassette recording and video making (O'Connor, J.,
1999).

For the first time, the concept of culture as an industry in a public policy context was
introduced. The arts, described by the GLC as the ‘traditional arts’, were subsumed into a
broader definitional framework which included ‘the electronic forms of cultural production and
distribution — radio, television, records and video — and the diverse range of popular cultures
which exist in London’ (London Industrial Strategy 1985). The eventual successor body, the
London Assembly and the executive Mayor of London have picked up the theme again
(London Development Agency, 2003) with a focus on intervention in the creative industries
networks and linkages.

Chris Smith, Britain's first “New Labour” Secretary of State for Culture, Media and Sport,
confirmed early in his Ministry that the creative industries were a growth sector of the UK
economy:

“It is incumbent on the govermment, in partnership with industry, to take active steps to
promote economic growth in the creative and cultural sector. If we do not do so, then others
will reap the economic reward” (Creative Industries Task Force, 1998).

The creative industry concept generated by DEMOS (Leadbetter, C., & Oakley, K., 1999)
constructed as a component of the knowledge economy model, as a result has been
enshrined in one of four key policy themes for the Department of Culture, Media and Sport
(DCMS), that is, economic value. The other three themes, access, excellence, and
education, are the predictable interests of any Labour government. It does seem however
that the theme of economic value is a maturing of the Thatcherite ethos, that is efficiency,
effectiveness, value for money, and market forces. Smith reinforces this interpretation:

“as ensuring that the full economic and employment impact of the whole range of creative
industries is acknowledged and assisted by government” (Smith, C., 1998)

The Department’s interest and engagement with the Creative Industries, through the
establishment of the Creative Industries Task Force (CITF), chaired by the Secretary of



State for Culture, Media and Sport, with Ministers and officials from the Department of
Environment, Transport and Regions; the Foreign and Commonwealth Office; the
Department of Trade and Industry; HM Treasury; and the Department for Education and
Skills, cannot be seen as than a direct engagement by government in creative activity for
economic gain.

The government through the Creative Industries Taskforce set about defining the boundaries
what it understood as being the creative industries. The concept was derived from an
interest in the knowledge economy, and the definition employed largely pragmatic
(Roodhouse, S., 2003):

“those activities which have their origin in individual creativity, skill and talent, and which
have a potential for wealth and job creation through the generation and exploitation of
intellectual property” (DCMS, 1998).

The sub-sectors, which have been identified within this definitional framework, are:

“advertising, architecture, the art and antiques market, crafts, design, designer fashion, film,
interactive leisure software, music, the performing arts, publishing, sofiware, television and
radio” (DCMS, 1998).

It is worth noting here that the sub-sectors identified as the creative industries would not
recognise themselves as such, for example architecture has much more in common with
construction than it does with the arts and antiques trade. This is indicative of an emerging
policy construct, which has yet to embed itself both intellectually and practically in the
consciences of those working in the field. The creative industries concept, at present, has
more in common with the developing global economic interest in the knowledge economy
(Leadbetter, C., & Oakley, K., 1999; Howkins, J., 2001; Caves, R., 2000; Florida, R., 2002)
than the DCMS designated constituent activities (the sub-sectors).

Of particular note in the creative industries proposition is a mechanism for engaging both
public and private sectors on a more equitable basis; establishing cultural activity as new
industries; and engaging with convergence arguments generated through advances in
technology (Flew, T., 2002; Cunningham, S., Hearn, G., Cox, S., Ninan, A., and Keane, M.,
2003). Fundamentally this growing conceptualisation facilitates a reassessment of the
traditional forms of policy intervention in support of the arts and culture (Roodhouse, S.,
2002). It is after all a market approach.

The creative industries development is derived from a longer history associated with defining
and redefining the arts as an industry sector (Roodhouse, S., 1997; Calhoun, C., Lupuma,
E., Postone, M., 1993) and the relationship of the arts and media as cultural industries for
example which others have addressed (O’Connor, J., 1999; Throsby, D., 2001; Pratt, A,,
1997; Garnham, N., 1987).

Data and Definitional Quantification Issues arising from such a National Policy

Attempts have been made, by cultural economists, statisticians and cultural geographers
largely since the early 1980s, (Myerscough, J., 1988; O'Brien and Feist, A., 1995; Pratt, A.,
1999; and Jeffcut, P., 2004), to arrive at suitable categorisations for the sector. Pratt for
example argues that value chain and domain categorisation is a useful mechanism whilst
Jeffcut, from a knowledge management perspective suggests that the only way to
understand the industry is as a cultural ecology. Cunningham and Hearn (Heamn, G., Pace,
C., Roodhouse, S.) take this further by engaging with a value chain ecology which relies on
a thorough understanding of networks. What seems to have emerged from this work is



recognition that the Office for National Statistics’ (a UK government agency) Standard
Occupational Classification (SOC) and the Standard Industrial Classification (SIC) provide a
common but imperfect mechanism.

The data and quantification issues are acutely problematic for economists and statisticians
(Barrigre, C., & Santagata, W., 1997; Evans, G., 1997). The weakness and inconsistencies
of definitional frameworks become more apparent when used to quantify and determine the
value of artistic and/or aesthetic activity. Authors such as Baumol (Baumol, W., Baumol, H.,
1994) and Heatherington (Heatherington, P., 1992) have attempted to clarify this, with
assertions that aesthetic pleasure has at least as much value as the difference in returns
between works of art and financial assets. This leads, for example, to the question of how to
define a work of art. Another issue for economists studying the cultural industries is the
differentiation between artistic and industrial goods. Part of the difficulty is that the total
assimilation of art to commodities creates serious problems because art goods escape the
standard rules of utilitarian market exchange (Barriére, C., & Santagata, W., 1997). The
weakness here for cultural economists is the lack of clarity and consistency in the defining of
cultural practice. For Davies and Lindiey (Davies, R., and Lindiey, R., 2003) who have
attempted to quantify artists, there remains a conditioning of the definitions employed. Any
number of cultural economic impact studies such as the economic importance of the creative
industries in Plymouth (Plymouth City Council, 2002); the impact and values — assessing the
arts and creative industries in the South West (Kelly, A., and Kelly, M., 2000) and the
economic impact of the arts and cultural industries in Wales (WERU and DCA, 1998) all
utilize differing classifications and typologies. Not only does this demonstrate the confused
conceptual landscape but highlights the unreliability of collected and analysed data.

The DCMS have attempted to rescue the situation by developing a regional data framework
(Wood, 1., 2004). This has yet to be accepted, not least because it does not universally
conform to the national data collection classifications, relies on generalised notions of
domains and a limited interpretation of value chains. This can only be perceived as a
fundamental structural weakness, when increasing emphasis is placed on evidence based
cultural policy and comparative international benchmarking. Despite spasmodic attempts
(O'Brien, and Feist, A., 1995, Davies, R., Lindley, R., 2003), the paucity of empirical
evidence available and the structural weakness of the definitional frameworks to inform
cultural policy, management or practice particularly in the fields of museums, galleries and
the creative industries (Roodhouse, S., 2003) to support the formulation and development of
policy at local, regional (Devlin, N., Gibson, S., Taylor, C., Roodhouse, S., 1998; Devlin, N.,
Gibson, S., Taylor, C., Roodhouse, S., 1999; Roodhouse, S., and Taylor, C., 2000) and
national levels continues.

The Visual Arts - An Enigma?

This is painfully illustrated in table 2 which provides a summary of the inconsistent and
unrelated definitions currently applied to the visual arts in Europe and Australia. This may be
in part because these definitions are not drawn up by practioners in the field concerned but
rather economists, statisticians and administrators. It is also the case that these descriptors
rarely refer to their source or assumptions or draw from visual arts organisations with a direct
interest such as national artists associations. Incidentally there is an additional contortion
that is, function and occupation. So visual arts is, nationally and internationally, classified in
terms of industrial activity which sometimes includes process but often refers to product, or
function that is for example trading. This places greater emphasis on process as activity and
use of product to define the activity. There is an emerging international interest in
establishing a product classification system to complement existing arrangements.
Nevertheless, the visual arts are a complex and fast moving arena which the classificatory
systems cannot respond to as revisions occur infrequently, generally, every six years.



The consequences of this failure to engage in establishing a common workable visual arts
definition is summed up by Towse (1998, p7);

“The main point is that whichever definition is used, it is bound to produce different research
findings.”

This has led over time to “the paucity of alternative data sets with which to test the
assertion(s) in practice” (Arts Council England research report 31, p2). In other words not
only have we definitional confusion and inconsistencies at every level but also as a result
inconsistent, unreliable data and little comparative research. Other industrial sectors would
not tolerate such a position nor would managers who rely on high quality management
information to aid operational and strategic decisions.

This questions the reliability of an evidence base for cuttural policy making at regional,
national and international levels when we cannot complete a fundamental exercise and
hence accurately count the number of visual artists in the UK or Europe, as the Eurostat,
LEG visual arts definition is equally confusing.

Internationally, UNESCO struggles with similar structural weaknesses and tends to define
the visual arts as trade in cultural goods, an economic framework (UNESCO, World Culture
Report, 1998) although it has broken the visual arts down as follows in table 1. Noticeably
architecture is included here yet in table 2 there are no references to this domain with the
exception of the Arts Council, England. It can be found as one of the subsectors in the
DCMS definition of the creative industries and is included in the UK standard cultural
industrial/occupational classifications along with amongst others artists, archivists and
musicians. And yet it does not go far enough, for example how are we defining the
work/activity of an architect to justify it's location in the visual arts as opposed to construction
sector? Where is the line being drawn, on what basis and does the profession recognise
itself as an integral part of the visual arts construct?



Table 1:
UNESCO Definition of the Visual Arts

Architecture Fine arts
Narrower Term
NT1 Buildings Narrower Term
NT1 Monuments NT1 Painting
NT2 Historic monuments NT2 Paintings
UF Historic sites NT3 Miniature paintings
NT1 Palaces NT3 Murals
NT1 Traditional architecture UF Frescoes
UF Bioclimatic architecture, NT3 Rock paintings
Veernacular architecture UF Rock art
NT1 Sculpture
Graphic arts Decorative arts
Narrower Term Narrower Term
NT1 Calligraphy NT1 Furniture
NT1 Drawing NT1 Interior architecture
NT2 Technical drawing UF Interior design
NT1 lllustration
Handicrafts Photography
Narrower Term Narrower Term
NT1 Engraving NT1 Aerial photography
NT1 Jewelry NT1 Holography
NT1 Mosaics UF Holograms
NT1 Textile arts
NT2 Carpets
NT2 Tapestry
Plastic arts
Narrower Term
NT1 Art glass
NT2 Stained glass

NT1 Art metalwork

NT1 Ceramic art

UF Porcelain, Stoneware
NT2 Pottery

Table 2 provides a comparative analysis of the current European and Australian definitions
and illustrates the spectrum of interpretation employed in describing the visuals arts. It is
unsatisfactory in that there is no attempt to provide detailed descriptors of products such as
sculpture or activity such as sculpting nor is it clear what the distinctions are between fine or
public art and sculpture or sculpting. There are strong arguments to support the view that
another level of descriptor is now needed which transcends the local, regional national and
international definitional soup where the visual arts are sometimes used a definitional vehicle
or entirely ignored .



Table 2:
European and Australian Visual Arts Definitional Table

OFFICE OF
NATIONAL AUSTRALIAN
STATISTICS DEPARTMENT OF BUREAU OF EURGITATLES
STANDARD CULTURE, MEDIA STATISTICS DESCRIPTOR
INDUSTRIAL AND SPORT ACLC CODING
CLASSIFICATION SYSTEM
CODE
Code 92.31/9 Included within | Code 241 The visual arts domain
Artistic and | definition of Visual Arts includes
Literacy Creation | Arts and Antiques Design
and Interpretation Market Class consists of | Photography
the creation of one- | Multidisciplinary
Trade in arts and | off or limited series
antiques including visual arts or crafts | Inthe following areas,
Painting in either traditional | Creation
Sculpture or contemporary | Inclusive of the
Works on paper styles. creation of visual
Other fine art works
(tapestries) Primary  activities | Production
Furniture include The production of
Collectables  (mass | Art photography visual arts
produced ceramics | Artwork creation (production of printed
and glassware, dolls | Cartoon drawing reproduction,
and dolls houses, | Ceramic work | productions of casts
advertising and | creation etc)
packaging) Digital Art work | Dissemination
Couture (including | Creation Exhibitions of visual
jewellery) lllustrating or | works
Textiles drawing Organisation of
Antiques Installation (art) | festivals
Books, bindings, | creation Event organizing and
signatures and maps Jewellery design awareness raising
Arms and amour Painting (art) Trade
Metalwork Pottery creation Trade and sales in
Sculpting visual works in
Textile design galleries, reproduction
and restoration

Source: Roodhouse, S., and Johnstone, I., 2004

A similar picture emerges when consideration is given to UK cultural agencies and
professional organisations illustrated in table 3. The Arts Council, England, the primary
support agency of the arts sub-sector in England, defines visual arts activities as the
creation, dissemination, exhibition and education of those practicing in a number of fields
such as crafts, contemporary visual arts and fine art, film and video as well as architecture.
However, just to make life more difficult, architecture and film and video are designated sub
sectors within the DCMS definition. In addition the Arts Council classifies the visual arts as a
specific practice in its own terms — yet more conceptual confusion for the cultural manager.



Table 3:

UK Cultural Agencies and Professional Organisations

THE VISUAL ARTS AN - ARTIST
ARTSE“S'Eggglgfgg H-WEST AND GALLERIES INFORMATION
ASSOCIATION COMPANY
The visual arts sector includes the | Activities included

creation, dissemination, exhibition and
education of those practicing in the
following areas.

within the visual arts
sector include,

Painting
Crafts Sculpture
Contemporary visual arts Drawing
Fine art Photography
Public art Installation
Architecture Performance
Photography Multimedia (or new
Artists work in new and emerging | media)
media, Public Art
Film and video. Film

Video

Printmaking

Anything that is visual
and you appreciate
through viewing.

Source: Roodhouse, S., and Johnstone, 1., 2004

An economic alternative to the visual arts definitions referred to in tables 2 and 3 which are
largely focussed on product and activity is occupation and this has been addressed by
Towse (1996), Frey and Pommerehne (1989) who between them determine what an artist is
by applying eight criteria:

Table 4:
An Economic Definition of the Visual Artist

1.The amount of time spent on artistic work

2. The amount of income derived from artistic activities

3. The reputation as an artist among the general public

4. Recognition among other artists

5. The quality of artistic work produced

6. Membership of a professional artists group or association

7. A professional qualification in the arts

8. The subjective self-evaluation of being an artist

Source: artists in figures, a statistical portrait of cultural occupations
Arts Council England research report 31, 2003

At an international level, a definition of visual or indeed any artistic occupation is provided by
The United Nations Educational, Scientific and Cultural Organisation (UNESCO),



“Any person who creates or gives creative expression to, or recreates works of art, who
constitutes works of art to be an essential part of his life, who contributes in this way to the
development of the arts and who is or asks to be recognised as an artist, whether or not he
is bound by any relations or association” (UNESCO 1980)

This is an imprecise tool when it comes to measuring the visual arts as an occupation
although the SIC system does attempt to quantify the occupation of the artist as described in
table 5.

Table 5:
Occupational Definitions of the Visual Artist

UNESCO Definition SOC Definition

“Any person who creates or gives creative | Code — 3411 — Artist

expression to, or recreates works of art, who | Workers within this group create artistic
constitutes works of art to be an essential | works by

part of his life, who contributes in this way to | painting,

the development of the arts and who is or | drawing,

asks to be recognised as an artist, whether or | printing,

not he is bound by any relations or | sculpture and engraving,

association” (UNESCO 1980) design artwork and illustrations,

Restoration of damaged pieces of art

All these approaches ultimately take us back to the need to define the “practice” that is,
sculpture, painting, crafts, video or media installation which is in itself problematic contested
and uncharted territory — to be avoided if at all possible because it is a constantly changing
field. It is after all to be expected that the creative output of creative individuals will
continually challenge convention and regulation as this is the very nature of the business
(Wind, E., 1963). But if this is not complex enough there is overlap with other sub sectors
found in the creative industries such as film, and performing arts, how they are defined and
broken down into their component parts. So where is the rationale for explaining distinctions
between video and media installation activities of a creative sole trader with film and video
as described in that the DCMS creative industries definitional framework? For example the
core and related activities of film and video are as follows;

Table 6:
DCMS Description of the Film and Video Subsector of the Creative Industries

CORE ACTIVITIES Screenwriting, production, distribution and exhibition

Music soundtracks, promotion, set design building, catering,
equipment manufacturer, video rental, photography, lighting,
sound recording, costume design, selling of film and video
RELATED ACTIVITIES | distribution rights, film and tape delivery and storage, videos on
demand, digital film distribution, film web sites, post
production/special effects, computer games, multimedia and
digital media

Television, TV film production, music, publishing, advertising,
RELATED INDUSTRIES digital media, performing arts, merchandising, and training

Source: creative industries Mapping Document 2001
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For statisticians, the problem seems to lie in how to categorise the creative and cultural
industries. Given the difficulties of definition referred to earlier, and the ‘fluidity’ of the sector,
it is predictable that the conventional categories used in the UK and Europe, standard
industrial classifications (SIC) and standard occupational classifications (SOC), have proved
imprecise tools for measuring the creative industries (Roodhouse, S., 2004; Wood, 1., 2004.).
This is reinforced when consideration is given to a related activity and occupation, graphic
design, illustrated in table 7.

Table 7:
Graphic Design Comparative Occupational Definitions
THE THRATIONAL THE
it THE DESIGN STATISTICS INTERNATIONAL
MEDIA AND 3 COUNCIL STANDARD COUNCIL OF
SPORT OCCUPATIONAL GRAPHIC DESIGN
CODING SYSTEM
Core activities SOC code 3421 Graphic design is an
Graphic Design is intellectual, technical
Design included in Graphic | Graphic Designers, to | and creative activity
consultancies Communication include, not simply concemed
Design component | sector Designer Graphic with the production of
of industry And includes the | Designer Multi-media images  with the
following activities, Designer Web analysis, organisation
Main services Designer and  methods of
include Typography, Typographical presentation of visual
lllustration, Designer Exhibition solutions to
Corporate ID Packaging, Designer Advertising communication
Corporate Corporate Identity, problems.
literature Magazine design,
Packaging and | Television and video Activity includes
branding graphics, lllustration
Consumer Digital/new media Typography
literature graphics Calligraphy
Exhibitions Surface Design for
Multimedia Packaging or the
Advertising design of patterns,
Interiors books, advertising,
Product and
Retail publicity material or
Information any form of visual
Design communication
Architecture
Structural
Packaging
Furniture design
TV graphics
Related activities
Graphic
design
Fine art
Fashion
design
Multi-media
design
Crafts

Source: Roodhouse, S., and Johnstone, |, 2004
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Implications

This paper focuses on the visual arts as an activity and occupation which has received
consistent public financial support since 1945 through a succession of government cultural
agencies and is recognised as the “home” of individual creators. However, it remains the
case that in the United Kingdom, Europe and Australia there is no consistent definitional
framework and resultant verifiable and reliable data available to assist cultural managers and
policy makers. This for example calls into question the accuracy of the claims made for the
creative class (Florida, R., 2002).

The more recent UK inspired policy initiative, the creative industries, which places
significance on individual creativity as an economic wealth generator and contributor to the
development of knowledge economies, fails to recognise the specific visual arts contribution
within the current DCMS creative industries sector definition and if to make matters worse
the government quango the Arts Council England has additionally confused the picture by
defining visual arts as a specific practice alongside crafts, architecture and fine art. There is
equal confusion when economic and occupational definitions are considered as these do not
marry with each other or the market approach found in the DCMS creative industries
definition. The visual arts are indeed an enigma.

What is required is the identification of criteria by which judgements can be made derived
from the commonalities to be found in the international visual arts definitional landscape
involving practioners, economists, statistians, cultural mangers and policy makers. This
points ultimately to “biting the bullet” and engaging in establishing criteria to define activity
such as sculpture.

Unless we are consistent with definitional frameworks the data used by cultural managers
will always remain unreliable, suspect and partial. Are cultural managers satisfied with this
and the reliance on questionable data to inform policy, advocacy and management
decisions? For example, measurement of performance relies on a definitive baseline to start
from, in other words if we do not have a common understanding of what the visual arts are
or what an artist is, how can we measure success as managers?
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HAVE THE CULTURAL INDUSTRIES A ROLE TO
PLAY IN REGIONAL REGENERATION AND A
NATION’S WEALTH?

Professor S.C. Roodhouse
Bolton Institute of Higher Education

Abstract

This paper sets out to consider the claims made primarily in the
United Kingdom that the cultural industries are one of the new
growth sectors which are making a difference to the regional and
national economy.

By first examining the definitional frameworks currently utilised in
the United Kingdom and European Union to establish whether there
is a commonly shared definition of the cultural industries, also
enables consideration of the interrelationship between the cultural
and creative industries which is central to understanding the sector s
claimed contribution to the regional and national economy.

It is only by clarifying these definitional frameworks that progress
can be made towards understanding the sector, that is, determining
the employment profile, size and scope of the businesses, turnover.
levels of public sector financial intervention, customers and markets
as well as clustering. Surprisingly little is known given the
increasing political and economic importance of the sector and the
empirical data that does exist is largely derived from secondary
sources such as the national census and government annual
employment surveys. Primary data however can be found where
local authorities and city councils have developed cultural quarters
as a componeni of urban regeneration policies.

The difficulty that exists is that there are claims being made, policies
pursued, and public funds spent with no sound empirical
understanding of the sector. This it seems has in part been generated
by the growth in the “media” industries and the “convergent”
industry concept as an alternative to the declining older industries
such as coal, engineering, and textiles.
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Have the Cultural Industries a Role to Play in
Regional Regeneration and a Nation's Wealth?

There are alsc claims that the cultural industries have developed new
organisational structures and management systems which may be of
benefit to other industrial sectors.

An added complication fo this already confusing landscape is the role
and function of creative individuals in non creative contexts, for
example a graphic designer working in a chemical engineering
company. Do they form part of the sector and if so how are they
identified?

The mechanisms to measure these attributed contributions that the
cultural industries are making, could be making or are not making to
wealth generation are to say the least primitive. Putting it simply
there is no common empirical baseline as a point of departure for
measuring the growth of the sector, such as the number of people
employed, number of businesses started, number of business failures,
contribution to gross domestic product, and exports. It is also
problematic in terms of understanding the levels of public sector
funding intervention and how effective these measures are. In fact it
seems that national and regional arts and economic agencies are
prepared to “fly blind without a compass.”

Research undertaken in the Yorkshire and Humber region has
attempted to answer these questions by establishing datasets working
with local authorities, arts agencies, chambers of commerce and
other business sources, sampling the database through questionnaire
and telephone follow-up to derive reliable primary information on the
sector.

The research has already been used to ascertain for the first time the
level of self employed in the sector and provided an accurate
breakdown of the employment profile, number and type of businesses,
age profile and markets. For example 40% of the sector comprises
the self employed, sole traders, and partnerships and 94% of
enterprises are classified as small (less than 50 employees).
Clustering is significant with 46% of enterprises located close to
others of a similar kind and 70% of sales made to private individuals
largely in the region.

The paper will touch how this information can be used to determine
whether the cultural industries are making a difference to the
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regional and national economy and what the implications are for the
traditional funding agencies.

Background

Considerable interest has been aroused in the United Kingdom (UK)
with regard to the economic role and function of the creative
industries. This was stimulated largely by the “New Labour”
government and, for example, its representation of the nation to the
world as ‘Cool Britannia’.

Chris Smith, Britain’s New Labour Secretary of State for Culture,
Media and Sport, confirmed early in his ministry that the creative
industries were a growth sector of the UK economy, and said

“It is incumbent on the government, in partnership with
industry, to take active steps to promote economic growth in
the creative and cultural sector. If we do not do so, then others
will reap the economic reward”.

(Creative Industries Task Force 1998)

The creative industry concept has, as a result, been enshrined in one
of four key policy themes for the Department of Culture, Media and
Sport (DCMS), that is, economic value. The other three themes,
access, excellence, and education, are the predictable interests of any
Labour government.

It does seem however that the theme of economic value is a maturing
of the Thatcherite ethos, that is efficiency, effectiveness, value for
money, and market forces. Smith reinforces this interpretation

“as ensuring that the full economic and employment impact of
the whole range of creative industries is acknowledged and
assisted by government”.

(Smith 1998)

Economic value, along with the related themes of access, excellence
and education, has also been linked by Smith to the individual
citizen’s chance to share cultural experience of the best (whoever
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€ decides this) either as creator or participant. These particular
sentiments are rooted in earlier Labour administrations, and stem
from well-established socialist doctrines, extensively examined by
Williams (Culture, 1981). This included his now familiar definition of
culture as

8 “a description of a particular way of life, which expresses
certain meanings and values, not only in art and learning, but
also in institutions and ordinary behaviour”.

W

He interprets culture in its widest definitional sense, consisting of
structured and patterned “ways of living”, and explains the artistic
component of culture as

“individuals in groups — characteristically respond to and
make meaningful the circumstances in which they are placed
by virtue of their positions in society and history”.

"

hers (Bennett et al 1981)
Williams provided a broad definitional framework which
incorporated the arts, heritage and sports as a practice that interacts
with economic and political processes, conditioning and being shaped

ne by them. This does not as yet seem to have been adopted by

nd successive UK governments or reflected in its administrative
structures. In other words, the UK has recognised and supported the

any arts, heritage, sports, crafts and design, without a national policy that
co-ordinates these interests.

ong There are examples of social and economic cultural engagement

2 involving government arts agencies such as the Arts Council. This
has included urban regeneration, social reconstruction, the economic
impact of the arts, and the arts contribution to tourism and the export

it of effort.

1d
Studies commissioned by the Arts Council included The Economic
Importance of the Arts (Policy Studies Institute, Myerscough 1998)
which attempted for the first time to quantify the economic impact of
the arts and to provide verifiable data to be used by the arts funding

fee structure to argue for additional resources.
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Similarly, the contribution of the arts to tourism and the export effort
as part of the economic (described as business) case for an increased
slice of the public purse was also developed. This is evidenced in the
Arts Council of Great Britain’s “A Great British Success Story”. It
claimed that tourists in 1984 brought £5.3 19m to Britain, and 60% of
those in a survey that year confirmed that they were attracted to the
country by the galleries and museums, with 35% by theatre and a
further 22% by music. Fourteen years later, similar but more
sophisticated claims have been made this time by the Department of
Culture, Media and Sport in its Creative Industries Mapping
Document with, for example, an aggregate value of exports estimated
at £7.5bn.

The Department’s interest and engagement with the Creative
Industries, through the establishment of the Creative Industries Task
Force, chaired by the Secretary of State for Culture, Media and Sport,
with Ministers and officials from the Department of Environment,
Transport and Regions; the Foreign and Commonwealth Office; the
Department of Trade and Industry; HM Treasury; and the Department
for Education and Employment, cannot then be seen as anything
other than a direct engagement by government in creative activity. We
have today, as a result, a policy for the arts prosecuted by the Arts
Council of England on behalf of the government. This includes the
distribution of Lottery funds and similar activities in heritage
(Heritage Lottery Fund), as well as the British Film Institute, Crafts
Council and Sports Councils. The creative industries policy however
is led directly by the Department through the Creative Industries Task
Force!

Nevertheless, the government has embarked on 2 policy for the
creative industries, which comprises the following elements:

@) collecting more comprehensive and reliable data
(ii) analysing data to monitor performance and identify common
1ssues

(ili)  protecting intellectual property rights

(iv)  stimulating creativity and innovation in young people
) identifying and supporting new talent

(vi)  providing appropriate training

(vii) providing access to venture capital

(viii) focussing on global opportunities

(ix)  ensuring appropriate support from government agencies
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(x)  maxirnising the opportunities and minimising the threats of
new technologies

(xi) recognising and exploiting the synergies between the
subsidised and cornmercial sectors

(xii})  balancing the encouragement of entrepreneurism against
regulations.

(Creative Industries Task Force, Mapping Document 1998)

Smith confirmed however that collecting and analysing data to
underpin this pohcy on the creative industries is problematic, and that
claims made in the past are difficult to substantiate (C reative
Industries Task Force, Mapping Document 1998). He says, “One of
the problems in this whole area is that the precise figures (for the
creative industries) are hard to come by. Many of these areas of
activity are of course dominated by small and medium sized
companies almost working on a cottage indusiry basis, with a
handful of big players striding amongst them, it is a paitern that
makes definition and accurate counting very difficult but even more
essential if public policy is to be maintained” (Smith, 1998).

Rather worryingly, a similar view was expressed as long ago as 1970
in the UNESCO report, Cultural Policy in Great Britain, written by
Michael Green, Michael Wilding and Prof. Richard Hoggart: “Brifain
has undertaken little long range planning of any kind so far, not
studied methods in other countries, nor taken much care over cultural
information. Statistics in the whole field covered by zhzs report are
hard to come by, hard to compare, and hard to rely on”

Nevertheless, the DCMS went ahead with an audit in 1998, based on
secondary data, and published the Creative Industries Mapping
Document, which claimed that these industries generated £57 billion
revenues, and employment of circa 1 million, which represents 4% of
the total employment of 27 million, as described in Table 1.
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Table 1
Activity Revenues (£m) Employment

Advertising 4,000 96,000
Architecture 1,500 30,000
Arts and Antiques | 2,200 39,700
Crafis 400 25,000
Design 12,000 23,000
Designer Fashion | 600 11,500
Film 900 33,000
Leisure Software | 1,200 27,000
Music 3.600 160,000
Performing Arts 900 60,000
Publishing 16,300 125,000
Software 7,500 272,000
Television and 6,400 63,500
Radio
Total £57 billion circa 1,000,000

Source: Mapping highlights, DCMS 1998.

It has been suggested, however, that the revenues of £57 billion
require adjustment to take account of inputs. Consequently, using
1995 information, the creative industries contribution to the economy,
net of inputs (value added) was around £25 billion, approaching 4%
of gross domestic product.

Similar claims are emerging elsewhere, with $29.6 billion contributed
to Canada’s GDP in 1993/94, and 894,000 people employed in the
sector, representing 6.7% of Canada’s workforce (Canadian
Government Information Service, 1998). In Europe. cultural
employment has risen by 24% in Spain between 1987 and 1994; and
in France by 36.9% between 1982 and 1990. (Culture, the Cultural
Industries and Employment — Commission Staff Working Paper sec
(78) 837).
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It is also worth noting that all local authorities in England have been
requested by the DCMS to establish a Local Cultural Strategy by
2002

“to enable cultural activities to be centre stage in the lives of
communities and at the heart of policy making”.

(Local Cultural Strategies, Draft Guidance for Local
Authorities in England, DCMS, 1999)

The purpose of the guidance, it seems, is to

“set out the benefits, principles and context for Local Cultural
Strategies and to give guidance on their definition and scope,
linkages with other plans, the process of development and the
expected outputs”.

(Local Cultural Strategies, Draft Guidance for Local
Authorities in England, DCMS, 1999)

There 1s, inevitably, a requirement to measure each aspect of the
strategy in terms of input, throughput, output and outcome measures.
In order to do this, an empirical baseline is required.

For all this, there still remains a demonstrable need for accurate data
not least to enable the monitoring and evaluation of the effectiveness
of public policies directed towards the arts, cultural and creative
industries, but also for the regional social and economic strategies
being established by the newly formed Regional Development
Agencies, and Cultural Consortia, for England. Similar needs exist
for the newly devolved arrangements in Wales and Scotland.

Arts industry, heritage industry, creative industries or cultural
industries?

Quite apart from the confusion and difficulties of collecting accurate
data, there remains a fundamental flaw, the failure of successive UK
governments since 1945 to conceive and execute a coherent national
strategic cultural policy. The nearest we get to this is a statement of
the DCMS aims and objectives in the 1999 Annual Report, which
reflects the four policy themes referred to earlier:
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) access

(ii) excellence

(ili)  education

(iv)  economic value.

In particular, DCMS identifies a role in “helping to develop the jobs
of the future in the creative industries” (DCMS Annual Report, 1999)
and intends to do this in partnership by creating

“an efficient and competitive market by removing obstacles to
growth and unnecessary regulation so as to promote Britain s
success in the fields of culture, media, sport and tourism, at
home and abroad”.

(DCMS Annual Report, 1999)

Smith has also readily admitted another significant problem for his
engagement with the creative industries — that of definition. There is
unfortunately an inevitability about this confusion. not least because
the definitional framework changes over time and in response to
public policies, practices, and society’s expectations.

In the case of creativity, for example, the Department of Education
and Employment, through the National Advisory Committee on
Creative and Cultural Education report, A1l Our Futures: Creativity,
Culture and Education, 1999, does not restrict itself to associating
creativity with “the professional and associated fields known as the
creative industries” but rather as a process

“imaginative activity fashioned so as io produce outcomes
that are both original and of value”.

(All Our Futures: Creativity, Culture and Education, DIEE,
1999)

Tt is suggested that this requires imagination, purpose, originality and
value, all of which can be applied to any “advances in mathematics,
sciences, technology, in politics, business and in all areas of everyday

life”.
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Industrial Strategy, The Cultural Industries, argued strongly that
“What is available for cultural consumption and what opportunities
there are for employment in cultural production are, for better or for
worse, clearly determined by economics”. Given the high levels of
unemployment at the time, March 1985, (over 400,000 people were
officially unemployed and a further 120,000 people wanting work in
London) it is not surprising that the role of ‘cultural industries’ as an
employment vehicle within London’s economy was reco gnised. For
example, London’s biggest manufacturing sector, printing and
publishing, employed 112,000 people, and the University of
Warwick’s Institute of Employment Research indicated at the time
that literary, artistic and sports employment would grow by 30%
nationally between 1980-1990.

Tt is worth noting that the Arts Council of Great Britain concurrently
began to recognise the changing political and economic climate of the
1980s Thatcher government. By “placing a new emphasis on
business planning and marketing, arts managers will be able to
increase sales and attract move private finance”. “Money must be
raised from other sources”, and “for this reason the financial self-
sufficiency of aris organisations is an underlying theme” (The Arts
Council of Great Britain 1988, 2).

A general objective of the Arts Council plan was “7o expand the arts
economy” by the introduction of mechanisms such as the Incentive
Funding Scheme which was intended to improve earnings, encourage
private giving, and increase the financial turnover of the arts
economy by “at least £15m by the end of 1991, and £25m by 1993"
Associated with this new interest in the arts economy came
performance measurements, eg targets for self generated income and
non Arts Council of Great Britain funding.

The Arts Council of Great Britain’s arts economy strategy
encompassed what the GLC would recognise as the traditional art
forms: dance, drama, literature, music, visual arts and film.
Newcomers to this portfolio were broadcasting and video, now 2
recognised part of the arts establishment.

There was, of course, an inevitable and continuing debate around the
‘content’ of each art form and eligibility for a slice of rapidly
reducing public arts funding. In this respect, broadening definitions
was clearly fraught with dangers, particularly for the traditional
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subsidised sector. Economics, however, was driving the national,
regional and local funding agendas.

For example, at a local authority level, this has resulted in the
conception and establishment of cultural industries quarters.
Sheffield’s cultural industries quarter claims to have generated over
1000 (fte) jobs, with companies producing a combined annual
turnover of £20 million (Sheffield City Council, 1995). A similar
economic justification has been made for the cultural industries in
Manchester, with over 9,000 jobs directly generated and another
1,100 indirectly, with an annual sector output valued at £343 million
(Manchester Metropolitan University, 1989).

With the advent of the cultural industries, and arts economy, there
was also an increasing awareness of the impact and speed of change
being generated by new technology, particularly information
technology and new media. Amongst others, Richard Luce, the
Minister for the Arts in late 1988, recognised the need to look again
and requested the Arts Council to develop and co-ordinate a national
strategy for the arts, crafis and media, working closely with the local
authorities, Museums and Galleries Commission, British Film
Institute and Crafts Council.

There was, as a result, inevitably yet another attempt at defining the
arts, which in this case was drawn from the Public Law 209 of the
89" United States Congress, the term ‘arts’ includes, but is not
limited to

“music (instrumental and vocal), dance, drama, Jfolk art,
creative writing, architecture and allied fields, painting,
sculpture, photography, graphic and craft arts, industrial
design, costume and fashion design, motion pictures,
television, radio, tape and sound recording, the aris related to
the presentation, performance, execution and exhibition of
such major art forms, and the study and application of the
arts to the human environment”,

This definition was also endorsed by the Education, Science and Arts

Committee of the House of Commons in its 1982 report on funding
the arts.
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With the addition of heritage, libraries, restoration, antiques trade,
printing, publishing, advertising and digital media, a ‘new arts’
definition begins to emerge which is increasingly cultural.

It seems as though the endemic British disease of pragmatism and
additionality prevailed, with the arts worthy of public funds alongside
sports, heritage, tourism and media. The new arrivals, the creative
industries, which as pointed out earlier include the arts and media are
it seems a parallel national policy interest.

In DCMS terms, creative industries, it seems, has replaced the
concept of cultural industries as one of the vehicles to deliver the
New Labour policy themes referred to earlier, alongside the
traditional post war establishment mechanisms for the delivery of
“arts’ policy: the Arts Council of England, British Film Institute,
Crafts Council, Museums and Galleries Commission, and their
related regional partners, the regional arts boards and area museums
councils.

Government has then defined creative industries as “#hose activities
which have their origin in individual creativity, skill and talent, and
which have a potential for wealth and job creation through the
generation and exploitation of intellectual property” (Creative
Industries Task Force 1998).

The sectors which have been identified within this definitional
framework are:

“advertising, architecture, the art and antiques market, crafis,
design, designer fashion, film, interactive leisure sofitware,
music, the performing arts, publishing, software, television
and radio”.

(Creative Industries Task Force 1998)

The difficulty with this approach is that there is no recognition of
creativity in the context of engineering or pharmaceuticals.
Consequently, the UK focus on the creative industries has the
potential to be exclusive, because it is product, not process, based.
This may explain why there is an increasing tendency to refer to the
“cultural and creative” industries. To compound the generally
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confused definitional messages emanating from DCMS, culture is
explained as having

“both a material and a value dimension and includes a wide
range of activities including arts, media, sports, parks,
museums, libraries, the built heritage, the countryside,
playgrounds and tourism ™.

(Local Cultural Strategies, Draft Guidance for Local
Authorities in England, DCMS, 1999)

This tortuous and contorted definitional history from the arts and
cultural perspective has fared no better from an economics or
statistical point of view. Christian Barriére and Walter Santagata’s
paper, Defining Art, attempts to describe arts activities as goods and
services. However, further complications follow once these terms are
used which focus on quantifying what artistic and/or aesthetic means
in this context. Many authors have attempted to clarify this, Baumol
with his assertion that aesthetic pleasure has at least as much value as
the difference in returns between works of art and financial assets
(Baumol, 1986). Lahlou, Maffre and Moati (1991) demonstrate how
passion can influence economic choices and Rouget and Sagot-
Duvaureux (1996) have been examining non-market regulations in
the artistic field, particularly passional and conventions perspectives.
Another issue for economists studying the cultural industries is the
differentiation between artistic and industrial goods. Part of the
difficulty is that the total assimilation of art to commodities creates
serious problems because art goods escape the standard rules of
utilitarian market exchange (Barriére and Santagata, 1997).

For statisticians, the problem seems to lie in how to categorise the
creative and/or cultural industries. Given the difficulties of definition
referred to earlier, and the ‘fluidity’ of the sector, it is predictable that
the conventional categories used in the UK and Europe, standard
industrial classifications (SIC) and standard occupational
classifications (SOC), have proved imprecise tools for measuring the
creative industries.

Unsurprisingly then, there are further difficulties encountered when

quantifying the cultural and creative industries, which do not stem
from the general definitional debate. These can be broken down as
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1) no coherent national categorisation of the cultural industries
(i1) a lack of accurate primary data.

Attempts have been made, largely since the early 1980s, by
Myerscough (1988), Cultural Trends, Policy Studies Institute (1989-
93), O’Brien and Feist (1995) and Pratt (1997), as well as the
Department of Culture, Media and Sports, to arrive at suitable
categorisations for the sector. What seems to have emerged from this
work is a recognition that the Office for National Statistics’ (a UK
government agency) Standard Occupational Classification (SOC) and
the Standard Industrial Classification (SIC) provide an imperfect but
nevertheless verifiable structure to collect and analyse data.

Much of the statistical evidence, however, used by the public sector
agencies and government departments referred to earlier 1s traced to
national census data, the Department for Education and
Employment’s labour force survey, and new earnings study, along
with several studies by the Office for National Statistics. Eurostat, on
behalf of the European Union, has also been generating information
in this field. It is, however, in reality secondary data with all the
inherent weaknesses of such an approach.

Other sources of data have included the Department of Trade and
Industry, Antique Trades Gazette, Crafts Council, Design Council,
Screen Finance, Arts Council of England, Sunday Times, Screen
Digest, BPI Statistical Handbook, The Value of Music, Henley
Centre, Association of British Sponsorship of the Arts, Society of
London Theatres, Express Newspapers, Consumer Trends, Business
Monitor and the UK Media Yearbook. Much of this information is
unverifiable, collected over differing periods of time, using unrelated
methodologies.

9o where does this leave us? We have a definitional framework
which is highly confusing and disjointed. Given the claims the New
Labour government makes regarding “joined up thinking” and
““oined up policies”, it seems in the cultural ficld we have been busily
doing the opposite. It is equally difficult to understand why sports
and tourism have been excluded from any of the definitional
frameworks referred to. It can only be put down to a lack of political
interest in establishing a cultural policy. We are left then with no
alternative but to work with these imperfect tools.
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There is then general confusion over definition and a paucity of
primary data which verifies the assumptions drawn from the analysis
of secondary data sources in support of national, regional and local
activities in this sector. There is an inevitable requirement to
determine the extent of the activity “on the ground” if any sensible
evaluation of the contribution made by the cultural industries to
economic regional regeneration, based on the emerging national and
regional policies and practices, is to be achieved. Furthermore, if
comparison between regions and countries is to be attempted, these
matters require resolution.

It is becoming equally important to be able to evaluate the
contribution the arts are making and develop appropriate public
sector interventions.

A regional approach to 2 national problem

This began in the Yorkshire and Humberside region in 1998, with the
first comprehensive regional study of the cultural industries,
commencing with the local authority districts of Kirklees, Wakefield
and Rotherham.
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Yorkshire and the Humber

WES
YORKSHIRE \\_~

For the purposes of this work, an inclusive cultural industries
definitional framework was chosen as opposed to the arts or creative
industries definitions referred to earlier, which has a closer
relationship to the DCMS, Local Cultural Strategy definition of
culture. This also deliberately included the education and voluntary
sectors as contributors to cultural industry activity. The following
Table 2 describes the categories selected from the 1992 revised SIC
system, and the elaboration of these classifications to reflect the
cultural industry definition.
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Table 2: SIC92 codes and Yorkshire & Humber study equivalents

SIC92 Code & Descriptor Yorkshire & Humber Study Equivalents
22.11 Publishing of Books Publishing and Multimedia
22.12 _ Publishing of Newspapers Journalism
22.13 g:gggli’é:i ot Journals and Publishing and Multimedia
22.14  Publishing of Sound Recordings Publishing and Multimedia
22.15 Other Publishing Publishing and Multimedia
2231 Reproduction of Sound Recording Publishing and Multimedia
2232  Reproduction of Video Recording Publishing and Multimedia
22.33  Reproduction of Computer Media Publishing and Multimedia
72.20 Software Consultancy and Supply Software Design
Architectural and Engineering
7420 Activities and Related Technical Architecture
Consultancy
22.21 Printing of Newspapers Printing
| _22.22  Printing not Elsewhere Classified Printing
22.25  Other Activities Related to Printing Printing
7440  Advertising Markelring a.1:|d Promotion
Graphic Design
74.81  Photographic Activities Photography
Textile Design
74.84 Other Business xﬁctivities not Other Design®
Elsewhere Classified Exhibition and Conference
Facilities and Organisation
80.22 g:zgg:f;;aggu\éggsﬂmal Training and Education
80.30  Higher Education Training and Education
t Other Educatio r .
80.42 2122;;2 i Cgha:si}fiii d Mgt Training and Education
I Video and Film
92.13  Motion Picture Projection Video and Film
90.20  Radio and Television Activities znac?grznaiczzﬁzﬂm Production
Dance
Other Design
Performance Lighting & Sound
Music Performance and
Production
9231  Adtistic and Literary Creation and Theatrical Production and
Interpretation Support Activities
Visual Arts and Sculpture
Combined Arts
Crafts
Writing (Prose & Poetry)
Arts Management
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Galleries and Other Arts Facilities
Theatres and Concert Halls

92.32  Operation of Arts Facilities

Other Entertainment Activities not

92.34 Elsewhere Classified Leisure and Entertainment’
Libraries
92.51 Library and Archive Activity Museums, Heritage Sites and
Archives
92.52 Museum Activities and preservation Museums, Heritage Sites and
) of Historical Sites and Buildings Archives

17420 also includes urban planning, quantity surveying and various engineering design
and consultancy activities. Throughout, estimations have had to be made of that portion
attributable to architectural activities.

2 Other Design includes, for example, interior design activities.

3 Leisure and Entertainment includes nightclubs, disc jockeys, entertainers, etc.

Source: Bretton Hall, 1999.

This approach also allows limited comparison between the primary
data collected in the study, and existing secondary data. There is a
recognition that a refining of SIC 92 is needed to align with Eurostat
in preparation for the next national census.

Nevertheless, there is now sufficient primary data available from the
work in the Yorkshire & Humber region to begin to confidently
provide a cultural industries profile and inform public policy
interventions, performance and outputs.

Although the study is extensive with primary data collected on people
and working in the cultural industries, sub-sectors and organisational
profiles, geography and markets, money and resources, investment
activities and training needs, this paper focuses on people and
working in the cultural industries, and money and resources, because
this enables some observations to be made with regard to the future
of the arts.

People and working in the cultural industries in the Yorkshire
and Humber region

When the available data is compiled both from primary and
secondary sources, it is apparent that with definitional adjustments to
the full and part time workforce in the region, there is a consistency
of estimates. However, quantifying ‘freelance’ and ‘self-employed’ as
well as velunteers proves problematic with no secondary data
available. This lack of data is unhelpful when one of the ‘claimed’
characteristics of the sector is the high levels of freelance/self-
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employed and volunteers in the sector. Without additional evidence of
these types of employment it is difficult to see how policymakers at
national, regional or local level can confidently develop and
implement effective strategies for the cultural industries, including
the arts.

A breakdown of the creative and cultural industry primary and
secondary data provides a more detailed picture of the composition of
the workforce, particularly the level of freelance activity and
volunteers (Figure 1).

Although the cultural and/or creative industries are a relatively small
component of those employed at national, regional and local level, it
is nevertheless recognisable and quantifiable. Figure 2 provides a
detailed breakdown of employment categories against sub sectors
found in the cultural industries such as architecture, music
performance, museums, galleries and heritage. It is worth noting that
volunteers and freelance work are significant in arts management,
galleries, arts centres, exhibition work, heritage and combined arts.

When both secondary and primary sources are compared, and

classifications clarified, a consistent picture emerges, as illustrated in
Figure 3.
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A consistent full and part-time employment profile for the creative
industries emerges with the exception of publishing. With this sub
sectoral baseline, questions then arise regarding the capacity for
retaining existing levels of employment and future patterns for
expansion.

These questions point to the need for a better understanding of job
roles and the extent of employment in each function. This is
described in Figure 4.

Figure 4: Jobs and roles across the cultural industries
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Source: Bretton Hall, 1998.
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There are implications for the provision of training and development, |
and curriculum content for arts education and training providers
servicing the sector, particularly the inclusion of business and ICT 1
skills. !

If further evidence is required of the importance of understanding the
sector from an employment perspective in order to inform firture
policies and practices, a study by Business Strategies Ltd (1997) of
the occupations of the future in the UK and the regions, demonstrates
growth in the cultural industries described as literary, artistic and
sports professionals (Figure 5).

Lt doo

Figure 5: Employment in associate professional and technical
occupations average annual % change
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The cultural industries (including the arts) based on employment are
a significant component of the regional economy, with the potential
to expand to meet projected demand.

Money and resources

A further illustration of the outcomes of primary and secondary data
analysis is provided in Figure 6. This table describes the comparative
business size profile of the creative and cultural industries in
Yorkshire and the Humber compared with all businesses in the region
and the UK. It is based on primary data, the Annual Employment
Survey (AES) data unis, disaggregated by employment size band.

Figure 6: Comparative business size profile (%)
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There is clear evidence that the sector, whether cultural or creative,
relies on micro businesses in terms of activity, although in the case of
the Yorkshire and Humber region the number of micro businesses are
below the national average. The implications of this profile for public
sector cultural and business agencies is that ‘interventions’ need to be
considered which encourage the further growth of micro businesses
eg start-up schemes for graduates, assistance to enable small
enterprises to expand to medium enterprises and inward investment
strategies to include the attraction of large cultural/creative (including
the arts) companies.

The overall turnover of the cultural industries has generally been
based on secondary data derived from regional reports for the
Creative Industries Task Force, and consequently the DCMS claims
that the industry generates £60 billion a year are, to say the least,
questionable. The following table provides the first reliable analysis
of turnover. The combined turnover of all businesses in Yorkshire and
the Humber for 1996 was £116.8 billion (DTI, 1998). In order to
calculate the proportion attributable to the cultural industries, a
comparison has been made with the 12 month survey period ending
30 September 1998. In making this comparison, no adjustment has
been made for inflation. The total combined turnover for the sector
was £3.8 billion, representing 3.3% of regional business turnover.
Including education and training this rises to £4.66 and 3.9% of the
regional business turnover. The following figure analyses the profile
of this turnover.

It is worth noting however that businesses with an annual tunover of
up to £50,000 accounted for 35% of the enterprises and only 1.5% of
the combined sector tumover, with 2.2% of enterprises with incomes
of £10 million, representing 38.8% of the sector turnover, This
confirms the pattern of a large number of micro businesses with low
overall turnover, and a small number of large companies contributing
the largest turnover (Figure 7).
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Figure 7: Overall turnover profile (£ million) of the cultural
industries

0 P ﬁ it
Udr | 0005- | aop- | D105- | qus- | &1- | ;s
05

@05 | Mo | mes | me | M) | mos )
ORmet | Q1 al Q4 Q9 13 28 42

Source: Bretton Hall, 1998.

Business buoyancy has also been surveyed in Yorkshire and Humber,
with nearly 50% of the sector enj oying a year by year increase in
annual turnover. The sector also has a core of sustainable businesses.

It is equally interesting to understand what level of grant aid
intervention is occurring in the sector, the types of grants being made
available and grant dependency, trends in grant support, and sources
of grant support.

With over 65% of the enterprises at regional level not in receipt of
public investment, it cannot be described as a public sector grant
reliant sector. However, those that do receive grant aid demonstrate
relatively low levels of dependency, as shown in Figure 8.
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Figure 8: Contribution of grant support
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Source: Bretton Hall, 1998.

The trends with regard to grant aid are described in F igure 9, and
demonstrate a marked positive attitude to public sector grant
intervention, with 89% of those surveyed indicating that grant
support will remain the same or rise. There is little evidence that
grant support is on a downward spiral for those that benefit from

these interventions.

Figure 9: Trends in grant support
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Source: Bretton Hall, 1998.
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The sources of grant aid are dominated by the local authorities (with
18% of the sector receiving support), followed by the cultural grant
aid agency for the region. Although this is unsurprising, it does
confirm what those in the sector have known for some time. Perhaps
worth noting is the growth in alternative sources of grant aid such as
the single regeneration funds which have been increasingly used to
match Arts Council Lottery funding (Figure 10).

Figure 10: Sources of grant support
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This can be further broken down into the following table:

Tabdle 3: Bypes of grants by source (%)

Types of Grant —’
o
L, . |5
s |2 |8 |, (2 (& -~
EE (8 1B |E |2 | o1®
ZIE |5 |2 (& |8 |§]¢
S e |S0s (8 | L=
ES-|5a|E8|Eg]E | 2| B
EIET|EY|ST|ET|26) £ @
CISExsiiEZElSE 3| 2
National Lottery — Arts (n=35) 34 6 49 | 83 9 9 11 -
National Lottery — Charities (n=8) 50 - 63 | 75 | 13 - - 13
National Lottery — Heritage (n=7) 86 - 57 | 57 | 29 - - -
Prince’s Trust (n=5) 0] - ja0 ] Dtz - [a]- ‘
Arts Council Of England (n=28) 21 4 57 | 89 11 4 14 -
Yorkshire & Humberside Arts (n=74) | 22 4 | 45 | 82 | 14 5 11 1
g Single Regeneration Budget (n=32) 313 13|75 16] 95963
¥ _Local Authority (n=89) 3213 41817918 i3]
C; Chamber Of Commerce {n=5) 40 - 40 | 80 | 40 - 20 £
%, _ Training & Enterprise Council (n=27) | 52 - 48 | 78 | 19 7.} 22 -
§ Business Link (n=7) Wl - BBl Gl 4T3
& _ Yorkshire Enterprise {(n=2) 50 - - 50 - - 50 | -
& _Business In The Community (n=3) 33133 ] - 33 - - 167133
Yorks. & Humber Musenms Council 9
(8=11) 36 - 36 | 64 18 - -
H. E. Funding Council For England -
(n=11) 55 91 73 36 18 9
Further Education Funding Council & -
n=20) 50 - 53 70 15 5 20
L Other (n=64) 3Bl 6 14118 [ 61 69 -

Source: Bretton Hall, 1998,

The enterprises are also investing in their businesses and Fi gure 11
explains what areas of investment have been chosen, and levels of
activity.

— e i
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Figure 11: Grant recipients in the sector
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There is a high level of investment with only 11% of businesses not
undertaking any investment. There also seems to be no dominant area
of activity, although IT represents 17% of all investment by the
sector.

It is also important to have a clearer view of sources of investment
funding, if those responsible for public funding of the cultural sector
are to target their resources effectively to augment and sustain the
sector. Figure 12 provides this information and confirms that
businesses are relying on personal resources and trading surpluses.
This raises important questions of sustainability and growth of the
sector. With a profile of a large number of micro businesses relying
on personal resources and trading surpluses to fund growth through
investment in IT, plan machinery, market research and employees, the
key question is how to transform these businesses into small to
medium enterprises.
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Figure 12: Investment funding
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Source: Bretton Hall, 1998.
This pattern of investment is confirmed in the following chart which
demonstrates the low level of private/commercial intervention in the

sector (Figure 13).

Figure 13: External investment (% respondenis)
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Given this lack of commercial interest, the cultural agencies could
begin to address this question by working with the private sector to
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establish investment funds. This is, incidentally, beginning to occur in
the North West region, and at national levels.

Conclusions

Whatever direction policy makers wish to take, the arts, establishin g
a shared inclusive definition of the sector is central to providing a
framework for data classification and collection. This it now seems
may emerge through the European Commission with its increasing
interest in the social and economic impact of cultural industry
policies, described in working papers such as Culture, The Cultural
Industries and Employment (SEC 1998, 83 7). In addition, in a
proposal to the European Parliament to establish a single financing
and programming instrument for cultural co-operation, the Culture
2000 programme (CIOM 1998, 266) the question of cultural statistics
is addressed: “In economic terms, the cultural sector has reached a
level within the EU which justifies the development of comparative
cultural statistics, based on sources already existing at member state
level. The Commission (EUROSTAT) has therefore included in its
quinquennial plan (1998-2002) a specific heading on the
development of comparative cultural statistics in order to help define,
examine and evaluate the effect of Community action in the cultural
sector”’. This process, at a European level at least, has now
commenced.

Collection of primary data using revised standard classifications that
accurately reflect the cultural industries is also essential. The over
reliance on secondary data extrapolated to suit a particular need,
policy or practice is becoming increasingly unsafe and cannot be
relied on to measure effective sectoral support, business growth, and
employment, or improve the targeting of public and private resources.
From the work undertaken in the Yorkshire and Humber region, it is
evident that the sector is bigger and more complex than at first
envisaged and is a growing industrial sector which relies on both
public and private financial intervention. An alternative and more
radical approach to the definitional debate is to classify the sector by
the products and services it produces.

Identity however remains problematic, many businesses do not as vet
consider themselves to be part of a cultural and/or creative industry,
and do not acknowledge that such a classification exists. There is
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then some way to go yet in establishing the cultural industries as a
sector, if this is desirable, with those engaged in this work and with
local, regional and national agencies. This is particularly true of the
arts.

Nevertheless, because of the UK government’s interest described
earlier, expectations have been aroused by claims that the cultural
and/or creative industries are a significant growth engine for new
businesses and jobs. Training and Education, an essential component
of the creative industries, does and should not escape the emerging
impact of the cultural industries, either, as a contributor to regional
economic regeneration, with demands for new skills and knowledge
and an emphasis on employability.

However, the nature of the sector, with its different patterns of
employment, organisational structures, interest in technology,
markets, unpredictability of creativity, and importance of
individuality, clearly points to the need for public and private sector
agencies, particularly the arts funding administrative structures, to
rapidly reassess and reinvent their policies, practices and systems.

With regard to the future of the arts as cultural industries, it is clear
that the arts have been incorporated into the creative and/or cultural
industries definitional frameworks at local, regional and national
levels.

It is also the case that the arts share similar development issues, albeit
expressed differently to the creative and/or cultural industries, that is

(1) finding funding

(ii) finding new customers

(i)  access to capital equipment

(iv)  training in ICT and business skills.

If the cultural industries, which includes the arts, are central to
national DCMS policy, there are implications not only for the local,
regional and national public agencies referred to earlier, but also for
the sector itself, in particular the increasing pressures to behave as
businesses and rely less on special pleading for public subsidy such
as the inirinsic ‘goodness’ of the arts.
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BATRACT This article explores perceptions of barriers to the take-up of
daher leve] NV(s (levels

} 4757, The literature on hgher NV() adoption is
svipwed togethier with uptake statistics. Research involving interviews and
ize studies showed that the most successiul higher MV(s are linked to
conessional aualifyving routes, have generic application acioss o range ol
sectors or il saps where gualifications were not previously established.
Ssher NVUs suffer from eredibility probiems and variable deliverv quality
artiv aceounts tor a tarnished image. Support for occupational standards is
srong, but their design is not generally suited to higher qualifications,
warding bodies need fo assess the learning experience on award
rogrammes more ciosely. Funding mechanisms disadvantage higher NV{}s
articulariy in the university sector. NV(Js are perceived to be relatively
sstivt however, Lhere is little data available to enable chiective
mparison, Sugdestions for overcoming these barriers are ottered.

Intrpduct

V cational education and training (VET) has global significance but can
differ widelv in the way it functions and the objectives ii sets out to
aciieve (Gill et ab, 1999: Greenhalgh. 1999; Kellie, 1999). Recent initiatives
i the United Kingdom have focused on a National Vocational
(palification (NVQ) framework that, following several reviews of
ecucation and training, was introduced in 1986 in response to the ad foc
vocational qualification landscape built up in a typically pragmatic British
way since 1945, This had increasingly failed to deliver the highly skilled
workiorce that emplovers wanted nor had it allowed up-skilling of the
uiemployed. However, the introduction of a national scheme bringing
vriucation and training together has led to passionate and polarised
zactions. Une opponent claimed that the movement "was perpetuating a
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disaster of epic proportions’ (Smithers. 1993) and Hyland (1994, p. 116)
considered NVQs to be behind ‘an  utterly  impoverished and
dehumanised approach to voeational education’. Advocates of NV()s,
such as Hillier (1995), accused academics of running scared and arcued
that, by concentrating on the true skills and knowledge needed to
perform jobs. the economy would benefit.

Having weathered these storms and endurea successive
governments, the number of NVQs awardec passed 3 million in 2001 and
yet concerns remain over their usefulness and status. While the number
of awards is high. there is unease about their effectiveness in relation to
their original aims. The level of NVQ adoption at the higher levels (4 and
3) is one such concern, Compared to other European countries, Britain
has lower participation in VET than might be expected from its economic
position. On the continent. vocational qualifications have more currency,
take longer to achieve and have more robust practical and written
assessments (Prais. 2001). On the basis that structural barriers to the
adoption of high level NVQs exist, this article attempts to identify them
and begins with a review of the literature before reporting the resulis of
new research.

The UK Competency hovemen:
Historical Ferspecur

By the 1970s, both the British and US economies faced strong
competition from nations using similar production technologies, hut
with much lower labour costs. Government concern ahout faliing
competitiveness stimulated reviews by the then Manpower Services
Commission (MSC. 1981), which underlined the need for a flexible and
skilled workforce that could respond to global economie changes. The
importance ot occupational  competence  was championed  and
qualifications were deemed necessary in vocations not well served by the
education sector. It was also recognised that existing qualifications
seemed to be failing to meet the new challenges. Following the reviey of
vocational qualifications, it was recognised thal there was a need for a
nationally co-ordinated qualification framework. This was achievec by
the creation of indusiry Lead Bodies to oversee the production of
occupational standards and the formation of the National Council for
Vocational Qualifications (NCVQ) in 1986 to oversee the management
of National Vocational Qualifications. The responsibility for quaiity
assurance of NV(s passed from the NCVQ to the Qualifications and
Curriculum Authority (QCA) in 1998 For detailed accounis of the
background to NV(Qs see Franklin (1997) and Hargraves (1998, 2000, The
principles underpinning NVQUs are as foliovws
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TRUCTURAL BARRIERS TO TAKE-UP OF HIGHER NVOS

s reflect the needs of emplovers and individuals:

s provide qualifications which reflect the achievements of clear
standards of competence;

s provide more effective career and training routes {or individuals:

e less concerned about passing knowledge-based examinations and

aore concerned with performance in the workplace:

s pe accessibie to all sections of society without unnecessary barriers;

= identify common areas of competence across sectors and cccupations.

-

five NVO levels were created capturing the competence and knowledge
required to perform basic operations (level 1) up to complex.
mpredictable. strategic tasks (level 5). Level 4 broadly equates with
undergraduate level study and level 5 with postgraduate study. Two
interpretations of ‘competence are worth noting. some  models
distinguish between threshold and superior performance (Bovatzis. 1982:
Brown. 1993). but the NVQ model uses the term in the sense of
satisfactory. efficient, acceptable and normal performance in a job as
identified through functional analysis (MCL 1990). Thus. the British model
s open to criticism for not reflecting high performance in individuals and
o1 organisations.

“iatistical and Market Overview

The primary source of data on NVQs is the QCA, which provided most of
the data used in this study. Other sources, such as awarding bodies, do
not release statistics into the public domain. In June 2001, there were 776
current NV(Q titles. although their take-up has been uneven. In the
nopular area ‘Providing Business Services™ prior to October 2000, 85 of
the 165 available NVQ titles had achieved less than 100 awards each and,
of these. 27 had attracted no awards at all. It is worth noting that leading
ndustry bodies were encouraged to develop standards of occupational
rompetence and NVQs that met their sector’s needs and this explains the
large number of titles approved for the framework by NCVQ/QCA. At
levels 4 and 5, ‘Providing Business Services' is comfortably the most
nopular area and almost all the awards at level 5 have been in subjects
related to Management.

Bv September 2001, 3.5 million NVQ certificates had been awarded
of which 95.1% were at levels 1-3 and well over half of these were at level
9. Of the remainder, about 110,000 awards had been achieved at level 4
and 8.200 at level 5 (see Table I). Table Il shows recent trends in the
numbers of NVQ certificates awarded at each level. Annual increases in
the numbers of level 4 awards have risen slowly, but steadily to 13,770 in
2000 and 14,395 in 2001. Awards at level 5 have been steady at around
1000 each year. Awards at level 4 and 5 (combined) grew steadily from
5904 in 1996 to 15,352 in 2001.
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NVQ level  Numibe:

awardec
1 628,97
2 2,007.86:
3 682,170
4 10994
3 8227
Total 3.488.65¢

Period 1986 to 31 September 2001, Figures count only
people receiving a full NVQ and thus exclude unit certificaiion

Table I. Cumulative totals of NVQs awardec by leve],

Level 1984 1997 1998 1894 2000 2004

1 60,400 T6.500 T, 700 34,900 63,300 49,400
2 213,500 267400 262,700 253.000 252,000 178,401
3 63.800 90.400 100,200 100 HIS.000 102,601
4 7846 8619 L0456 13468 13770 14395
5 1058 1172 1083 538 876 857
Total A6.604  444.09] 445,634 448 326 438,946 346,752

Table I Recent trends in NV(Js awarded by level. Source QCA. Year to,
September

NVQ Title Level Numper
awarded
Accounting (accounting 4 29,036

practice/industry and
commerce public/sector
Managemen 4

28.216
Accouniing 4 25

360

Table Il The maost popular higher level Ny (-

Table 1l confirms the most popular higher NVUs are in accounting anc
management. This success can be attributed to the adoption of
accounting NV(Js as g qualifying route by the Association of Accounting
Technicians (AAT), the inclusion of management NVQs in the Institute of
Management's professional entry route and the wide appeal of the
generic management qualifications o a range of sectors

Forecasis  jor numbers  in empioyment  with higher [eve
qualifications Including NVQs (Wilson, 2000) are shown in Table
IV. Between 1991 and 1998. the numbers of people in the empioyed
workforce with a postgraduate level qualification grew by 747.000 and i=
Projected to grow by another 465.000 to 2009. The num ber holding a leve!
4 qualification (first degree, HND. nursing, teaching) grew by 1.2 miilion

8t
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from 1991 to 1998 and is projected to grow by a turther 1.6 million to
2309, Given that about 5500 level 5 and about 70.000 level 4 NVQs were
awarded up Lo the end of 1998, then NV(Q)s per se had a emall share of the
market; about 0.7% ol postgraduate level qualifications. and 5.8% at the
sun-cegree and first degree level between 1991 and 1998.
//_,———'—"J

a1 1908 2004 2009

Jigher degrees (ncluding 354 1101 1321 1566
T U level 5)
“ist degrees and sub-degree 4337 5549 6501 T8l

qcluding NVQ level 4

T.bje iV, UK Employment by Highest Qualification Level (000,
source: Wilson (2000, p. 14).

[.ble V shows the nigher education qualtifications obtained in 1999/00.
The award of 13.720 level 4 NVQs in the year to September 2000
represents 4.3% of the total market for level 4 equivalent qualifications
Jirst degrees and sub-degree gualifications) awarded. However. assuming
that all NVQ 4 are compieted part time. they represent 18.1% of the
market for part-time ievel 4 awards. The 876 NVQ 3 awarded in the year to
september 2000 represent 1% of all level 5 awards and 1.7% of the part-
+ime market for all level 5 awards (postgraduate).

A | e ———]

e e '| T .
First Doctorates | Masters | (Hther Other |
degrees '| degrees | postyraduate

i
I under
| ' (e.y. CertEd) | graduate l
| {e.s. HND)

i
30.030

ST e SRR o
culltime | 212340 | 1490 | 14490 | 24580
stucents i |

37730 l|

6080

Parttime | 24.190 Tia00 | 21810
students i ! ' 1 ¢
Total Tiaga30 L 1580 35,980 grae0 |

able V. HE qualifications by level and mode of study. 1999,00.
Source: HESA, Figures exclude awards to students resident overseas.

For NVQ 4, further education and tertiary colieges provide 55Y% of awards.
private tramning providers 25%, employers 11%, overseas centres 3% and
higher education institutions, 2%. For NVQ 5, FE and tertiary provide 36%.
private providers 399, employers 16% and higher education institutions
3% (source: QCA, coverage 1999/00 academic year). For levels 4 and 5
combined, the higher ecducation sector provided only 2.5% of all awards.
This finding is consistent with the UVAC report (2000), Utitisation of
vational Vocational Qualifications in H igher education Institutions  in
England and Wales.

~9
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Trends in the takeup of NVQs by title are shown in Appendi: L
Accounting leads the table with 5744 awards in 2000 with Managemoent
level 4 following at around 3200 awards. and there is a discernibie upward
trend in level 5. Other titles demonstrating notable growth are Cure
Guidance, Occupational Health and Safety Practice, Building -iie
Management. Procurement. Waste Management and Treatment. ind
Community Justice. Further growth can be expected in areas regulatea by
public authorities such as social services. Within the business secior,
adoption rates for NVQs vary from less than 1% in micro business (110
employees). 3.4% in small business (11-49). 152% in medium-sized
business (50-250) and 25.8% in businesses over 250 emplovees (Maiiay.
19989, 2000). This is unsurprising as the larger companies have miore
resources at their disposal to implement staff development programm: .

Advocates of NVQs can point to over 3 million people in work
gaining a qualification over the past 15 vears who would not normally
consider entering further or higher education. Critics. on the other haad
can claim that this represents a small proportion of the empioved
workforce. it is mostlv low level and in areas that are far removed rom
the problem areas ol manufacturing and engineering. and will make litle
impact on workforce flexibility (Hyland & Matlay. 1998, p. 407). Howeuver,
whichever stance is preferred, qualifying 3 million people to standaras Is
a major achievement and is significant for the individuals involved

About 23% of higher education institutions (HEls) offered N\us
either stand-alone or in combination with other awards (UVAC L)
Possible barriers to NVQ adoption in universities are the need to deal
with external awarding bodies and implement additional quaiity
assurance procedures and a lack of financial support. Wheeler (147
observed that there was widespread ambivalence in universities towaids
competencv-based education at the higher levels. Two-thirds of the Hil:
offering NVQs were post-1992 universities and the NVQ concept ‘generally
remains unclear in many institutions” (UVAC. 2000, p. 27

Perceptians or Feality ~ Criticisms of NV( s
Infrusiruciurve and Standare

Claims that NVQs are employer-led are dismissed by Hyland (19965 .
passionate review of faulis in vocational education. Hylana araws o
Beaumont s finiding that most managers would prefer to recognise VY
awarded by other emplovers and recommends that NVQs 'should b
returned to the workplace and removed irom ali courses in sChool
colieges and non-workplace training institutions’ (1996, p. 3591 It i aite
all an assessment regime not a course model of learning. Tins ides |
appealing for lower NVQs. but whether the market would support siniiie
views of higher NVUs is questionable. Given the universities histor: i
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- vocarional education (e.g. medicine. law. engineering) there seems no
(veyriding reason why they should not be successiul in other areas
| VP, 1995 Randall, 1995).

e standards embedded in Management NVOs. a relative NVQ
.ccess storv, provide a useful illustration of the criticisms surrounding
sondards of occupational competence. The management standards
. riray management as generalisable and value free and thus ignore the
contingent nature of management and the political nature of
-ganisations {Loan-Clarke. 1996 Grugulis, 2000). The content of
andards fosters a “suffocating’ assessment experience ‘devoid of critical
nigagement with the social and political issues which determine much
rofessional activity’ (Ecclestone, 1997, p. 77). This could explain the low

ympietion rates often observed (Hillier. 1997). Content and style were
soted by Beaumont (1995. p. 13) and the Employment Department (ED.
1995y found that a majority of employers feit that language and format
-are inappropriate. Calls for simplification using plain language have not
sen1 heeded and the unwelcoming design and content of standards can
e a barrier to acceptance by candidates. Brown (1999) found that
stjpulaiions governing assessment and the fear of long completion times
‘npeded the design of tailored development programmes. The question
rising here is whether if is better to have copious and detailed standards
hat specify evidence requirements or simpler, holistic standards that
-gneentrate on the critical aspects of assessment (Eraut, 2001, p. 87).

SDULATON

Jatlay (2000) reasoned that the cumulative effects of negative publicity
sbout NVQs ‘were very damaging’ to their reputation. This problem of
serceived lack of credibility and imade was acknowledged following the
Seaumont report (NCVQ, 1996). NVQs added to the qualifications ‘jungle’
Williams. 1999) and the promised reforms and simplifications ol
~ocational training in the United Kingdom (NCVQ. 1987. p. 5) never
happened. Employers were confused by the framework. and with other
aspects of NVQ provision. to the extent that the government announced
n extensive review of operations (Beaumont. 1995). The need for a
“sview pointed to structural weaknesses in the institutional arrangements
ot vocational education. One factor identified by Beaumont (1995. p. 24)
s the requirement for employers and universities to deal with several
Lwarding bodies in order to olier a range of NVQs adding cost and
coniusion to NVQ programimes. Fuller (1994) proposed that qualifications
can pe seen as having two important dimensions: ‘Use™ value (relevance
-5 actual work and tasks) and ‘exchange’ value (enabling holders to det a
setter job for instance). The literature suggests that higher NVQs struggle
1 terms of both use and exchange.
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Much of this criticism is grounded in the inability of successive
governments have made little attempt to bring the national education and
training systems closer together or support the rationalisation of national
qualifications in the interests of clarity. Furthermore, it cannot be
expected that a new national qualification structure is immediatelyv
recognised and adopted by employers and employees when it has taken &
substantial period. over 30 years for HNDs, for example, to become an
established feature on the qualification lanascaps

The Learning Experience

The process of portfolio building is not well known and students can
struggle to understand both the nature of evidence and ways of relating it
to standards (Hillier, 1999). This problem is linked directly to the precise
content and structure of occupational standards and their evidence
requirements (Grugulis, 1997a.b). Higher NVQs have a poor reputation for
developing skills and knowledge (Hillier, 1999). In management NVQs for
example, a recurring problem is that candidates feel they are not learning
much that is new and are only being accredited for what they know thev
can do already (Fuller, 1994; Holman & Hall. 1997

One caveat concerning studies of lear ning experiences (Hillier, 1999
Grugulis, 2000) is that they may not have distinguished between
problems directly linked to the standards and poor learning/teaching
methods used by providers possibly caused by poor pr ogramme design
or tutors with little commitment to NVQs. Because these two aspects
cannot easily be untangled. this problem hangs over most studies of
candiclates’ experiences.

Completion rates are also troublesome. National data for | NVUs in
management show that completions were running at aboui 30% of
registrations (Swailes & Brown, 1999). This is a remarkably high non-
completion rate and could reflect problems with the overall iearning
experience. Hooper (2000) found that completion rates are bolstered by
high levels of leadership competence, good written communication skills,
interpersonal sensitivity, support from line managers. strong motivation
to improve work performance and inflexible submission dates. Low
completion rates should be seen in coniext, however. NVQs fit a lifelong
learning ethos. While high completion rates within set times are
convenient for colieges it is pernaps an unfair criticism of NVQs since
they were not designed to fit into sucn svsiei...

Costs and Retuyn:

There has been relatively littie work on the real costs of NVQs. The
Employment Department (ED. 1994) noted that the costs of NVQs differed
widely. Large variations occur in the time required for assessment. Some
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traoiing regimes are more expensive than others as are the costs of
treining assessors and differing approaches to quality assurance. The
income generated from improvements to working practices and which
coild offset training costs was highly variable. Differences occur in the
competence of people doing NVOQs, such that process cosis differed
wiriely across candidates. Employers struggled to calculate how NVQ-
hused training led to savings and/or more efficient working practices.

dyland & Matlay (1998, p. 407) reported that the costs of work-based
N0s. in general. are high relative to other forms of training and this
seoms likelv to create a barrier at least in small organisations. Small firms
ar+ also deterred bv negative views of NVQs being top-down. prescriptive
andd with Httle evidence that thev lead to improvements (Welsh, 1996).
However. key determinants of the amount of training in small firms are
the link between training and organisational success (Hyland & Matlay.
1447y and the presence of a training culture and infrastructure (Hales et
s 1996). Of more import. perhaps. are the returns derived from
particuiar qualifications, Dearden et al (2000) found that men with an
NV 35 earn around a 6-9% return, whereas women earn around a 1-3%
resurn, in comparison. ‘A’ levels gave around a 16-17% return for men and
1423% for women. First degrees gave between a 16-28% return for men
and 21-25% for women. (Returns represent the percentage above average
earnings typically associated with possession of a particular
gualification.) However, the qualification does provide entry and/or re-
entry to learning and is increasingly being linked to pay benefits, such as
the BP retail staff scheme.

‘eneflis of Higher NVOs

Tho empirical literature has taken. thus far. a largely critical stance of
hizher NVQs although several studies were found reporting more positive
aspects. Students entering taught postgraduate management programmes
from a compeience route performed just as well as traditional-entry
srudents in a majority of assessments (Taylor, 1996). This finding
supports the idea of credit rating NVQs in higher education (see ED, 1995;
Lovd-Langton & Portwood. 1994). although the practical benefit of doing
s is auestionable, since there seems little evidence that students seek to
use academic credits gained via NVQs to access other programmes. NVQ
holders report growth in personal confidence resulting from their
programmes (Hillier, 1999; Swailes, 1997). Winterton & Winterton (1997)
found that management development based on the MCI's standards can
ikad to improved individual and organisational performance. While
standards have been criticised for their design they have uses beyond
qualifications. They help to up-skill the workforce and help improve
svstems and procedures in organisations, such as recruitment and
selection or information management (Hillier, 1999). and inform the
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content of other qualifications. In time, the use of standards per se a
their use as qualifications may diverge. While standards are playing
important role in training and development it does not necessarily foll
that, as detailed specifications, they are suited to higher qualifications.

The literature has pointed to several major areas of criticism and
the numbers achieving a full NVQ 4 are considerable. Against tl
background. the research set out to explore the factors influencing higl
level NVO uptake.

Research Methoas

Information was collected from over 8U organisations representiig
range of stakeholder groups in spring 2002. Telephone intervi
protocols were designed to explore perceptions of barriers held by ea
group. The protocols adopted a semi-structured approach built arou
key themes. rather than impose a preset list of closed guesiio
Summaries were written immediately after the completion o1 za
telephone interview. Summaries were then compared for ce
stakeholder group in order to draw out the main perceptions

The sample included 17 universities. 12 awarding bodies &
National Training Organisations (NTQO). 12 Small Business Services (3B
12 Learning and Skills Councils (LSC). 10 private and 10 pubiic sec
employers, and 10 students that had completed a full NVQ at level 4 o1
The university sample included seven universities currently runn
higher NV(Q programmes, three that had ceased delivering high i
progranunes, one ihalt was considering sefting up provision and six |
involved in NVQ) provision. The subjects covered included manageine
cultural heritage, guidance, engineering, training and development. hea
and social services and veterinary nursing practice. The sam
represented England. Wales and Northern [reland. NTUs were selected
the basis that thev had developed higher NVQs in their [ield.
consistency. the SBS were mostly located in the same region as served
the LSC. Thev were geographically dispersed and covered rurai url
and mixeg economies

Of the M students contacted. six had completed a levei 5
Management. three had completed level 4 in Management and one |
compieted level 4 in Business Administration. Four students had o
required to camplete the NVQ as part of their job. All students had i»
registered with the same centre although thev were from difier
c¢ohorts. Each had undertaken workshops and other taught inpuis as §
of their NVOQ programme, In addition. face-to-face interviews were
with managers in a range of organisations including a theatre compar
small electronics manufacturer. a medium-sized chemicals manutaciu
a large retailer. an NHS trust, a professional body. a County Ceuncil &
professional institution. Eight case studies were written refierting
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sance of these organisations towards NVOs and were returned to the
viginators for comments and corrections before being iinalised.
smmarv case findings are given in Appendix 2,

Findings - Sinkeholder Percepilons
arinmng and Skills Councils

“riceable barrier concerned the perceptions of NVQs as lower level
salifications by emplovers and individuals. Negative perceptions were
wught to derive from a lack of knowledge and experience of NVQs. and

‘e vajue thev can bring. Careers officers. parents and teachers were
Tought to lack knowledge of NVQs. and thus discourage take up.
‘egative perceptions were also attributed to professional bodies and
niversities — some snobbery around the academic /'vocational distinction
a8 suggested. NVQs were not seen by users or employvers as being on a
ar with degree ievel qualifications. At high leveis, it was felt that
aditional qualifications had greater credibility.

“ompletion times were cited as a problem. particularly in small
rms. This arises because awards reguire a support infrastructure that
‘onsumes the time of other emplovees, Higher NV()s were said o be
amrticularly “greedy’ in terms of time requirements compared to other
qualifications at the same level. Public perceptions of NVQs need
ddressing, making clear how thev relate to other qualifications and
iemonstrating ‘parity of esteem’. Government funding of NVQ levels 2
ad 3 had increased demand and when avpproached LSCs had funded
igher NVQs. Even so. funding mechanisms at levels 4 and 5 need
‘adically changing, as LSCs do not have a responsibility to fund NVQs in
iigher ecucation institutions. Professional bodies should be encouraged
s integrate NVQs more with their entrance qualifications. NVQs also
wed to be more [lexible to better fit individual iobs and case the
syidencing process.

!l Business Services (Business Links )

‘mail firms had low training spends and SBS were not always able to help
with funding. Completion times were regarded by some as a higher
harrier than costs and f{inancing, Small firms preferred short (non-NVQ)
~nurses that are less expensive in terms of the time lost to emplovers
chile training occurs. Small businesses were thought to have poor
perceptions of higher NVQs and at all fevels saw NVQs as lacking
Qexibility and ‘particularity’. which occur with tailored qualifications.
“mall businesses also saw the portiolio process as isolating, while short
ourses enabled trainees to work with others with similar problems. Poor
serceptions were based partly on bad experiences with NVQ providers.
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SBS also recognised that small firms lacked knowledge about N\
how they could be used. This view was associated with concei
small firms saw NVQs as being saturated with impenetrable jargo.
need to be marketed differently showing their relevance t
businesses with an emphasis on the ‘business case for NVI
respondent stressed that confusion around funding. advice, guida
the number of providers needed to be addressed to give more uni

Universitie:

Since the mid-1990s, delivery of higher NVQs has been curtailes
lack of demand. NVQs had been ‘peripheral’ to universitit
activities and their survival had depended upon commiited inc
sometimes with little support from the centre. In the managem:
the sector is ‘crowded’ with qualifications and there is little ince
NVQs in a free market. Une university reported growth in an ad
guidance NVQ partly because there are no competing aualificatic
of demand was partly due to funding problems. although not
surveved felt that this was a harrier. Programines are 100 €
without funding and corporate clients can easilv find 1o
providers. Decreasing demand also stems from the internalisatio
frameworks into organisations that have used them to
competence in preference to opting for full qualifications

Relations with awarding bodies were generally good. Thert
view that NVQs involve too much paperwork and that the a
jargon deters candidates. They are perceived to be me
reductionist, tedious to complete and not developmental. Diffic
students finding and providing evidence were part of the decisic
NV(Q)s at some centres. The real learning benefits of NVQs
potential for skill development were underplayved by those
them. Several respondents noted the poor image of NVQs
association with low level qualifications. Students often comple
only because they were a mandatory requirement. While this m
irue of other qualifications it seems particularly influential w
Universities involved in NVUs felt that NV(Qs were beset by
towards the competence movement. Those not providing NVC
the further education sector was the right place for ther
distinction between vocational and academic awards

To stimulate take-up. a more ‘user friendlv’ framework is
house NVQs in universities. Better marketing of NV(s by 1
should make it clearer how enguirers can get good al
should differentiate between higher and lower NVQs betier
commitment from senior university managers is needed be
can raise their profile. NVQ provision accurs ‘opportunisti
provision occurring through contracting-out or through
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ants, Stronger links between mainstream courses and NVOs
=slp to ‘embed’ NV(s and thev need to be seen more in the
af structured development programmes. The public sector has
most effective in achieving this.

nding Bodies

“'0s are mandatorv. then no specific barriers were identified.
thev are not without problems. A general lack of understanding
V0s and how thev work existed. The term ‘NVQ' was again
«d with low-level qualifications. Candidates for higher NVQs were
to want developmental qualifications with hicher kudos.
o qualifications were deemed to give more breadth, and provide
‘ue to students and emplovers in the longer term. Thev were not
izhly by employvers and the whole recognition issue created a
it barrier. Greater parityv of vocational and academic
tinns is needed although awarding bodies felt that universities do
{VOs as equivalent to academic gualifications.
ding was a fundamental issue. Level 3 NV(s have been hoosted
de to the Modern Apprenticeship Framework and the relative
i funding for levels 4/5 is a barrier as is the costs of higher
emplovers. The time needed to build a portfolio around normal
‘vities is problematic. Taught qualifications built around regular
s are easier to manage and complete. The standard approach to
ent used at lower levels does not fit as comfortably at higher
Js.
=& are difficulties finding assessors for higher NVQs because of
viedge and competence required. A Welsh awarding body noted
es finding Welsh-speaking assessors to work with Welsh-speaking
es and this affected completion rates. Two awarding bodies
i shortages of specific higher NVQ titles. Accountancy and care
sre examples. Such awards could. however. be partially
o with existing qualifications. Some rebranding of high level
togdether with increased promotion and funding by government
iested to improve take-up and perceptions.
naards were criticised for being rigid, too complex and ridden
-uon. Ironically. while national occupational standards are
I ta be generic (e.g. NVQ 4 Management should fit all middle
s). the standards were thought to fit individual jobs poorly.
aitain too many core units and not enough options, hence more
wreugh optional units was suggested. This would enable greater
7 aithough it is necessary to redesign standards overall rather
more units generated from the current model.

97



Stephen Swailes & Simaon Roodhoust
Public Sector Empiover.

There is an historical stigma attached to NVOs stemming from 1
press’ when they were introduced. They struggle to be recog
professional qualifications, since emplovees often need a rec
certificate or diploma to practice. and they are seen diifer
academic gualifications. Portfolio production is an additional w
for people with demanding jobs and the portfolio was thought by
be an administrative nightmare. The open-ended structure of I\
thought to have an effect on completion rates and should be :
with more fixed times and targets surrounding assessn.:
completioi.

A mismatch between occupational standards and indivia
was reported. This creates barriers since it is nearly impossible :
candidates to evidence some units given that simulation is disc.
Cost to employers was an issue. Without external funding, NVO ¢
prohibitive and sources of external funding have diminished. be
the diverse content of standards. emplovers found difficulty id
internal assessors for higher NVQs., An example of NVQs bein
alignment came from a government department where most si
either too well-qualified on entry to be interested in NVUs or too |
do higher NVQs. High staff turnover within the depars
depressed demand. Emplovers called for more publicity
awareness and favourable perceptions. To overcome concerns &
value of NVQs, universities were called upon to clarify the po
NVQs as entrance qualifications and to dual NVQs with certific.
diplomas in order to emphasise parity

Private Sector Emplover:

Senior managers lacked understanding about what NVUs are :
thev work. Some evidence for academic/vocational divisiven
noted such that they were not thought to be rigorous enough i
managers. Such perceptions lead to the qualitv and value of tiu
being considered less worthwhile than other alternatives. vonv:
two small firms surveved. the attitudes to NV(}s were positive. i
was no history of higher NVQ usage nor were there any pien
thei.

NV(s were thought to be time consuming even thou
emplovers would grant students release from work in order u
evidence. The standards were thought to have insufficient [it wit
iobs and so access to evidence for some units becomes d
impossible. Their content was described by one as "petty. antigu
long-winded . In-house training was considered more effective i
can be more tailored. One manufacturer cited the withdrawal ¢
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cetailer from NVQ training programmes as off-putting because if the
resources of the retailer could not make NVOQs effective then neither
ould the smaller manufacturer. Employers felt that a public relations
‘wercise is needed to promote NVQs and the view of NVQs held by senior
managers needs to change. The perceived value of NVQs needs to be
raised and more flexibilitv. e.g. through more optional units. would help.
't the private sector. NVOs are seldom a requirement to get a job and this
ielps create a "vicious circle’ of depressed demand.

uccessful NVO Candidates

Zght people said that a management NVQ had helped them either by
<aining the theory underpinning practice or bv giving a benchmark for
their performance as a manager. A beneficial aspect was that NVQs
vighlighted various management skills that students had not previously
‘onsidered or used. and which could be applied in their work. The NVQ
vortfolio enabled students to reflect on their work and management
skills. This process asked. "how effective am | as a manager’. and by
woking at things from a different viewpoint it highlighted weaknesses.
~ome students had used their NVQ to gain new jobs. Only two students
said the NVQ) had not helped in their job. They felt that they carried no
zcognition despite the work undertaken to gain them. One student felt
that it carried no ‘weight'. unlike the Masters degree that she had since
obtained. to such an extent that she omits the NVQ from her CV.

Nine students said the NV was developmental and had increased
their confidence and overall awareness of other elements of managemeit
and personal skills. It also demonstrated how to manage workloads and
wavs of being efficient, as well as the abilitv to recognise skills that
students already possessed. but which they undervalued. NVQs gave
students the ability to reflect on self as well as the relationships with
ther members of staff. while overall communication is improved - this
combination has reduced stress in some students. Portfolio compilation
was a problem in particular the volume of evidence needed. Managing to
iind evidence and match it with the standards was also a problem as it
fid not alwavs tie in with their job at the time. Some students felt the
standards were unclear. Finding the time to complete a portfolio had
veen a major problem for some and this put great pressure on their
versonal life.

The most frequently cited barrier was the view that NVQs do not
varry the recognition that degrees have and this leads to a stigma
attached to them. Less portfolio work was the main suggestion to
improve the process. The standards need to be clearer about the
=vidence that is needed. NVQs need to become more flexible regarding
2vidence as not all jobs can provide the required evidence. Lastly, NVQs
aeed to improve their image and recognition level. Some students saw an
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NVQ as the sort of qualification that is completed by those who are 0
academic encugh to do something betre:

Funding Mechanisms for NV

The Higher Education Funding Council for England (HEFCE) is prohibite
from funding NV()s since they are not included in the courses defined a
eligible for funding by the Education Reform Act 1988. HEFCW (Wales
reported that they were reviewing their policy on NVQ funding. The Ls(:
provide funding for higher level NVQs through work-based learniny i
students: are under 25 and do not have a degree: attend an L3l
contracted work-based learning provider and attempt an NVQ on a list o
NVQs approved in the provider's contract with the LSC: undertaie
‘straight” NVQ, i.e. not an NVQ as part of another gualification.

Outside the work-based learning context. the 1.SCs fund students o
higher level NVQs in further education colleges. Colleges and universiiie:
that enrol students on traditional courses, e.g. degrees attract a payvmen
from a funding body on a per capita basis. Since the government want:
nearly all 16-18-year-olds in some form of formal learning, and since thi
2002 learning targets for young people will not quite be met (DfES, 2(:)2)
funding arrangements appear geared towards achieving these objectives
With the adult learning targets more or less achieved. the only suppor
for people who want to complete higher NVQs is available tnrougl
further education colleges. Given the government’s intention to dismanth
the academic-vocational divide. these arrangements appear i In
somewhat anomalous.

Some universities have overcome the funding barrier by linking :
higher NVQ) to an academic award. Students are enrolled on the academi
award with the university and with an NVQ awarding body. Becaus
enrolments are for fundable HE courses. universities receive a e
payment. Judicious course design allows students to complete th
requirements of both awards with one assessment strateg:

Discussiol

The discussion draws on the survey's findings and the literature. Givel
that NVQs are delivered through a wide range of providers and cover
wide range ol occupations. generalisations from this studv need two b
macde with cauiion. Although some areas are successful, as judged by th
numbers of full NVQs awarded, other NV} areas attract little interest an
this study suggests that there are some major flaws with higher NV
provision. The discussion is structured around seven kKev areas and eac
area is revisited together with ideas for chang:
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wtion Trends

me of full higher NV(s awarded is not insubstantial and. while
ies have repnorted a fall in NVQ activity. the overall level of
V() take-up at around 15.000 full certificates a vear represents an
re of the vart-time higher qualifications market. Buovant areas
accounting. management-related subjects. care and waste
dent. Level 5 NV(Os seem to be struggling. however, and the
n areas that are well-served by alternative qualifications and
1 NVO is not mandatory or part of a qualifying route will remain
owth can be expected in areas that are not well-served
fional qualifications. Further research is needed to better
nd the market for higher NVQs in terms of the demographic.
and job-related characteristics of students who complete them
:mplovers that support them.

ge and Promotion

18 good support for NVQs from stakeholders who feel that the
tions are valuable even though the overall NVQ scene is patchy.
nt with Matlay (2000) we found that some of the *had press’
/0s has done lasting damage. Renewed marketing initiatives need
a more positive image with new messages. Further use of old
s about real world competence and employer-led initiatives
be effective. The living and working context has changed
ably since NVQs were introduced. and the climate now is for
ality qualifications. lifelong learning and access to higher
n. Higher NVQs have a role to play so long as branding and
sues are resolved.
ceptions about the equivalence of NVQs and other qualifications
iressing. There was a general perception that NVQ 5 is claimed to
zlent to postgraduate awards, and vet there was little belief that
realistic or meaningful comparison. Communications strategies
clarifv the relationship between vocational and academic
tions. People have a relatively clear idea of what it means to have
a or degree. but they are less sure about what it means to have
and this is affected by the accrediting and developmental
inodes that are used. Both modes are allowed by standards and.
znse. this is a ‘course versus assessment’ choice for providers.
tend towards courses that fit into academic vears. whereas
oviders tend towards more open-ended approaches. NVQs are
4 with accrediting knowledge and competence. and the
s are silent about the methods by which they are demonstrated.
arent advantage appears to be creating confusion about ‘what

3
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The marketing of higher NVQs is relatively weak. Higher ©
not ‘owned’ and promoted in the same ways as other qualificatic
are not quite the orphans of the qualifications ‘industry’ as 1
parental role lies with awarding bodies. However. neither .
bodies nor the university sector are promoting NVUs as
comparable qualifications and this contributes to depressed
Higher NVQ success stories are found where ownership comes
professional bodies who promote them well. Separate iden
higher NVQs that reinforce parity with academic qualifications n
considered along with radically new delivery mechanisms for
higher NVQ)=

Design of Standaras

The role of national occupational standards in helping to
the skills base of the workforce is widely accepted. but it is
to ask questions about the design of standards. There a
instances where the standards are seen as too generic such
have a low correlation with job content. Furthermore. t
extensive performance criteria and evidence (range) reat
present major obstacles to a rewarding learning experience v
are embodied in qualifications. It is disappointing that revised :
have offered little discernible improvements over their prec
(CBI, 1989; Grugulis. 1998). Although there are examples of deve
approaches to portfolio building taking place there is nothii
assessment regulations that discourages an historical. pa
approach. Awarding bodies. through their external verifier
develop clear visions for the type of learning programnie and e
strategies thai they wish to encourage.

National occupational standards have more uses than
however. Greater distinction between standards as des
frameworks and their use as qualifications is needed. This
suggests that the reductionist content of occupational standai
compatible with the requirements of higher qualifications beca
influence on the learning experience. While there are rigorous pi
that govern the development of standards, new approaches
incorporation in qualifications are needed.

The literature review noted the diiference between thre:
best practice competence, Standards. as they appear in qual
need to have a stronger correlation with & wide range of
challenging, and more enjovable to evidence and bring abo
impressions of personal development. Less focus on the m
competence in favour of holistic assessment is called for.
enjoyable learning experiences some providers are using
interpretations of standards (Eraut et al. 20015, and this raises «



TRUCTURAL BARRIERS T TAKE-UP OF HIGHER NVOS

“hat the requirements and stipulations of standards are being overlooked.
1 summary, the design and content of standards is included in
walifications should cateh up with practice.

Further research is necessarv to unravel new approaches to
issessment. These need to put less emphasis on the use of historical
incumentation that shows coverage of reductionist competence in favour
+ more emphasis on validated accounts of previous work activities.
demonstration of best practice. reflection on activities showing how and
shere learning occurred. the limitations of past experiences and thoughts
about the application of learning. In the short term. awarding bodies in
sartnership with HE should rethink the NVQ process such that. without
rompromising quality, it is simplified and enhanced from the candidates’
“iewpoint, This has implications for documentation given to candidates
and the training of advisers and assessors.

Usseminating Good Practice

“Vi)s have a distinctive vocabularv and processes that are not well-
nderstood bv most students. Harm has been done to students and the
reputation of NV(s by inexperienced advisers and assessors in centres
without a clear vision of NVQ processes. While awarding bodies have
alwavs used tight criteria for centre approval, these criteria have played
down the reality of the learning experience. Approval decisions should
sirengthen their emphasis on the wvalue adding experience that
randidates receive. Drawing on the cumulative experience of NVQ
delivery. thought should be given to ways of smoothing-out wide
variations in NVQ practices and disseminating good practice.

cereditation of Knowledge and Understanding

olleges and universities are well-placed to contribute to high-level
vocational education. One opportunity arises from the accreditation of
knowledge (Randall, 1995, p. 12), such as that gained from traditional long
courses. There is no compulsion to assess competence and knowledge
simultaneouslv at high levels, and it should be relatively straightforward
to benchmark the content of traditional courses with the knowledge
statements in existing standards and create some form of accreditation
scheme. The uptake of NV(Qs should be catalysed if people entering the
workforce alreadv have a substantial part of an NVQ accredited.

Costs and Value

V(s are considered to be relatively costly in terms of personal time and
expenditure. However. the key issue is not absolute cost. since there are
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many examples of high cost development around. rather it is a cost
benefit consideration. In a free market. the added value deriving from
possession of higher NVQs generally does not warrant the inputs needed
to achieve them. Added value in this context embraces considerations
such as personal development. public recognition of the award. and the
learning experience. Whereas Dearden et al (2000) found lower economic
returns to NVQs. we found evidence of perceptions of lower returns wher
qualitative factors were considered. Given the perceived added value. 1f
is important that delivery methods. assessment methods and quality
assurance mechanisms for higher NVQs are reconsidered with a view It
reducing the overall costs of the process

Funding Arrangemenis

The study supported the notion that the academic-vocational divide i
accentuated by funding mechanisms. This area is politically-charged wit
no easy solutions. The most popular higher NVQs (accounting an
management) benefit from links to further qualifications and th
membership routes of professional bodies. Neither area appears to hats
been adversely affected by education funding mechanisms. Little. it an
evidence was found of demand for ‘straight” higher NVQs and a la
of funding for them is arguably not a barrier. Furthermore, fundi
mechanisms can be utilised by linking an NVQ to a fundable qualificatic
and this could belp to overcome any negative images that students nk
have. NVQ awarding bodies and education providers should evaluate hc
courses eligible for HE funding can be linked to higher NVQs and u
common assessment strategies (that is. two qualifications in one!

Conclusions

We have presented a review of the British experience with higher XV
and incorporated fresh evidence from a range of stakeholders. T
success of VET initiatives is influenced at a macro-level by factors such
sector size and distribution. the rate of technological change. exist
skills levels, and funding mechanisms. The British case demonstrates t
micro-level factors also impact upon success. These include the Ii
between accreditation and learning, the degree of detail laid dowr
standards. transferability of learning. the link between standards .
sector skills needs. and the probity of assessment strategies. We I
given some suggestions for making higher NVQs more effective and in
providers to consider ihe:
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_reating a sustainable
-ulture for everybody

i the face of it, sustainable culture
.y appear to be a public sector
bate over a particular cultural
ablishment and how best to justify
» funding required to maintain it.
wever, 1 wish to start from the
sition that for individuals who create
d sustain cultures, not the
reaucratic infrastructures that we
inufacture to support our
ablished cultural heritage. A prime
ample is the Millennium Dome.
re we see a project without roots
individuality, dominated by
mmittees with a consensual view of
» world, and lacking any creative
lividuality or risk.
s time for a serious readjustment of
> way we perceive and support
ltural activity, otherwise there is a
nger that without critical analysis or
lection, we will continue to ignore
> true nature of culture: that is
ople, risk, change and creativity.
mceptual confusion: arts industry,
ritage industry, creative industries
cultural industries?
will start with a conventional
finition of culture, succinctly
capsulated by Raymond Williams:
description of a particular way of
> which expresses certain meanings
d values not only in art and learning,
t also in institutions and ordinary
haviour.”
» interprets culture in the widest
ase, an inclusive attitude consisting
structured and patterned ways of
‘ing. He explains the artistic
mponent of culture as:
adividuals in groups
aracteristically respond to and make
saningful the circumstances in which
ey are placed by virtue of their
witions in society and in history.”
ds definition leads us to a wider
erstanding of our society. Williams
»uld no doubt recognise Blackpool
=asure Beach. with over 7 million
sitors in 1998, as a cultural centre.
it it would no doubt be unwelcome
the approved cultural family of the
ts Council of England or Resource,
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the national agency for museums,
libraries and archives, and would even
be hard pressed to fall within the
concept of cultural tourism. Similarly,
the enormously successful institutions
Eastenders and Coronation Street or
Manchester United and the cultural
phenomenon of soccer fans are both
recognised by social scientists as part
of the cultural life of the UK but are
seen as private sector activities and
hence deemed to be inartistic. All are
successful as businesses and attract
large audiences without the benefit
of subsidies.

Current debate also makes little of the
role of values and religion in society,
an integral part of culture. Such
narrow definitions do not help us
when it is clear the arts, religion and
culture have been inextricably linked
over centuries, with the Renaissance
being the most obvious example.
During the last decade. the debate
over the expenditure of funds in
support of cultural activity and
development has suffered from
departmentalisation and a lack of
coherence. Definitions of what
constitutes cultural heritage are
confused and are sometimes exclusive
of more modern forms of culture.
Instead of the usual focus of attention
on how the arts and heritage can meet
government policy in the areas of
urban regeneration and community
development, we need to consider the
importance of culture as a defining
mechanism for society and as a
richness-in-diversity concept. Public
agencies, such as the Arts Council, are
charged with educating society in, and
promoting access to, the excellence
of the arts. Whilst this may be
admirable, is it right that a national
agency should be given the task of
defining our corporate sense of the
aesthetic? The position T wish to adopt
is one that avoids a very Victorian
discussion of which corporate
aesthetic is most appropriate for our
respective society but leaves it to the
individual to interpret in the way they

see best, supporting their inherent
creativity.

Such an alternative perspective allows
us to consider a more sustainable
future for the arts and heritage as
creative businesses, with products.
services and markets. Judgement of
excellence is simple, and funding
hecomes based on a business model.
The nature of public sector
organisational roles can be re-
evaluated in developing this industrial
sector just like any other industrial
activity. Large businesses and the
education sector take over the role of
research and development.
Government should ensure that risk
and innovation is nurtured. No special
pleading should be required though.
and a wider range of funding agencies
can become involved in supporting
and developing the businesses.

We can then place our understanding
of the creative industries in a wider
definition of culture to encourage
cohesion, access, participation and
ownership. Culture as an all-
embracing framework gives us a
mechanism for making sense of our
activities at a community, regional and
national level. A good example of this
is the development of a cultural
strategy in Rotherham. an old steel
community in South Yorkshire.
defined as:

Culture has a material dimension:
*The performing arts - music, drama.
dance

*The visual arts - craft, sculpture.
fashion

*Media, film. television, video.
language

*Museums, artefacts. archives. design
“Libraries, literature. publishing.
writing

*Combined arts and festivals

*The built heritage - architecture,
landscape, urban parks

And a value dimension:
“Relationships and shared identity
“Shared memories and experiences
*Standards

The Reforner Summer 2002



“What we consider valuable to pass
on Lo future generations.

[t is obvious that a cultural definitional
framework encompassing far more
than the traditional arts and heritages
facilitates engagement and interaction
with many of the components such
as the built environment. beliefs. play
and shared memories. A museun. as
a focal point for reflection and
interpretation of past cultural activities.
hecomes a sustainable project where
public funding is clearly justitied.
However. this should not prevent us
from seeing that the combination of
the arts and heritage as an integral
component of the culture of a
community. region or nation. with the
notion of culture as an industry,
provides the most effective and
powerful future strategy for all those
engaged in such activities.

Culture as a creative indusiry

Culture as an industry challenges the
traditional large institutions, which
absorb the largest share of public
funds. Whilst they have an important
role to play, such funding issues can
be resolved by establishing these
institutions as businesses. with public
sector money targeted at what is
needed o "grow” the business. This
approach. becoming more popular
with the introduction of trusts and
PPPs. can encourage the private
sector. such as Blackpool Pleasure
Beach. to become involved in public
sector activitv. In Sheffield for
example. the council was having
difficulty meeting the required
expenditure on its museums. galleries
and libraries. leading to redundancies
and reduced opening hours. The city
placed the department in trust.
retaining ownership of the estate,
collections and other assets. but with
an independent management
contracted to run the services for six
vears in return for a guaranteed grant
income. Acting commercially to a
business plan, the trust allowed the
private sector tlexibility to operate the
institutions as a business with the
assurance of public sector support.

Institutions such as these can be seen
as creative businesses engaging with
customers, developing markets. and

sustamable Culi

Tate Britain, bastion of culiure to all (well-heeled?) Londoners

provicling services and products which
contribute to the development of local,
national and regional culture.

This may require a re-examination of
the role of local authorities or Arts
Councils towards acting as contract
and risk managers with a wider
understanding  of  business
development.

However, such developments will not
only limit public expenditure but also
provide more flexibility to the
managers. Many local authorities see
a long-term future for the cultural
services and arts in contributing to
regeneration, quality of life. social
cohesion and economic development.
What is now required is the freedom
to develop alternative strategies and
the recognition of people’s innate
creativity, capturing and building it
into the creative businesses of the
future.

If administrators and policy makers
continue the static debate on public
subsidies dedicated to the arts, the
condition of our institutions will never
improve. We now need to insure that
activities encompassed in a cultural
framework are derived from the needs
of communities and what they are
prepared to pay for.

Only through this approach can
once and for all address the issue
sustainability. Instead of asking ho
particular institution or exhibition ¢
be supported and seeking funding
required. it is possible to start in
opposite direction. We are an integ
part of the culture in which we
and therefore it should be an every«
part of our personal or professic
lives that we are engaged
environmental, social or econor
matters that reflect the cultural life
our town or city.
Attracting funding therefore becor
less of an issue. This approach re
fundamentally on insuring that
relationship between organisations
individuals in communities is st
and that the organisations retlect
needs, aspirations and creat
potential of the people of the tow1
region.
The most effective way of delives
this organisational and indivic
interaction is to consider cultt
activity as creative businesses.
survive they have to identify :
deliver products and services
markets and customers.

Simon Roodbottse is a Professc
Boston Institite.
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However, [ wish to start from a position that individual people
create and sustain cultures, not the bureaucratic infrastructures
that we busily manufacture for the purposes of supporting an
established cultural heritage. Much of this debate can be
symbolised in the conceiving, construction and execution of the
Millennium Dome in London, that is a project without roots,
individuality, dominated by committees and a consensual view of
the world. There was a complete lack of creative individuality and
risk. It is then, time that there was a serious readjustment to the
way we perceive and support cultural activity, otherwise there is
a danger of continuing what we have always done without critical
analysis or reflection and ignoring the basis of culture: that is
people, risk, change and creativity.

(1= Elral HIE i

So let’s start with a conventional view of culture, which is
succinctly encapsulated in the Raymond William's definition
(culture, 1981):
“... a description of a particular way of life which
expresses certain meanings and values not only in art and
learning, bur also in institutions and ordinary behaviour.”

He interprets culture in the widest definitional sense, an inclusive
attitude consisting of structured and patterned ways of learning,
and explains the artistic component of culture as:

~... individuals in groups - characteristically respond to and
make meaningful the circumstances in which they are
placed by virtue of their positions in society and in history.”

This definitional framework leads us into a wider understanding
of our society, so for example Williams would recognise Britain's
most popular tourist attraction, Blackpool Pleasure Beach (visited

by over 7 million people in 1998), with more hotel beds than in all

of Greece and its islands combined, as a cultural centre. However
this cultural centre would not be welcomed into the approved

cultural family of the Arts Council of England, or of Re:source, the
national agency for museums and libraries and archives, although
it would be seen as a significant component of the tourism
industry. It would probably be hard pressed to fall within the
accepted concept of cultural tourism,
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RIS On Our Selecuon presented by the
Cowra Musical & Dramatic Soceity.
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Tel 02 6341 4433.

(3 Seminar Workshop for museum &
gallery guides: planning & implementing
quide training in museums and galleries and
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Similarly, popular programmes on television such as East Enders
and Coronation Streer are instantly recognised by social scientists,
media academics and others as a significant component of the
cultural life of the UK [... and] Manchester United Football Club
and its fan culture, would also fall within the Williams definition.

Williams in addition refers to values as an integral component

of culture and in this particular case he is referring to the values
of society, such as equality, individual and religious freedom.
However little is said about the role of religion as cultural life,
except when policy makers and administrators give consideration
to equal opportunities and ethnicity. The arts, religion and culture
have been inextricably linked over centuries, with the Renaissance
being an obvious example and similarly the Muslim art and design
traditions. The arts and heritage form an important component
of this cultural definition.

However. it seems that debates over the last decade, with regard
to expenditure of public funds in support of cultural activity and

Keynote address
by SIMON ROODHOUSE

development, have lacked coherence and ignored convergence,
preferring departmentalisation with each discipline fighting for
its particular corner and often based on a self defining view of
the cultural world. [...]

What is interesting about these debates is that they have focused
attention on particular arts and heritage constituencies at the
expense of others, with little demonstrable interest in responding
to and encouraging emerging and different traditions. Furthermore,
increasingly over this period of time these arguments have not been
concerned with the intrinsic nature of the arts and whom they
benefit so much as how they relate to the contemporary
government policy of the time. [...]

In my view, since 1970s there has been little or no debate by arts
managers, administrators and policy makers about the purpose,
value and nature of the arts, but rather a focus of attention on
how the arts and heritage can meet government policy in the
areas of the economy, urban regeneration, regionalism, social
cohesion, community development, and so on. Whilst this is

laudable, it does seem that we should be considering the

importance of culture as a defining mechanism for society. In
other words, arguing for coherence and convergence, the arts

and heritage in culture and culture as a manifestation of society,

a richness in diversity concept. By taking this stance, it is possible
to incorporate the wider issues that concern society, such as the
environment, urban regeneration, social cohesion and community
development, [...]

B Habes in the Woads presented by the J3 Music in Spring at CARCOAR. Every
Picton Theatre Group with dinner shows { Sunday 8t 2pm. This Sunday, Chair irom
matinees at the Wollondilly Shire Hall in Bathurst, Courthouse.

IMenangle Street PICTON Tel 02 4677 3982,
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It is within this context that the questions of sustainability. the
environment and finance should be investigated. However. we need
to commence by being clear what it is we arce sustaining and winy.

The position that I wish o adopt is one that avoids discussion of
which corporate aesthetic is most appropriate for our respecrive
societies and leave that for individuals to interpret in the way they
see best, rather to support the concept of the inherent creativity
of the individual. This leads to serious consideration of the
emerging global interest in the creative industrics as a particularly
significant development because. for the first rime, it enables us
to view cultural activity from an alternative perspective without
the constraints of traditional frameworks, notions of exceilence.
and long-standing (largely Victorian) ideas of aesthetics.

If consideration is given to activities. including the arts and
heritage, as businesses, (the creative industries) with products.,
services and markets, then. for example access questions arc
immediately answered, the judgment of excellence is simpie
(fitness for purpose) and funding becomes conventional. je based

on business planning models.

From a perspective of the creative industries it becomes possible to
re-evaluate public sector organisational roles and the nature of the
engagement in developing this industrial sector just like any other
industrial activity. In other words. there is no special pleading
required and a wider range of funding agencies can then legitimately

become involved in supporting and developing the businesscs.

A question generated by this type of model is how the research
and development is funded. This, in my view, becomes the
domain of the education sector, and large businesses. It can of
course be i role for government by insuring that risk and
innovation is nurtured as part of the development of the industrial
sector o maintain and expand the wider ambitions for the

knowledge economy or other initiatives such as social cohesion,

It is then sensible to plice this emerging patiern of activity, the
creative industries, in an even broader and inclusive definitiona
framework. which is culture to encourage cohesion, access.
participation and ownership. If we use culture as the all-
embracing framework for our activides then we have a rational
strategic mechanism for making sensc of our activities at

community, regional and national levels.

[Roodhouse here outlines two examples of the development of
cultural straregies in Bolton and in Rotherhazi,
There are great similaritics between the vwo approaches, It migl

be said that both Rotherham and Bolion need

approach in order to rekindle a shared community identity as a
result of declining industry, unemplovment and an uninspiring

quality of life. These towns are not alone in the UK or elsewhere

in the world where economic activity has declined or subst:

population change has occurred. or social upheavil cuperience!
|Roodhouse here provides a third example from Toronio .

it is evident that @ cultural definitional framework encomnisee-
far more than the traditional arts and heritage. facilities
engagement and interaction with many if not all of the
components such as the built environment. beliefs, play. i
shared memories. [..] If we begin to consider placing our
activities. including interpretation. in this broader spectrun of
interrelationships there is a basis for sustainability. engagenen:
with the environment and subsequently a justification for public
funding interventions. However a combination of the arts and
heritage as an integral component of the culture of 2 communit
region or nation with that of colture as an industry provides e
most effective and powerful [uture strategy for all those cogeyed

in one or more of these activities.,

Culture as un industry challenges the traditional role of the ©
national institutions. the cultural palices, as svmbols of socicl
and how society wishes to present itself to others. 1t uls
questions the chosen mechanism for reflecting back 1o souvic
its approved cultural traditions and practices to remind us

corporately of our history and sense of place. This is assoc

with concepts such nationhood. Whilst all of these funcoons ire

valuable. there is a tendency for such institutions o absorh (o
largest share of any public funding available for culture. This wsuc
can be addressed by establishing these institutions as businedscs
in the creative industries sense like any other and for public st
intervention to be targeted specifically at what is necded
“orow’ the business. There is no reason why priviie sector

OPErAtors cannot run mational institutions.

Interestingly. there are indications that this approach is b

to occur in the Tk with the introduction of trusis and Pubii.

Private Partnerships. This encourages those operating businesst

such as Llackpool Pleasure Beach to become involved 15 pubie

SCCOr ac

ivity. It also reinforces comvergence of 1

visitor a

privite sectors in the inmteresis of the customeer.
CONSWMCT,
Two examples that illusiraic this are the Sheilield Are Caliory and

Museum Trust and the Roval Armouries Leeds, |

I o recent survey L] it wes clear dhor virvoelv all of . |6

focal authorities surveyed | are in the process of considering

transterring their museum and g

PV services inlo irust.

This obscssion with trusis by Couvncils illustrates at the less

willingness w0 emplov altermnative means of delive

oty want at w4 competitive cost. whether it is dran




public or private sector as a means of sustaining services over the
long term. [... Councils] are creative businesses engaging with
customers, developing markets and providing services and
products which in itself contributes to the development of

local, regional and national culture.

The Councils and public funders, by focusing on what their

funds are being used for; the mechanisms employed to insure
accountability; and quality, have arrived at culture as a creative
business. This may lead to a re-examination of the role of the staff
in local authorities, Arts Councils and other funding bureaucracies
in the sense that they might now have to consider operating as
contract and risk managers, and business developers, developing
explicit quality assurance mechanisms and establishing agreed
bench marks for measurement. This requires different skills and
knowledge as well as a genuine understanding of the sector,

how creativity and business works.

Whilst this type of development might well be seen as an
effective means of limiting public expenditure, which indeed

it is, nevertheless it provides greater flexibility for the managers
involved to genuinely develop the services they have taken over
in the interests of different publics. The local authorities that were
interviewed in the Re:source study also confirmed that they saw
a long-term role for the services (whether in direct or indirect
control) in contributing to regeneration, widening participation,
lifelong learning, quality of life, social cohesion, and economic
development. In other words, contributing to the culture of their
particular communities in a direct and measurable way wus
recognised as a strategic goal. It was also seen by many Council
members that their museums, galleries and arts organisations as
the “family silver” needed to be retained, nurtured and developed
for the benefit of the town, city, region and nation. There is no
doubt that the arts and museums in the context of culture, as the
creative industries, have a significant future. What it now requires
is the development of alternative strategies, new skills or the
rekindling of old ones, the recognition of the importance of
people and their innate creativity, capturing and building it

into the creative businesses of the future.

ereative and sustainabhle future
If museurn managers, administrators and policy makers continue
to behave as they always have, then the debate about the level of
public subsidy dedicated to the arts and heritage will remain static,
and never be won. The sector will continue to argue from the

perspective of the arts as intrinsically valuable and museums as

repositories of knowiledge without making any substantial progress.

We now need to insure that activities encompassed in a cultural
definitional framework are derived from the needs of communities,
what they actually want, and are prepared to pay for. It is by
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pursuing this approach that a mechanism exists to genuinely
change the basis of cultural activity and consequently once-and-
for-all address sustainability. What is intended by this, is instead
of thinking from within the museum or art organisation as to
how a programme or exhibition can be funded, and from what
particular source, and consequently adjusting the programme
to reflect regeneration issues or social issues in order to trigger
the appropriate source of funding, it is possible to start from the
opposite direction and say that we are an integral part of the
culture in which we live and therefore it should be an everyday
part of our personal and professional lives that we are engaged
in environmental, social and economic matters that reflect the
cultural life of our town or city. As a consequence there is no
longer a question of how to source and attract funding, as it is
obvious that there is engagement in the different aspects of the
daily life of the communities in which we are located.

This relies fundamentally on insuring that the relationship
between organisations and individuals in communities is strong,
and that the organisations reflect the needs, aspirations and
creative potential of the individuals and groups of individuals

in any of the towns, villages or regions we are concerned with.
The most effective way of delivering this organisational and
individual interaction is to consider cultural activity as creative
businesses, which in order to survive have to identify and deliver
products and services to markets, and customers.

[ will leave you with these thoughts as a means of stimulating
debate and encouraging creative thinking.
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WHAT’S ON

The degree to which the arts contribute to our social, economic
and environmental well-being will have more to do with whether
or not the production and/or display of art engages people
emotionally and intellectually.

A valued arts experience is a very subjective thing. People do not
value arts experiences that leave them emotionally or ntellectually
unmoved, no matter how vigorously we present reasons why it
should. In addition to the capacity of an art work to engage its
audiences, the way we go about managing arts resources and
facilitating public engagement in the creative. arts is of fundamental
importance in generating social, educational or economic benefits.

Keynote address :

This presents a challenge for any arts practitioner or arts organisation
wanting public support for their work, to have a fairly good idea of
who they are wanting to engage, why this is important and how
they will apply their resources to respond to these needs. It also
presents challenges to arts funding decision makers in how they sce
the priorities for public funding of the arts, and what they are
hoping to achieve through that funding approach.

For those of us working in the arts, it's a very interesting exercise
to ask ourselves who cares about what we do? If we vanished
tomorrow what would our constituency or audience miss, and
how might this loss affect their lives? What is it about what we do
that people value? What do they want from us and how can we
go about responding to and nurturing this dynamic relationship?

It's more than likely the answers to these questions will include
things such as:

¢ Entertainment

* Arts experiences that engage, stimulate and inform

e Content that is accessible or relevant to their lives and experiences

+ Opportunities to gain new arts skills, knowledge or generate
income

a

Opportunities to produce artworks and to share this experience
with others

o

Opportunities to develop networks and relationships with like-
minded people
= All of the above in a good social or peer environment.

favember
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A clear understanding of these sorts of needs can provide the
rationale for future programming and also provide starting points

for how well we understand and consequently demonstrate the

value of the arts in our communities.

Regional Australia has recently undergone rapid changes placing

extraordinary strains on country commuitities. How well small
communities respond to the challenges of rapid change depends
on healthy levels of confidence in their capacity to find solutions.

But the degree to which communities can work creatively to
counteract unwanted, externally imposed change depends on the
resources at their disposal. In terms of cultural resources this
includes access to information, artistic skills, money, networks,
venues and facilities, and community leadership skills,

Communities with the least resources are also least able to organise
themselves to address their communal, or individual needs. So how

we go about managing our available arts resources and facilitating

by DEIDRE WILLIAMS

public engagement in the creative arts is critical to the arts
generating the sorts of social, educational or economic outcomes
most wanted and valued by our communities.

Quality participation in the arts, such as occurs in well conceived
and well executed community based arts programs, can generate
lasting social, educational and economic outcomes. By this I mean

projects such as:

o

Community participation in arts workshops to identify the

values and qualities to be embedded in the design, construction
and management of community facilities.

&

Professionally resourced youth theatre companies providing

skills development and performance opportunities for voung

people at risk.

B

A large scale community performance event communicating or

celebrating community views and values.

¢ Community members collaborating with artists to produce and
install artworks in public spaces or public buildings.

L]

Participation of socially isolated people in a series of creative

writing workshops and production of an anthology of their work.

®

A large scale exhibition of artwork produced by the community

around a theme or issue of concern to them.

In 1996 I undertook 4 major national study of around 100 publicly
funded community arts projects (published as Creating Social
Capital). The study, which set out to identify the long term

benefits of community based arts projects, found that two vears

&% herial workshops with trapeze by
Judith Lanigan, a global performer in
physical crcus, hula hoops, comic

parformance and asralist, Placestimited.

WAUCHOPE Venue and time THC. Info:
Angels Tel 02 G5861363 or Denni
Tet 02 65675140 or 0402 715375,

B Bugs by the famous Mullumbimby
children's circus: creeping, crawling
contortion, sosnng feats of aenal danng,
eye-papping acrobatics, the human fly-paper,
luminaus fire-fly jungling and mare.
Buokinns Tel 07 66B6 7273 Wabsite

vovrw thursdayplantation.com,



13. Roodhouse, S. (2001) Have the Cultural Industries a Role to Play in Regional

Regeneration and a Nation’s Wealth? AIMAC Conference Proceedings.
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« peen suggested. however, that the revenues of £57 billion require to be adjusted 1o take account of inputs,
Consequently. using 1995 information, the creative industries contribution to the economy, net of inpurs (value
addedi was around £25 billion. approaching 4% of gross domestic product.

Situllar claims are emerging elsewhere, with $29.6 billion contributed to Canada’s GDP in 1993/94. and §94.000
people employed in the sector, representing 6.7% of Canada’s workforce. (Canadian Government Information
Service. 1998) In Europe, culeural emplovment has risen bv 249 in Spain berween 1987 and 1994: and in France
br 36.9% berween 1982 and 1990. (Culture, the Culrural Industries and Employment — Commission Staff
Warking Paper sec (78} 837)

It i also worth noting thar all local authorities in England have been requested by the DCMS to establish a Local
Cultural Strategy by 2002

"o cnable cultural acriviries to be centre stage in the lives of communities and at the heart of policy
making .

tocal Cultural Strategies, Draft Guidanee for Local Authorities in England. DCMS, 1999)

The purpose of the guidance, it seems, is 1o

et out the benefis. principles and conrexr for Local Cultural Strategies and to give guidance on their
acfinirion and scope. linkages with other plans, the process of development and the expected ourpurs”.
Local Culeural Strategies. Draft Guidance for Local Authorities in England. DCMS, 1999)

There is. inevitably. a requirement o measure each aspect of the strategy in terms of input. throughput. outpur and
owcome measures. in order ro do this. an empirical baseline is required.

For all this. chere sill remains @ demonstrable need for accurate dara not least to enable the monitoring and
evaluation of the cffectiveness of public policies directed towards the arts. cultural and creative industrics, bur also
for the regional social and economic strategies being established by the newly formed Regional Development
Agencies, and Culrural Consortia. for England. Similar needs exist for the newly devolved arrangements in Wales
and Scotland.

ARTS INDUSTRY, HERITAGE INDUSTRY, CREATIVE INDUSTRIES OR
CULTURAL INDUSTRIES?

Quize apart from the confusion and difficulties of collecring accurate data, there remains a fundamental faw. the
failure of successive UK governments since 1945 to conceive and execute a coherent narional strategic cultural
policy. The nearest we ger to chis is a statement of the DCMS aims and objectives in the 1999 Annual Report,
which reflects the four policv themes referred to earlier:

i access

I excellence

It education

{iv) economic value.

In rarticular. DCMS identifies a role in “helping ro develop the jobs of the future in the creative industries™ (DCMS
Armual Repore, 1999) and intends to do this in partnership by creating

an efficient and competitive marker by removing obstacles to growth and unnecessary regulation so as
w0 promate Britain's success in the fields of culrure, media, sport and tourism. at home and abroad”,
IDCMS Annual Repore. 1999)

Smuth has also readily admitted another significant problem for his engagement with the creative industries — thar of
definition. There is unfortunately an inevitability abour this confusion. not least because the definitional framework
changes over time and in response to public policies, pracrices, and sociery's expecrations.

In the case of creativitv. for example. the Department of Education and Emplovment, through the National
Advisorvy Committee on Crearive and Culrural Educarion report. All Our Futures: Creartivite, Culture and
Educarion. 1999, does not restrice itself to associaring creativiry with “the professional and associated fields known as

the creative industries” bue rather as a process “imaginarive activiry fashioned so as to produce ourcomes thar are
both original and of value”,

203
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It 15 suggested thar this tequires imaginaciop, purpose. originaline and value, il of which can
“advances in mathemarics, sciences, technology. in politics, business and in il areas of evervday Ij:

The dominance of the arts 1o the government definitional mix as UK culrural policy, however, ¢
consistent and can be traced ro the establishment of the Arts Council of Great Britain 4 the go
vehicle for the delivery of public ars policy since the War, This was closelv followed by the inere
bodics such as the Design Council. Brirish Film Institure, Crafts Council and the Susen
Commission, all with similar roles and smaller budgers 1o thar of the Arts Council, This hea
investmenr in 3 national bureaucraric infrastructure has resulted in lietle inrerest 0 an overy:
integrarive frameworks, although the last DCMs spending review recommended mtegration
agencies, for example. the Crafts Council subsumed into the Apgs Council, and the combining of -
Galleries Commission with the Libraries and Archives Commissior.

The BBC. ror example, was nor recognised as a major cultural force until refarively recently, proba
notHE the arts definirion.

The Greater London Council (GLC) instigated a significan: chalienge 1o the definitional seacys
19805 ar a time of high unemplovment, significan industrial decline, ynd djmin]shjng public i
These cireumstances gave rise to a re-appraisal of the role and function of the ‘tradicional ags, i
and in relation ro the introduction of new technologies such as instan Printing, casserte peco;
making,

For the first time, the concept of culture as an industry in g pubiic policy context was ntrod
described by the GLC a5 the “traditional arts”, were subsumed into 4 broader definitional frameword:
‘the dectronic forms of cultural producrion and distribution — radig, television, records ang videe —
range of popular cultures which exist in London”, (London Industrial Strategy, 1985.1]

The GLC, 4 Labour-controlled metropolitan council tor London, recognised ar an carly stage th
“strong and deep-roored Antagonism towards anv anempr to analvse culrure a5 part of te ceonamy”.

required a move away from the traditional approaches to cultural analysis, which jas tended 1o separa
“material production and economic activine”. The London Industrial Strategy. The Culrupl Ind
strongly thar “Whar s available for culeural consumption and whar opportunities there are jor
culwral production are, for berter or for worse, clearly determined by economics . Given the

unemplovment ar the tiime. March 1985, (over 400.000 people were offici ally unemploved and 4 1
people wanting work in Londan) it is not surprising thar the role of *cultural indusri
within London's SConomy was recognised. For example, Londos biggest manufactuning secror,

publishing, emploved 112 060 people, and the University of Warwick's Instirute of Em plovment Rese,
at the time thag lirerary, artistic and sports emploviment would grow by 300, nauorally berween 1950. ]

as an emplo

Itis worth noting that the Ars Council of Great Britain concurrendy pegan o recognise the changing
veonomic climate of the 19805 Thatcher governmen, By “placing a newe emphasis on business 3
marketing. ars managers will be able to increase sajes and artrace more private finance . ofiey st b
other sources™. and “for this reason the financial se fsufficiency of ars arganisations 15 an underiving ¢
Ares Council of Grear Britain, 1988, 2)

A general objective of the Arms Council plan way 1o expand the arts econom ¥ by the intreduction of
such as the Incenrive Funding Scheme vwhich was intended o improve CUNINGS, ehcourage privage
increase the financial turnover of the ars cconomy by “ar leasr £13m, by the end of 1991, ana £23p
Associated with this pew interest in the ars ceonomy came perfurmiance Predsutements. cg warge fof se
income and non Arts Council of Grear Brirain funding.

The Arts Council ot Grear Britain s arps ECOROMY strategy entcompassed whart the GLC woukl recoe
traditional arm forms: dance, drama, literature, music. visual arts and fijm. Newcomers o i nor

hro:adcasring and video, now a recognised part of the ars establishmen:

There was. of course, an inevirable and conunuing debate around me content of cach an 1

L i and eligi
slice of rapidy reduc 1g public

arts funding, In this respect. broadening definitions was clearly fraushe wit

particularty for the rraditona subsidised sector. Economics. hawever. was diiving (e Bationai., segional
funding agendas.
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For example. at a local auchorice level, this has resulted in the conceprion and establishment of cultural industries
quarcers. Sheffleld’s culrural indusries quarter claiims o have gencrated over 1000 {fie) jobs, with companies
sroducing @ combined annual turnover of £20 million. (Shetheld City Council. 1995). A similar economic
wstification has been made for the cultrl industries in Manchester. wich over 9.000 jobs directly generated and
wother 1100 indirectle. with an annual sector outpue valued ac £343 million. (Manchester Metropolitan

Unnversiov, 19891

“ith the advenr of the cultural industries. and ares economy. there was also an increasing awareness of the impact
na sbeed of change being generated by new technology. parricularly informarion rechnology and new media.
-mongst others. Richard Luce, the Minister for the Arts in late 1988, recognised the need to look again and
sauested the Ares Council to develop and co-ordinate a national strategy for the ares, crafts and media, working
doselv wich the local authorities. Museums and Galleries Commission. British Film Institute and Crafts Council.

fiere was. as a resudr. inevitable ver another awrempt ar defining the ares, which in chis case was drawn from the
lublic Law 209 of the 8% Unired Stares Congress, “the rerm “arts’ includes. bur is not limited ta

susic tinstrumental and vocall. dance. drama. folk are, creative writing, architeeture and allied fields, painting.
cupture, photography. graphic and eraft arts. induscrial design. costume and fashion design, motion pictures,
sion. radio. tape and sound recording, the arts relaced 1o the presentation. performance. execution and
amibition of such maior are forms, and the study and application of the ares ro the human environment”

This definition was also endorsed by the Education. Science and Ares Commitree of the House of Commons in it
1952 report on funding the arts,

Tich the addition of heritage. libraries. restoration, antiques trade. printing. publishing, advertising and digital
meaiaa “new arts definition begins to emeree which is inereasingly culrural.

-t seems as though the endemic Bridsh discase of pragmatism and addidonalite prevailed, with the arts worthy of
nublic funds alongside sports. herirage, tourism and media, The new arrivals. the creative industries, which as
seinted out earlier include the arts and media are i seems 4 parallel national policy interest.

i DCMS rerms, creative industrics. ir seems, has replaced the concepr of cultural industrics as one of the vehicles to
deliver the New Lubour policy themes referred to eatlier. alongside the tradicional post war establishment
mechanisms for the deliverr of ‘ares’ policy: the Ars Council of England. British Film Institute. Crafts Council,
Museums and Galleries Commission. and their relared regional partners, the regional arts boards and area museurns
mouncls.

awernment has chen defined creative industries as “those activities which have their origin in individual creativity,
sill and talenc. and which have a votential for wealth and job creation through the generation and exploitation of
inteliectual properee™. (Creative Industries Task Eorce. 1998)

“he sectors which have beent identified within this definirional framework are:
advertising, architecrure, the arc and antigues marker. crafts, design. designer fashion, film, interactive

lelsure software. music. the performing arcs, publishing, software, television and radio”.
' Creative Industries Task Force, 1998)

» difficuley wich this approach is thar there is no recognition of creativiry in che context of engincering or
armaceusicals. Consequently, the UK focus on the creative industries has the potential to be exclusive, because it
praduct, not process, based. This mav explain why there is an increasing tendency to refer ro the “cultural and
creative industries. Te compound the generally confused definitional messages emanating from DCMS, culrure is
explained as having

‘hoth a marerial and a value dimension and inlcudes a wide range of activities including arts, media,
sports. parks. museums, libraries. the buile heritage. the countryside. plaverounds and tourism”.
Local Cultural Serategies. Draft Guidance for Local Authorites in England. DCMS, 1999)

“his rortuous and contorted definitional historv from the arts and culeural perspective has fared no bereer from an
sconomics or statistical point of view. Christian Barriére and Walrer Santagaw’s paper, Defining Art, attempts to
uescribe arts activities as goods and services. However, furcher complications follow once these terms are used which
focus on quantitving what arristic andfor acsthetic means in this context. Many authors have atrempred to clarifv
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20 also includes urban plannin S quanuny surveving and various engineering design and consultancy activities,
Throughour,

 sstimarions have had to be made of that portion attriburable to architectural activitics.,

~ Other Design includes. for example. inrerior design acriviries,

isure and Encerrainment includes nightelubs. disc jockevs. enrergainers, ec,

This approach also allows limired comparison between the primary data collecred in the study. and existing
sccondan: data. There is 4 recognition thar a refining of SIC 92 is needed 1o align with Eurostar in preparation for
S nexnt national eensus,

ertheless. there is now sufficient primary data available from the work in the Yorkshire & Humber region to
oegin to confidenthr provide a culeural industries profile and inform public policy interventions. performance and
autpus.

ough the studv is extensive wich primai data collecred on people and working in the cultural industries, sub-
etars and organisational profiles, geography and markers. tmoney and resources, investment acrivities and training
nezds. this paper focuses an people and working in the culryral industries, and money and resources, because chis
mables some observations to be made wich regard ro che furure of the arrs.

YEOPLE AND WORKING IN THE CULTURAL INDUSTRIES IN THE YORKSHIRE
AND HUMBER REGION

"hen the available data is compiled both from primary and secondary sources, it is apparent thar with definitional
wdiustments 1o the full and pare time workforce in the region, there is a consistency of estimates, However.
auannfving “freelance’ and ‘selt-emploved” as well as volunceers proves problemaiic with no secondary dara available,
This Jack of data is unhelpful when one of the ‘chimed’ characteristics of the sector s the high levels of
treelance/self-emploved and volunteers in che secror. Withour additional evidence of these tvpes of emplovment it is
difficult to see how policvmakers ar natonal, regional or local level ean confidenty develop and implement eftective
strategies for che culeural industries, including che ares.

% breakdown of the creative and culrual industry priman- and secondary data provides a more detailed picture of
W composition of the workforce, particularly the level of freclance activiey and volunteers (Figure 3).

Figure 3 Comparative Analysis Of Estimated Creative And Cultural Industries
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Although the cultural and/or creative industries are a relatively small component of thase en plave
regional and local level. it is nevertheless recognisable and quantifiable. Figure 4 provides a decailed
employment categories against sub sectors found in the cultural industries such as architecture, music
museums, galleries and heritage. It is worth noting that velunteers and freelance work are sign
management, galleries. arts centres. exhibition work, heritage and combinea ars.

Figure 4 Estimated Full And Part Time Employment By Selected Sub-Sector For The Cultural I
Yorkshire And Humoper
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When both secondary and primary sources arc compared. and classifications clarified. a consistent pil
as illustrared in Figure -

Figure 5> Comparauve Regional Emplovment by Selected Sub-sectors (S1C92/600s) representing
creative industries nroi...
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+ consistent fuils and parerime emplovment profile for the creative induscries emerges with the exception of
cublishing. With this sub sectoral baseline., questions then arise regarding the capacicy for remining existing levels of
mployment and furure patterns for expunsion.

“hese auestions point to the need for « better understanding of job roles and the extent of emplovment in each
‘anction. This is described in Figure 6.

Figure 6 Jobs and Roles Across the Cul tural Industries
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“here are implications for the provision of training and development. and curriculum content for arts education and
raining providers servicing the secror, particularly the inclusion of business and ICT skills.

ffurcher evidence is required of the importance of understanding the secror from an employment perspective in
urder to inform future policies and practices. a study by Business Strategies Led (1997) of the occupations of the
awrwre in the UK and che regions, demanstrates growth in the cultural industries described as licerary, artistic and
sports protessionals (Figure 7).
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Figure ~

Employmentin Acssociate Professional & Techrical DecUpaions Average Annual % Loz

Source: BusinessStraregies Ld, 1947

The culwral industries (including the arts) based on emplovment are a significant compon
economy, with the porential ta expand to meer projected demmanc

MONEY AND RESOURCES

describes che comparative business size profile of the creative and culcural industries in Yorksh:
compared with all businesses in the region and the UK. It is based on primarv dara. the Annual
{AES) dara units. disaggregated by emplovment size banc.

A further illustration of the ourcomes of primary and secondary data analvsis is provided in |

Figure 8: Comparative Business Size Profile /¢
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Figure 10: Contribution of Grant Suppar:
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The trends with regard to grant aid are described in Figure 11. and demonstrate a marked positive arig
secror grant intervention. with 89% of those surveved indicatin & that granc support will remain the s
There is lirele evidence that grant support is on a dovnward spiral for those thar benefit from these meers

Figure 11: Trends in Grant suppor:
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The sources ot grant aid are dominated by the local authorities twith 18% of the sector recelving suppor
by the cultural gr
secror have known for some time. Perhaps worth noting is the growth in aleernarive sourees or grang sid
tcil Lottery iunding Fieu

nt aid agency for the region. Although this is unsurprising. it does confirm whar

single regencration funds which have been mncreasingly used to march Ars Co
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Figure 12: Sources of Grant Support

% of Grant Recipients

I National Lottery Arts I
D Mational Lettery Charities |
ONational Lottery Heritage |
JPrince's Trust '
@ Arts Council of England

O Y orkshire Aris |
i Single Regeneraiion Budget |
Olocal Authority

= Chamber of Commerce

DO TEC/Business Link i
O orkshire Enterprise |
[ Business in the Community
o Y &H Museums Council

/@ HEFCE

r = FEFC

|  Other

wurees brerron Hall, 1998

“his can be further broken down into the following table:

Table 3: Tvpes of Grants by Source (24)

Types of Grant
“ |' 2 B z &
2| E | E S5 | s |k
v 1 v |0 EIER Y | =
o o e It = oy
EalL ElEs|gllE e E| £ =
ESEEQET 258l 2| 5| £
SaBcisLiB|8E|E8l 5| 5
(YER CImEILE|l20{.8 8 [} i‘
National Lottery — Arts (n=35) | 3 | 6 | 49 | 83 9 9 TN
National Lotrerv — Charities (n=8) 130 | - & | mT BT - | 13
National Lotrery — Herirage (n=7) 36 - 5T 57 29 - - -
Prince’s Trust {n=3) 60 | - [ 40 [To0 | 20 | -~ [ 20
Arts Council Of England (n=28) | 21 4 |57 18 |11 4 14 -
 Yorkshire & Humberside Arts (n=74) | 22 | 4 T 45 214 ] 5 111
< _Single Regeneration Budget (n=32) 15513 [ 53| 7511619 9 3
< % _Local Authority (n=89) | 33 | 3 1% 21 9 8 | 12| 2
e ¥ Chamber Of Commerce {n=3) | 40 | - 40 80 | 40 - J 20 -
i . Training & Enterprise Council (n=27) 1. 32 ] - 148 [ 78 | 19 7 | 22 -
£ Business Link {n=7) V14 |- {14 [7 4 | 141 14 | 14
% Yorkshire Enterprise (n=2) Psg T - - >0 - - 50 -
Business In The Community {n=3) 33 | 33 - 33 - - 67 | 33
Yorks. & Humber Musenms Council (n=11) | 36 - 36 64 18 - - 9
H. E._Funding Council For England (n=11) | 55 | - 9t | 73 1 36 [ 18] 9 -
Further Education Funding Council (n=20) | 50 | - [ 55 | 70 |15 | 5 #0 -
Other (n=64) i 35 | 6 141 8119 [ 6759 -

Svtiree: Bresran Hall, 1998
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Tnis patrern of investment is confirmed in the following chart, which demonstrates the low level of

srvate/ commercial intervention in the sector (Figure 13),

Figure 15 External Investment (% Respondents)
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siven this fack of commercial interest. the cultural agencies could begin to address this question by working with
‘e private seceor to establish investment funds. This is. incidentally, beginning to occur in the North West region,
ind ar national levels.

ZONCLUSIONS

Whatever direction policy makers with to take, the arts. establishing a shared inclusive definition of the secror is
zenizal to providing a framework for data classificarion and collecrion. This it now seems may emerge through the
Zuropean Commission with its increasing interest in the social and economic impact of cultural industry policies,
described in working papers such as Culture, The Culeural Industries and Emplovment. (SEC 1998, §37) In
«dition. in a proposal to the European Parliament to establish a single financing and programming instrument for
cuttural co-operadion. the Culrure 2000 programme (CIOM 1998, 266) the question of cultural statistcs is
sddressed: “In economic terms. the cultural sector has reached a level within the EU which justifies the development
of comparative cultural statistics. based on sources already existing at member state level. The Commission
EUROSTAT) has therefore included in its quinquennial plan (1998-2002) a specific heading on the development
of comparative cultural sraristics in order to help define. examine and evaluate the effect of Community action in the
<ultural sector”. This process, at @ European level ar least, has now commenced.

Collection of primary data using revised standard classifications that accuratelv reflect the culrural industries is also
essential. The over reliance on secondary dara extrapolated to suit a particular need, policy or practice is becoming
increasingly unsafe and cannot be relied on to measure effective secroral support. business growth, and emplovment,
or improve the targeting of public and private resources. From the work undertaken in the Yorkshire and Humber
region, it is evident thar the secror is bigger and more complex than ac firse envisaged and is a growing industrial
sector thar relies on bath public and privare financial inrervention. An alternative and more radical approach to the
definitional debate is to classifi the sector by the products and services it produces.

Uientin: however remains problematic, many businesses do nor as ver consider themselves to be part of a culrural
and/or creative industrv. and do not acknowledge that such a classification exists. There is then some way to go vet
in establishing the cultural industries as a sector. if this is desirable, wich thase engaged in this work and with local,
regional and national agencies. This is particularly true of the arts.

Mevertheless. because of the UK government's interest described earlier. expectations have been aroused by claims
shar the cultural and/or creative industries are a significant growth engine for new businesses and jobs. Training and




AINAT Conferenee 2thi!

Educarion. an essential component of the creative industries. does and should not escape the emerging impact of
cultural industries. either. as a contributor to regional ¢conomic regeneration. with demands for new skills
knowledge and an emphasis on emplavabiiis.

. interest In
technology, markets, unpredictability of creativity. and imporance of individuality. clearly poins 1o the need 8
public and private sector agencies, particularly the ares funding administrative scructures, to rapidly reassess

reinvent their policies. pracrices ana svste

However, the nature of the sector, with its different parterns of employment. organisational strucrures

Wich regard to the furure of the arts as culwural industiies, it is clear that the arts have been incorporated into
creative and/or cultural industries definitional frameworks ar local, regional and natonal leveis

It is also the case thar the arts share similar development issues. albeir cxpressed differenty 1o the crearive andlg
cultural industries, thar i«

(i) finding funding

(iis finding new custamers

(i} 4CCess To capital equipmen:

(i) training in JCT and business ski: |

IT the culeural industries. which includes the arts. are cenrral to national DCMS policy, there are implications na
only for the local, regional and national public agencies referred to carlier. bur also for the sector irselt, in p;mimllq
the increasing pressures to behave as businesses and rely less on special pleading for public subsidy wuch as

inerinsic goodness o te it
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DO CULTURAL INDUSTRIES MAKE A DIFFERENCE TO
ECONOMIC REGIONAL REGENERATION IN THE UK?

Simon C. Roodhouse, University of Leeds

ABSTRACT

This paper addresses two emerging, critical issues in the cultural and media industry debate.

The first concern focuses on definition and categorisation. What are the cultural/creative
industries? How are they represented and interpreted in governmental economic tabulations and
measures?

The second issue is associated with the paucity of accurate, verifiable and published baseline data.
It is important to establish such data as resources continue to be used Lo support the growth of the
seclor.

This paper approaches the two issues through analysis of a commissioned research programme lo
define the cultural industries in the Yorkshire and Humber region in the UK.

BACKGROUND

Considerable interest has been aroused in the UK over the economic role and function of the
creative industries, stimulated largely by the “New Labour” government and its representation of
the nation to the world as ‘Cool Britannia’.

Chris Smith, New Labour's Secretary of State for Culture, Media and Sport, indicated that the
creative industries were a growth sector of the UK economy, and has said “It is incumbent on the
government, in partnership with industry, Lo take active steps lo promote economic growth in the
creative and cultural sector. If we do not do so, then others will reap the economic reward”
(Creative Industries Task Force 1998, 2)

This concept has as a result been enshrined in one of four key policy themes for the Department
of Culture, Media and Sport, ie economic value. The other three themes, access, excellence and
education, are the predictable interests of any Labour government. It does seem as though the key
theme of economic value is a maturing of the Thatcherite ethos of efficiency, effectiveness, value
for money, and market forces. Economic value, however, is helpfully explained by Chris Smith,
the Secretary of State, as “ensuring that the full economic and employment impact of the whole
range of creative industries is acknowledged and assisted by government”. (Smith 1998, 2

Economic value, along with the related themes of access, excellence and education, has been
linked by Smith to the individual citizen’s chance to share cultural experience of the bed
(whoever decides this) either as creator or participant. These sentiments are rooted in previous
labour administrations, and stem from well established socialist doctrines, extensively examined
by Raymond Williams in “Culture” published in 1981, with his now famous definition of culture
as “a description of a particular way of life, which expresses certain meanings and values, not only
in art and learning, but also in institutions and ordinary behaviour”.

He views culture in its widest definition, consisting of structured and patterned “ways of living
and explains the artistic component of culture as “individuals in groups — characteristicall
respond to and make meaningful the circumstances in which they are placed by virtue of their
positions in society and history”. (Bennett et al 1981, 41-43)
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Williams provided a platform for broadening the interpretation of culture, particularly in terms of
culture as a practice that interacts with economic and political processes, conditioning and being
shaped by them.

Since 1946, the mechanism used by successive UK governments for delivering the state
intervention in the arts component of culture has been the Arts Council of Great Britain (now the
Arts Council of England), and the significance of the economic argument was not lost by them as a
means of increasing the public funds available to support their activities. It was also expected that
the Arts Council, established at ‘arms length” from government, should develop and action artistic
policies free from government interference. In other words, the arts were not to become a
political football; however, practice over the years by the Arts Council has inevitably reflected
successive governments” social, economic and educational policies.

Examples of this are abundant, with the Arls Council's engagement with urban regeneration,
social reconstruction, the economic impact of the arts, and the arts contribution to tourism and
the export effort.

Studies were commissioned, such as The Economic Importance of the Arts, undertaken by the
Policy Studlies Institute, and led by John Myerscough in 1998, which attempted for the first time to
quantify the economic impact of the arts and the provision of verifiable data. The contribution of
the arts to tourism and the export effort as part of the business case for an increased slice of the
public purse was also developed, in the Arts Council of Great Britain's “A Great British Success
Story”, with claims that tourists in 1984 brought £5,319m to Britain, and 60% of those in a survey
that year confirmed that they were attracted to the country by the galleries and museums, with a
lurther 35% for theatre and 22% for music.

14 years later, similar but more sophisticated claims have been made this time by the Department
oi Culture, Media and Sport in its Creative Industries Mapping Document with, for example, an
aggregate value of exports estimated at £7.5bn. This direct engagement by the Department in the
debates around the creative industries signifies a detectable shift in the relationship between the
state-appointed arts council and with its remit to encourage knowledge, understanding and
participation in the arts, The Department’s interest and engagement with the Creative Industries,
through the establishment of the Creative Industries Task Force, chaired by the Secretary of State
for Culture, Media and Sport, with Ministers and officials from the Department of Environment,
Transport and Regions; the Foreign and Commonwealth Office; the Department of Trade and
Industry; HM Treasury; and the Department for Education and Employment, cannot then be seen
as anything other than a direct engagement by government in cultural activity. It has yet however
to be described as a cultural policy.

Nevertheless, the government has now embarked on a policy for the creative industries,
comprising:

1. collecting more comprehensive and reliable data

analysing data to monitor performance and identify common issues

protecting intellectual property rights

ol

stimulating creativity and innovation in young people
identifying and supporting new talent
providing appropriate training

~1 g

providing access Lo venture capital

8. focussing on global opportunities

9. ensuring appropriate support from government agencies

10. maximising the opportunities and minimising the threats of new technologies

11. recognising and exploiting the synergies between the subsidised and commercial sectors
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12. balancing the encouragement of entrepreneurism against regulations.

Smith has also confirmed that collecting and analysing data on the creative industries is
problematic, and that claims made in the past are difficult to substantiate. He says in his book,
‘Creative Britain® that “One of the problems in this whole area is that the precise figures (for the
creative industries) are hard to come by. Many of these areas of activity are of course dominated
by small and medium sized companies almost working on a cottage industry basis, with a handiul
of big players striding amongst them; it is a pattern that makes definition and accurate counting
very difficult but even more essential if public policy is to be maintained”. (Smith 1998, 10-11)

Rather worryingly, a similar view was expressed long ago in the 1970 UNESCO report, Cultural
Policy in Great Britain, written by Michael Creen, Michael Wilding and Prol. Richard Hoggart:
“Britain has undertaken little long range planning of any kind so far, not studied methods in other
countries, nor taken much care over cultural information. Statistics in the whole field covered by
this report are hard to come by, hard to compare, and hard to rely on".

Not only is there a proven need for accurate data to enable the monitoring and evaluation of the
effectiveness of public policies directed towards the creative industries, but also for the
development of regional social and economic strategies being established by the newly formed
Regional Development Agencies for England; and in the context of the devolved arrangements for
Wales and Scotland.

ARTS INDUSTRY, CREATIVE INDUSTRIES OR CULTURAL INDUSTRIES?

Quite apart from the difficulties of collecting accurate data on the creative industries, there is, as
Chris Smith has admitted, another problem — that of definition. What are the creative industries,
the arts and heritage? There is an inevitability about this confusion as the definitional framework
changes over time and in response to public policies, practices, and society's expectations.

The dominance of the arts can, however, be traced Lo the establishment of the Arts Council of
Great Britain in 1946 as the government's chosen vehicle for the delivery of public arts policy.
This was closely followed by the introduction of similar bodies such as the British Film Institute,
Crafts Council and the Museums and Galleries Commission. For all this investment in a national
infrastructure, there was no overarching policy or integrative framework. HM Treasury, then the
Department of Education and Science, followed by the Office of Arts and Libraries, the
Department of National Heritage, and now the Department of Culture, Media and Sport, have
been expected to co-ordinate activities, confirm policies and seek funding from HM Treasury to
allocate Lo each agency, generally on an annual basis.

Lord Redcliffe-Maud, when reviewing the funding structures and systems in England and Wales in
1976, confirmed the established pre-eminence of the arts. In his report, Support for the Ars in
England and Wales (Calouste Gulbenkian Foundation) he attempted to distinguish between the
‘arts” and ‘cultural activities’ as

1. | have first in mind objects, events, occasions which would not exist or happen without artists:
that is without people, professional or amateur, paid or unpaid, who create something new to
see or hear or touch.

2. But | have also in mind the experience of other people, not the artists, who see, hear, touch
what artists create. And sometimes Lhis experience of the audience is as essential to the work
or the occasion as the artist.

3. By ‘cultural activities’ | mean all that involves any of the performing, visual or literary arts and
crafts mentioned above. Gardening, walking, riding, fishing and many other forms of sport and
recreation are in some sense cultural activities, but for my purpose | must concentrate on the
arts.” (Redcliffe-Maud 1976, 13}
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'_n-_ film, 1elevision, galleries, museums, libraries, publishers and printers are included in the
Jile-Maud arts definition and architecture, for example, is excluded.

Havmond Williams definition of culture referred to earlier as a particular way of life or ways of
W wems Lo have been re-interpreted by Redclifie-Maud, and others such as the Arts Council
frilain, 1o mean the arts are culture and culture the arts,

(e lacto, appears Lo represent UK government policy since World War 1I, and successive
Wirations have refused to admit to an explicit arts or cultural policy in the firm belief that
wis length principle’ reigns supreme. This principle requires the government appointed
wies such as the Arts Council of Great Britain (now England), Crafts Council, Museums and
Commission, to individually formulate policy for ‘their’ sector which collectively can be
gitied as a national policy.

siicant challenge to this status quo was instigated by the Greater London Council in the early
% 4 o lime of high unemployment, significant industrial decline, and diminishing public
{or the arts, which gave rise to a re-appraisal of the role and function of the ‘traditional” arts,
sonomic terms, and in relation to the introduction of new technologies such as instant
g, cassette recording and video making.

valuation
it also fo

wncept of culture as an industry was introduced. The arts described by the Greater London
wil (GLC), in the London Industrial Strategy, as the ‘traditional arts” were subsumed into a
Wt definitional framework which included ‘the electronic forms of cultural production and
shition — radio, television, records and video — and the diverse range of popular cultures
JSTRIES? Seistin London”. {London Industrial Strategy 1985,11)
ries, there is
ative ind
onal fram

(IC, o Labour controlled metropolitan council for London, recognised that there was a
w and deep-rooted antagonism towards any attempt to analyse culture as part of the
sy, I required a move away from the traditional approaches to cultural analysis, which

“lations. waded 1o separate culture from “material production and economic activity” The London
Arts Cou sl Strategy, The Cultural Industries, argued strongly that “What is available for cultural
blic arts sumption and what opportunities there are for employment in cultural production are, for

h Film | o for worse, clearly determined by economics” Given the high levels of unemployment at
nt in a na e, March 1985, (over 400,000 people were officially unemployed and a further 120,000
wasury, th g wanting work in London) it is not surprising that the role of ‘cultural industries’ within

| Librar . dun's economy was recognised. For example, London’s biggest manufacturing sector, printing
ind Sport, b | publishing, employed 112,000 people, and the University of Warwick's Institute of
HM Treas lyment Research indicated at the time that literary, artistic and sports employment would
' by 30% nationally between 1980-1990.

1l and Wales | A Council of Great Britain, under the leadership of Rees Mogg and Luke Rittner, also began

ugnise the changing political and economic climate of the 1980s Thatcher government, by
Wi 4 new emphasis on business planning and marketing, arts managers will be able to
swase siles and attract more private finance”, “money must be raised from other sources”, and
Whis reason the financial self-sufficiency of arts organisations is an underlying theme”. (The Arts

el of Greal Britain 1988, 2)

sh betwéén

¢ without artis
mething nes .

waeral objective of the plan was “to expand the arts economy” by the introduction of the
wlive funding Scheme which was intended to improve earnings, encourage private giving,
|incease the financial turnover of the arts economy by “at least £15m by the end of 1991,
§ £25m by 1993”, Associated with this new interest in the arts economy, came performance
surements, eg targets for sell generated income and non Arts Council of Great Britain funding.
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'Ms Council of Great Britain's arts economy encompassed what the GLC would recognise as
' laditional arts forms: dance, drama, literature, music, visual arts and film, with the exception
casting and video, which were now part of the arts establishment.
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There was, of course, an inevitable continuing debate around the ‘content’ of each art form and
eligibility for rapidly reducing public subsidy. Broadening definilions clearly brought with il
dangers Lo the Lraditionally subsidised sector. However, economics was driving the agenda.

With the advent of cultural industries, and of the arts economy, and an increasing awareness of
the impact and speed of change being generated by new technology, particularly information
technology and new media, Richard Luce, the Minister for the Arts, in late 1988 requested the
Arts Council to co-ordinate a national strategy for the arts, crafts and media, working closely with
the local authorities, Museums and Galleries Commission, British Film Institute and Crafts Council.
There was, inevitably another attempt at defining the arts, which in this case was drawn from the
Public Law 209 of the 89" United States Congress, as “the term “arts’ includes, bul is nol limited
to, music (instrumental and vocal), dance, drama, folk art, creative writing, architecture and allid
fields, painting, sculpture, photography, graphic and craft arts, industrial clesign, costume and
fashion design, motion pictures, Lelevision, radio, tape and sound recording, the arts related to the
presentation, periormance, execution and exhibition of such major art forms, and the study and
application of the arts to the human environment”.

This definition was also endorsed by the Education, Science and Arts Committee of the House of
Commons in its 1982 report on funding the arts. With the addition of heritage, libraries,
restoration, antiques trade, printing, publishing, advertising and digital media, there are the
foundations of a ‘cultural” definition. The inclusion of sport, recreation and related lifestvle
activities which incidentally fall within the remit of the Department of Culture, Media and Sport,
would generate the Raymond Williams view of culture.

However, Chris Smith and New Labour do nol appear to wanl to take these steps and establish a
national cultural policy and have instead opted for their four kev themes: access, excellence,
education and economic value. Creative industries, it seems, has replaced cultural industries as
one of the vehicles to deliver these policy themes, alongside Lhe traditional post war establishment
mechanisms for the delivery of ‘arts’ policy: the Arts Council of England, British Film Institute,
Crafts Council, Museums and Galleries Commission, and their relaled regional partners, the
regional arts boards and area museums councils.

Government has defined crealive industries as “those activities which have their origin in
individual creativity, skill and talent, and which have a potential for wealth and job creation
through the generation and exploilation of intellectual property”. (Creative Industries Task Force
1998, 3,

The sectors which have been identified are “advertising, architecture, the art and antigues markel,
crafts, design, designer fashion, film, interactive leisure software, music, the periorming arts
publishing, software, television and radio”. {Creative Industries Task Force 1998, 6,

Itis worth noling that this emphasis on the creative industries distances the UK from its European
partners, who have well established cultural policies. Perhaps more significantly, the emphasis on
the creative industries has the potential to be exclusive, particularly when compared with earier
definitions, This may explain why there is an increasing tendency 1o refer o the “cultural and
creative” industries, with resonances of the earlier engagements in the arts economy and cullural
industries.

If there has been such a tortuous and contorted definitional history from an arts and cuitural
perspective il has been little beller from an economics or statistical point of view, as one example
demonstrates in Christian Barrére and Waller Santagata's paper, Defining Art.
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- MEASURING THE EFFECTIVENESS OF THE CULTURAL INDUSTRIES

iprisingly, there are further difficulties encountered when measuring the effectiveness of the
il industries, which do not stem from the general definitional debate. These can be broken
&

-_mcuherent national categorisation of the cultural industries
ulick of accurate primary data.

epls have been made, largely since the early 1980s, by Myerscough (1988), Cultural Trends,
¢ Studies Institute (1989-93), O'Brien and Feist (1995) and Pratt (1997}, and the Department
Lulture, Media and Sports, to arrive at suitable categorisations for the sector, What seems to
% emerged from this work is a recognition that the Office for National Statistics’ (a UK
gmment agency) Standard Occupational Classification (SOC) and the Standard Industrial
fication (SIC) provide an imperfect but verifiable structure to collect and analyse data.

th of the statistical evidence, however, used by the public sector agencies and government
gatments referred to earlier can easily be traced to national census data, the Department for
n and Employment’s labour force survey, and new earning study, along with several
s by the Office for National Statistics.

et sources have included the Department of Trade and Industry, Antique Trades Gazette,
i Council, Design Council, Screen Finance, Arts Council of England, Sunday Times, Screen
BPI Statistical Handbook, The Value of Music, Henley Centre, Association of British
ip of the Arts, Society of London Theatres, Express Newspapers, Consumer Trends,
Monitor and the UK Media Yearbook.

litle primary data collection, a point made by Chris Smith, the Secretary of State for
gtire, Media and Sport, which verifies the assumptions drawn from the analysis of secondary
nation, and prior to any sensible evaluation of the contribution made by the cultural
es lo economic regional regeneration, there is a requirement to determine the extent of
ity “on the ground”.

began in the Yorkshire and Humberside region in 1998, with a regional study of the cultural
Musries, commencing with two local authority districts, Kirklees and Wakefield, with a further
% county/unitary authorities to analyse. However, to illustrate this point, the following table
wides an estimated national and regional profile of employment, based on the Office for
fonal Statistics” datasets.

"".i:

me and Part-time Employment

¢ Industries  Full-Time % Parl-lime % Tolal
ritain 707,500 74.0 248,000 26.0 955,600
& Humber 38,400 68.6 17,600 31.4 56,000
dustries Full-Time 2% Parl-time "% Tolal
Brilain 15,807,100 71.0 6,463,900 290 22,271,000
ik 1,294,500 068.8 580,600 32 1,881,100

sludies have been carried out by Bretton Hall, College of the University of Leeds, to
this data through initial primary data collection by direct sampling in three (Kirklees,
lield and Rotherham) of the 22 local authority districts in the Yorkshire and Humber region.

W data has been collected during the period September 1998 to February 1999 and although a
sdantive number of areas were investigated, including types of enterprise, markets, turnover,
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employment, skills and training, occupational structures, locations and public financial support :
the focus here on regional economic regeneration points to a key measure - employment. This
has been described in general terms in Table 1 and the following Table 2 provides a primary data

policy ¢
~ sectoral
- resource

analysis. sector i

relies o

Table 2 busines:

Full Time, Part Time and the Self Employed . ¢ i‘::‘:ﬁl

Cultural Industries national

Full Part Self Employed Total 3

Time Time  Interest

Kirklees 1492 47.7% 757 28.1% 750 25% 2,99 - growth «
Wakefield 639 49.9% 444 34.6% 197 15.3% 1,280 impact

Rotherham 842 54.5% 527 341% 175 11.3% 154 ‘.iﬁ“",“a"d

Yorkshire & the 38400  68.6% 17,600  31.4% unknown 56,000 Ehiversi

Humber 3  patterns

(York Consulting Ltd 1998) E B reat

The three authorities are contributing 10.3% of the estimated 56,000 employed in the secor,
This, however, is based on the broader ‘cultural industry” definition and encompasses freelance
workers. Nevertheless, there is sufficient evidence to suggest that the estimated 56,000 workes, -
which represents 2.4% of the 2.287 million (Office for National Statistics) employed to March
1999 in the region, is an underestimation. classifi

3 assifica
This becomes significant when placed in the context of the authorities concerned, two of which,  professic
Wakefield and Rotherham, have above national unemployment levels, low education e '
attainment in young, white males, and the almost moribund, traditional coal and steel industries _7
with the associated social and environmental degradation — not obvious areas to embrace the

cultural industries. 3

CONCLUSIONS

Establishing a shared inclusive definition of the sector would provide a framework for determining
data classitications and collection. This may emerge through the European Commission with is
increasing interest in the social and economic impact of cultural industry policies, described in-
working papers such as Culture, The Cultural Industries and Employment. (SEC 1998, 837 In
addition, in a proposal to the European Parliament to establish a single financing and
programming instrument for cultural co-operation, the Culture 2000 programme (CIOM 19,
266) the question of cultural statistics is addressed: “In economic terms, the cultural sector has
reached a level within the EU which justifies the development of comparative cultural statisic
based on sources already existing at member state level. The Commission (EUROSTAT ha
therefore included in its quinquennial plan (1998-2002) a specific heading on the development o
comparative cultural statistics in order to help define, examine and evaluate the effect of
Community action in the cultural sector”.

It is difficult to understand why successive UK governments have failed to establish explict
national arts and/or cultural policies, not least New Labour. The Department of Culture, Medi -
and Sport, which includes the heritage remit, has within it the recognised componens of i 3
national cultural department without, it appears, a policy! The apparent stigma attached to culle -
in British government and political party circles, is looking increasingly foolish with rapid
technological change, industrial convergence, globalisation and regionalisation forcing the pacedf
change.

- Source: B

~ There ar

- rely less
, ) . . _— & argumen

Collection of primary data using revised standard classifications that accurately reflect the cullurl o

industries is essential. The over reliance on secondary data extrapolated to suit a particular need
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6 0r practice is becoming increasingly unsafe and cannot be relied on to measure effective
support, business growth, and employment, or improve the targeting of public and private
es. from the work undertaken in the Yorkshire and Humber region, it is evident that the
e s bigger and more complex than at first envisaged. It is a growing industrial sector which
s on both public and private financial intervention. Identity remains problematic, many
esses do not as yet consider themselves to be part of a cultural and/or creative ind ustry, and
acknowledge that such a classification exists. There is some way to go yet in establishing

fitural industries as a sector, with those engaged in this work and with local, regional and
inal agencies,

@t has been aroused by claims that the cultural and/or creative industries are a significant
engine for new businesses and jobs. Training and Education does not escape the emerging
of the cultural industries as a contributor to regional economic regeneration, with
fands ior new skills and knowledge and an emphasis on employability. The Bretton Hall,
€6lly of Leeds, Study confirms this. However, the nature of the sector, with its different
éms of employment, organisational structures, interest in technology, markets, unpredictability
fealivity, and importance of individuality, points to the need for public and private sector
s, particularly the arts funding administrative structures, to rapidly realign their policies,
and systems.

ther evidence was needed, a study by Business Strategies Ltd in 1997 of the Occupations in
Hlure, the UK and the Regions, Table 3 demonstrates the growth in the cultural industry
from 1981 ~ 2001 in the Yorkshire and Humber region. Again the confusion over

ion arises with cultural industry workers described as literary, artistic and sports
onals,

In A iate Professional & Ti ical Occupati Average Annual % Change

B 10011906 ;
! DO1098-2001
I

fite: Business Strategies Ltd (1997)

e are serious implications not only for the regional and national public agencies, but also for
#sector itself, in particular the likelihood of increasing pressures to behave as businesses and

léss on the arts for arts sake, and/for the arts are good for the quality of life public funding
iments.




Charles Handy, an independent writer, broadcaster and management teacher,
encapsulates the current cultural industry regeneration debate: “I cannol forget a sculp
in an open-air sculpture garden in Minneapolis. It is called “Without Words’ by Judith St
are three shapes. One of them, the dominant one, is a bronze raincoat, slanding u
empty, with no one inside it”. (Handy 1993, 1)
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Where Is Today’s Arkwright?

SIMON ROODHOUSE

ichard Arkwright was an English inventor and industrialist born in 1732.

He was the youngest of thirteen children; his parents were very poot and
could not afford to send him to school. His cousin taught him to read and
write.‘Originally a barber, Arkwright became interested in inventing a cotton-
spinning machine while in his thirties. After some experimentation, Arkwright
invented the roller spinner, a machine that spun cotton through an ingenious
process whereby the feeding roller spun at a different rate than the take roller.
Later, Arkwright founded the first cotton mill at Nottingham, England. He
was knighted by George III in 1786, and by 1789 he employed, in several
spinning mills, more than 800 people. He also used his wealth to build hous-
es, shops, schools, and churches to improve the poor conditions of his
employees. He died in 1792.

Richard Arkwright, when asked about his ancestry, is reputed to have said
in the Stockport Advertiser in 1830, “1 can plainly prove, on the best of all
authorities that Noah was the founder of my family, for he was undoubtedly
the first Arkwright in the world.” This statement may say something about the
perception he had of himself and his ingenuity, but, unfortunately, it tells us
little about the Arkwright family and, in particular, Richard’s mother. His
ancestry was a topic that Richard Arkwright seemed to avoid.

Simon Roodhouse is Head of Academic Development at Bretton College, University
of Leeds, United Kingdom. He has an extensive arts management and educational
background, including Dean of the School of Art and Design at the University of
Derby, and Head of the Arts Management Centre and the School of Creative and
Performing Arts at the University of Northumbria in Newcastle-upon-Tyne. He has
been closely involved with education and training in musewns and galleries as
Education Officer ar the National Museums and Galieries on Mercyside, and more
recently, as founding Directar of the Musewms Training Institute.
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Some explanation of the title of this article is required: It is intended 1o
enable us to consider creativity and innovation as well as their role in our
lives. To do this, it may be useful to explain the role of art and design in edu-
cation, particularly in higher education, and to explore our fear of the new in
the context of a changing world. Such a discussion may seem overly ambi-
tious and may raise more questions than it answers, frustrate Arkwright schol-
ars, and tread on the toes of art educators, psychologists, philosophers, and art
historians. But that process, it seems, epitomizes the world of creativity,
which is, after all, a world of continual definition and redefinition.

So Richard Arkwright is a starting point, although one may have difficulty
seeing how to relate him to the theme. A letter written by Thomas Ridgway in
1799, in response to an inquiry by Arkwright’s son, proves particularly helpful.
In the letter, Ridgway described Arkwright's characteristics as neatness, sobri-
ety, industry, and good sense. Arkwright was also thought to be a very ingenious
man. Obviously his mother had a lot to do with this, although Fitton’s account
of the Arkwright family devotes disappointingly little time to the Arkwright
women. However, Richard’s life makes for a good read, a rags-to-riches story
of how a poor boy makes good. What also comes across strongly is a determi-
nation to succeed, a single-mindedness coupled with business competence. In
today’s world, he would probably be described as the archetypal entrepreneur.

Many of his characteristics have particular resonance in the creative world
of artists and designers. To understand how they do, we may find it helpful to
place them in the context of Professor Howard Gardner's work on creativity
(1995). Gardner’s research is rooted in psychology. which provides a useful
mechanism for better understanding the nature of ingenuity or creativity, neat-
ness, industry, and good sense. What may prove difficult to explain is sobri-
ety in the creative world.

Gardner interprets creativity as an interaction, a dynamic among three dis-
tinct constituents:

| The individual with his or her distinct abilities, styles, needs, desires,
and programs;

2. The particular domain or discipline of knowledge in which that person
is trained and now works;

3. The field, that is, the collection of individuals and institutions that offers
training, positions, and awards and that eventually makes decisions about the
merit (or lack of merit) of particular products fashioned by the individual.

A further explanation of Gardner’s interpretation includes an identification
of five varieties of creativity:
I. Creative problem solving, found predominantly in the scientific field;

2. Creation of a general framework or theory such as Freud's theory of the
UnCoONSCious;
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3 Creation of works in some kind of enduring genre such as plays, paint-
jugs, and sculpture produced by artists;

4. The staging of a routinized performance such as creation in an actual
performance;

5. The staging of a high-stake performance such as Ghandi’s staging of an
offective fast. Ghandi had to perform adaptively on the spot, with high poten-
tial costs of failure.

These varieties seem 10 constitute a recognizable framework in which to
understand creativity, but what about the distinctive abilities or human char-
acleristics that are required to fall into one of these varieties? Gardner went on
to say that “an individual must learn to lead a life of discipline to master an
areq, usually by working under some kind of guidance (2 form of apprentice-
ship) for a period of up to ten years.”

I suspect that this framework reflects Arkwright's industry. Apparently. a
creator in Gardner’s framework has not only to be disciplined or industrious
but also to have developed “the requisite, tough-skinned, probing and icono-
clasti¢ nnaozm_:%: Gardner claimed that a highly creative individual s
nxvmn,,ma 1o come from a sympathetic home environment, engage in the cho-
sen field in a disciplined manner for a substantial number of years, and sub-
sequently devote his other life to the work. Unfortunately, the creator often
feels a debt to posterity rather than to those who happened to help during his
or her brief time on earth. A creative individual must also not be overawed by
the traditions of the field but understand them to take risks and to extend the
poundaries. A creator is less likely to stick in a mold than to reshape that
mold, thereby extending the framework established for the field of endeavor.

Gardner pointed out the need for an evaluative mechanism that legitimizes
the activity, the artistic and/or academic establishment. (An interesting exam-
ple of an evaluative mechanism is the British Tate Gallery Turner Prize.
Incidentally, quite often those who award such prizes choose poorly.) Gardner
went on to say, however, that creativity is a low priority in schools and soci-
cties throughout the world. He suggested that such a lack of emphasis results
from the increased disruptiveness in the classroom associated with fostering
creativity. Do we want students who are tough skinned, ignore most social sig-
nals, and break rules? Although on a good day [ would prefer to be surround-
ed by individuals challenging conventions and making new works in different
genres, | fully accept that, as Fromm suggested in Fear of Freedom, such peo-
ple could threaten out social fabric.

What is crucial here is a recognition that creativity exists in any discipline
or field of endeavor and can be developed through discipline, reflection,
experimentation, and useful critique. But do we want it? Indeed, creativity 1s
not always required in the workplace. What seems to be needed is a more

152 Vol. 29, No. 3

WWHEIL £3 1oy o

skilled and competent work force able to contribute to the country’s econonty
as the DES White Paper, Education and Training for the 215t Cennury (1991).
outlined in its aims:

to produce for the 21st Century cconomy the prospect of a workforce with first
class skills to produce the wealth on which our society depends for its standard
of living.

Gardner brought together in his research the two constituents, creativity and
education, which he considers to be beneficial to society.

Herbert Read has claimed this ground and has profoundly influenced the
debate about both art and education. His authoritative book, Education
Through Art (1943), written during the World War II, is still a significant
influence on the nature of art education in schools and colleges. Gardner and
Read argued from different perspectives for the centrality of creativity in edu-
cation and hence in our collective lives, in our society. Read argued that aes-
thetic education

forms a fundamental part of the purpose of education which is to foster the
growth of what is individual in each human being, at the same time harmoniz-
ing the individuality thus educed with the organic unity of the social group o
which the individual belongs.

Aesthetic education could be interpreted as individual creativity in the inter-
ests of social cohesion.

Read asserted the importance of the individual but also recognized the need
for constraints, rules, and regulations in a social group of society. Both Read
and Gardner confirmed that creativity, art, and education consist of constraints
generated by external factors, individuality, imagination, knowledge of the
subject, risk-taking, dedication, and discipline. However, Read focused our
attention specifically on the role and importance of art in education as
opposed to creativity in general. So far, if he were the reader, I suspect that
Arkwright would have recognized in himself both Gardner’s and Read’s inter-
pretation of creativity and education. He was inventive. and he was a maker
within constraints. He understood the rules of business and of the society in
which he lived. He was knowledgeable about his trade, disciplined, and hard-
working. Whereas Arkwright seemed to suggest that his roots were biblical.
Read located his with Plato. In particular, “al] grace of movement and harmo-
ny of living—the moral disposition of the soul itself—are determined by aes-
thetic feeling, by the recognition of rhythm and harmony.” Today. I suspect
that this position is perceived as something of a liberal or romantic view of the
world. Plato also elaborated his view by suggesting that the “lack of rhythm,
harmony and gracefulness in our lives, the utensils we use and the buildings
we construct” is closely allied to "an evil style and an evil character: and of
the opposite character, which is brave and sober minded.”
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cism, and technical skill. Along with Pasmore and Hamilton, he was, however,
committed to technology and, in particular, t0 industrial materials and tech-
niques that could be used creatively. They quickly adopted Perspex and plas-
tics as well as vacuum forming into the curriculum.

Pasmore attempted t0 combine the worlds of self-expression and skills: “A
student’s work should be a diagram of his thought processes and also exhibit
the grammar, the logical framework of his chosen rules)” He went on O
describe his approach as “Disciplined beginnings leading t0 @ research of a
most personal kind,” an approach that seems to reflect the structured
approaches of Gardner and Read.

The art critic Harold Rosenberg, writing in The New Yorker in May 1969
on “Educating Artists,” suggested that art is not just about knowledge but
“about the eager consciousness of the unknown that impels creation . . . itis
the underdeveloped, perhaps unacknowledged areas of the mind that art
counts on even in its more rational aspects.”

He said that universities find it difficult to “teach” the unknown; they
should attempt not only to provide the skills and techniques needed by any
artist but also t0 teach artists to develop ideas through unfocused “playing”
with their medium. He echoed something of Read and Plato when he said that

the basic substance of art has become the protracted discourse in words and
materials echoed back and forth {rom artist to artist, work to work, art move-
ment to art movement, on all aspects of contemporary civilization and the place
of creation and of the individual within it.

Rosenberg was writing around the time of Hudson’s activities at Cardiff
College of Art where he was putting much of this into practice.

Both Hudson and Rosenberg recognized the impact of the mode! estab-
lished at the Bauhaus from 1919 to 1928 with its preliminary course, which
included detailed studies of nature, including experiments with actual materi-
als and studies of old masters. The authors of these studies intended to explore
and then to understand the relationship of different rhythms and express har-
mony through several materials involving the whole person to liberate him or
her, helping that person gain knowledge of both material and form through
direct experience. Form and material, space and spirit are placed at the heart
of what seems a highly structured and prescribed program of study adopted
by Gropius and his colleagues. There is an unequivocal acceptance of the cre-
ative process as the interaction of the mind, body, and soul, the key transfor-
mation being conception (mind and soul) to visualization (realization).
Gropius went on o summarize his aims for the Art School:

The Bauhaus strives to co-ordinate all creative effort, to achieve in a new
architecture. the unification of all {raining (theoretical and practical) in art and
design. The ultimate, if distant, goal of the Bauhaus is the collective work of
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art—the building—in which no barriers exist between the structural and the
decorative arts.

These aims are reminiscent of Plato’s concept of education, particularly
with respect to harmony and nature.

Perhaps one of the criticisms of the Bauhaus, and to some extent of Read
and Hudson, concerns the education of the spirit o soul. It seems to have been
overlooked, and there may be a case today for considering psychology and
philosophy as central to our understanding of the spirit in the creative process,
in particular the mind and its imaginative pOWers. We understand little about
the mind and probably less about the imagination. What we do know is that it
is often uncontrollable.

Brian Keenan, in An Evil Cradling (1993), his account of captivity in
Lebanon, described a moment in his cell in solitary confinement:

tried to find sleep one afternoon ot the comfort of a day dream. But it would not
come. 1 felt something building up inside me. . . _What it was | could not under-
stand nor from where it came. With it | felt mysell passing through every excru-
ciating moment of birth. An anguished passage along a dark tunnel, and I was
moving through it. Towards what end 1 couldn't tell. I was a creaturc without
voice. In my half consciousness 1 heard myself say “Oh no not again, please no
more.” But it was a journey that must be completed. | did not choose it. But |
had to travel until it was done. 1 lay there wide-eyed, waiting for this thing to be
over. But as it passed and | felt myself calm down and consciousness came back,
1 saw vaguely in my mind a new born child. A voice inside my head spoke gen-
tly “This is how it is. It is over and 1 give it to you!" 1 thought of the lines
seratched above my head from pocms by W B Yeats: “Things fall apart; the cen-
ter cannot hold™; “A terrible beauty is born.”

This description is & striking, powerful example of the working of imagi-
nation that is realized to our senses by Keenan's writing and informed by his
feelings. This is the uncontrollability and power of the imagination that
caused Plato difficulties. Apparently, Plato rated the strength of human imag-
ination so highly that he thought a person could be transformed by what he or
she imagined, becoming evil. for example, through mimicking evil.

Edgar Wind (1963) picked this up in Reith Lectures on Art and Anarchy;
he argued that art has been moved to the margins of society and is conse-
quently free of constraints. Similarly, Lord Palumbo's Arts Council of Great
Britain published A Creative Future (1993), which continued to argue the case
for the centrality of the arts and for the freedom of the artist to operate at the
margins. “The arts, crafts and media are central to the lives of individuals and
the well-being of communities. They offer inspiration, pleasure (harmony)
and comfort; and help people criticize and celebrate society and understand
their relationship to it.”

Just as Arkwright was keen 10 seck “the freer atmosphere of the
Countryside,” Lord Rees-Mogg. in The Glory of the Garden, included this
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stick on, he argued that two things would happen: first, the volume of mail
would expand greatly, more than compensating for the loss on the cost of the
longer deliveries; but, second and more important, everyone would be able to
send letters. That would create an enormous boost to education because there
would be some practical point in everyone’s learning to read and write. It
would also increase the national unity (harmony) because triends would be
able to keep in touch with friends, mother with son, wife with distant husband.
It would be, he said, not just a commercial success but a significant piece of
social reform—an example of innovation by extending the boundaries of the
field or domain. Nobody believed him (fear of the new). It took years of argu-
ment and campaigning before he convinced Parliament (the achievement of
appreciation and recognition by institutions) o make the change (unwilling-
ness of institutions to take a risk or confront failure). When institutions did,
the results were dramatic. Within ten years, some fifty countries had adopted
the idea of prebought stamps, and the modern postal service was born.

What is interesting about this story, however, is this: When he started his cam-
paigning, Rowland Hill was not in the postal service. He was a Clerk in the
South Australian Commission, having before that. been a school teacher in his
father’s school. The postal service was nothing to do with him; it was none of
his business. He was not rich nor famous, nor influential. but he cared, he saw
something which needed to be done (imagination) and he decided he could not
live with himself (purpose) it he didn’'t do something about it. We can't wait for
the mountain to move: we have to climb it ourselves.

The key question is how we establish the importance of creativity and inno-
vation in education at all levels at a time when there is an assertion of the
importance of basic literacy skills, measurable standards of attainment levels.
and national curricula. In other words. there is an explicit system that is mea-
surable. working to defined standards. This system leaves little or no room for
creativity and innovation and even less opportunity for risk taking.

If we continue to ignore the importance of creativity and innovation in edu-
cation, where are the new ideas, products, services, and entreprencurs for the
next generation to come from? Outside the system? Perhaps a starting point is
to adopt the characteristics of Arkwright—ingeniousness, neatness, industry,
good sense, and sobriety—in the context of creative learning as “the inform-
ing idea of our age”
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CULTURAL INTERVENTION IN BRITISH URBAN
REGENERATION

8. C. ROODHOUSE WITH THE ASSISTANCE OF M. C. ROODHOUSE

This paper sets out to provide an historical
analysis of post 1945 public cultural policy in the LK
with particular reference to the engagement of cul-
tural institutions in generating urban regeneration.
Two examples of cultural intervention in urban re-
generation initiatives have been chosen as case stud-
ies. These examples, the Grand Opera House, Belfast
and the Royal Armouries, Leeds are investigated in
the context policies, decision making processes, fi-
nancing arrangements, and operational management
issues. In particular consideration is given to the
rationale for cultural and urban regeneration collabo-
ration. A limited reference is made to the impact of the
National Lottery.

The summary conclusions of this paper
are as follows:-

(i) Therehasbeen a correlation of interest
between public sector policies in urban
regeneration and culture, although this
is rarely explicit.

(ii) Urban regeneration policies are in-
fluencing cultural capital projects deci-
sion making, particularly in the context
of single regeneration schemes, Euro-
pean regional development funds and
the National Lottery.

(ili) There is an emerging financial model
for cultural capital projects which re-
quires careful scrutiny, in particular its
implications for continued public sector
revenue support from Government.

1. BRITISH CULTURAL POLICY AND
URBAN DEVELOPMENT 1945-85

A comprehensive historical analysis of
British cultural policy is desperately needed.
Worthy attempts have been made at institu-
tional histories, but these either present a bald
narrative without historical analysis or serve as
polemic in contemporary debate. Political histo-
rians have not researched cultural policy for the
same reason that cultural policy remains periph-
eral to political discourse. The Department of
National Heritage lies half-way up or down the
‘greasy pole’ of political office. Nevertheless,
work on cultural policy is beginning to emerge
from social and cultural historians. Recent re-
search has focused upon the Labour Govern-
ments of 1945-51. However, this new work
approaches cultural policy from the perspective
of the ‘consumer’, not the ‘provider’. This paper
is more of a preliminary survey than an attempt
tobridge this gap, seeking to outline continuities
and changes in British cultural policy with re-
gard to urban development since 1945. The
focus will be on the Arts Council of Great Britain
as the recognised state cultural agency. The aim
of the paper is to use history and the case studies
to restore to the future a sense of alternatives or
options and consequently enrich current debate
on cultural regeneration.

Between 1945 and 1985 the Arts Council of
Great Britain had the opportunity to engage in
whatis today termed the ‘cultural regeneration’
of the city. Urban policy in Britain has gone
through two distinctive phases since 1945; re-
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construction and regeneration. The need for
reconstruction after the war was an imperative.
There was a chronic housing shortage in 1945.
In addition to the backlog of 1939, bomb dam-
age had left the country short of an estimated
1.25 million homes. Reconstruction gave urban
planners an opportunity to solve the perceived
urban problems of overcrowding in the big
cities, unplanned urban sprawl and regional
imbalance. By the mid 1960s housing policies
and urban planners’ conception of the ‘urban
problem’ began to shift. Overcrowding was no
longer seen as the problem, inner city depopu-
lation and decline were now the problem. Poli-
ticians sought to directinvestmentback toinner
city areas rather than disperse people and jobs
to New Towns. Inner city policies became
distinct from general urban policies. However,
the genesis of the raft of urban regeneration
policies that shaped inner city policies through-
out the 1980s and 1990s was a series of inner city
riots in the early 1980s. There was serious
rioting in St Pauls, Bristol (April 1980), in Brixton,
South London (April and July 1981) and in
Toxteth, Liverpool (July 1981). The Scarman
Report on the Brixton Disorders was scathing in
its criticism of half-hearted and ill-co-ordinated
inner city policies, which had failed to address
the underlying social and economic causes of
the riots. Although, the shift was not instanta-
neous and specific solutions to inner city prob-
lemshave varied, the conception of the problem
has not fundamentally altered since the 1960s.

The Council failed to involve itself in re-
construction, an attempt was made in a scheme

for art centres, but this was still-born. During’

the reconstruction period there was much en-
thusiasmwithin the Ministry of Town and Coun-
try Planning and certain groups in the Council
with plans to diffuse the arts. Diffusion was
seen as the provision of performance space for
touring groups and exhibitions. Jack Lindsay’s
novel A Time To Live was representative of this
mood:

We're not going to let all this blossom-

ing fade out. No areas are more cultur-
ally starved than the big cities, the great
deserts of the suburbs...How far have
we gotto go from Holly Streetbefore we
can listen to good music, see a decent
painting, seea play ofany kind?... We're
going to change all this. And the first
thing we can do is to make a centre for
our own activities...

In 1945 the Council and the Ministry of
Town and Country Planning produced a book-
letentitled Plans For An Arts Centre. The booklet
aimed ‘to show how the arts can be accommo-
dated in a medium-sized town with a popula-
tion between 15,000 and 30,000 - a town where
it is not possible to run a separate theatre, art
gallery and hall for concerts’. It was stated that
‘suchanarts centre canand should play a vitally
important part in the life of the community it
serves’. An exhibition of the model was sent on
tour throughout Britain. In November 1946 the
Council organised an International Conference
of Architects attended by amongst others Le
Corbusier and Gropius.

However, the model was described by
Lord Keynes, the first Chairman of the Council,
as ‘rubbish’ and the project was stalled. Keynes
was the same man who had publicly stated his
belief that the ‘biggest problem [was], the short-
age - in most parts of Britain the complete
absence - of adequate and suitable’, buildings to
house the arts and who looked forward ‘to the
time when the theatre and the concert-hall and
the gallerywillbe aliving elementineveryone’s
upbringing’. Faced with the dilemma of limited
funding and endless list of projects, the Council
concentrated its resources on institutions with
national stature. The rationale that was emerg-
ing and has shaped Council policy ever since
achieved its full expression in the 1953 Annual
Report:

If an emphasis must be placed some-
wherein thatmotto of ‘Raiseand Spread’
it seems wiser and more realistic to con-
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centrateon Raise..... faced with the prob-
lem of choice, and 2 lim; ted budget, the
Arts Council must seek to consolidate.

3y 1952 the Council had wi thdrawn direct
support for the arts centre movement, but was
io dally with it again in the 1970s,

Although, the Council’s emphasis on ‘con-
centration’ as opposed to ‘diffusion’ was in
Tany ways antagonistic to involvement in ur-
ban development but, it created abasicvocabu-
lary sympathetic to the urban regeneration
movement. Their was talk of maintaining na-
tional artistic power-houses:

The basis of Arts Council grant policy,
then, is to maintain a limited number of
power-houses of music, drama, operaand
ballet on subsidies which assure a satis-
factory standard of performance.

RobertHutchison, in a scathing critique of
the policy, observed: ‘“If the power-houses
were to fail, there would be a black-out of the
living arts in Britain.” The Arts Council as
Central Electricity Generating Board!” The no-
tion of power-houses generating cultural activ-
ity only needed to be transposed from the
national level to 2 regional or district level to
become the neo-Civic Gospel of urban regen-
eration. Until the 1980s the Counci] possessed
a limited vocabulary of cultural regeneration,
but no grammar to create a language.

The Council may not have been involved
in “diffusing’ the arts in the cities, but the New
Towns’ Development / Corporations and pro-
gressive local governments.were. The final
report of the New Towns Committee chaired by
Lord Reith, published in July 1946, laid down
the minimum provision for housing the arts.
Towns with populations of 40-60,000 were said
to need two theatres, a concert hall and an art
gallery. Indeed, if the ‘cultural standard of the
population” was high, this range of buildings
may have been required by the time the town

ROODHOUSE AND ROODHOUSE

reached 25,000 to 30,000. This minimum was to
be a guide as:

It is not possible, and even if ¢ were it
would not be wise, to prescribe the so-
cial and cultural pattern of a new town.
The interests, groupings and cultural
activities of citizens must grow of them-
selves.... Itis this variety that gives char-
acter to towns, and any thought of
standardising the pattern, or even of
standardising the equipment, must be
dismissed.

In addition, to developments in the New
Towns, new legislation enabled local authori-
ties to take theinitiativein provision for the arts,
Section 182 of the Loca] Government Act (1948)
permitted local authorities to spend up to 6d in
£]1 of revenue on arts provision. The Local
Government Act (1972) removed this limit and
spending became discretionary. However, the
use of local initiative meant provision was
patchy. Authorities such as the London County
Council and Coventry funded new buildings.
The LCC was most notably involved in the
Festival of Britain in 1951, the Southbank devel-
opment and the Barbican arts centre, The LCC
was the first local authority to commission a
plan for ‘cultural industries’ in 1984. There has
been a noticeable agglomeration effect. Areas
with substantial arts provision prior to 1945
appear to have recognised the economic ben-
efits of ‘cultural industries’ and have continued
to invest. Other authorities reconstructed cul-
tural centres destroyed by the Luftwaffe during
the war. During the Thatcher governments in
the 1980s central control of local government
increased rectifying the problems of lack of co-
ordination and the primacy of local initiative.
However, this was to the detriment of the ‘pro-
gressive’ authorities. A case in point was the
abolition of metropolitan county councils, espe-
cially the Greater London Council (GLC) in
1985.

The Council has often ignored local initia-
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tives, despite its public commitment to support
them. Both the 1946 and 1965 Royal Charters of
Incorporation of the Arts Council of Great Britain
made advising and co-operating with Govern-
ment Departments and local authorities to dif-
fuse the arts one of the Council’s objectives. As
Council policy became linked to the slogan
‘Few but roses’ responsibility for spreading the
arts was pushed onto local authorities.

Our responsibility for effective leader-
ship at the grand strategic level thus has
to be discharged piecemeal, at the tacti-
cal and operational level, entirely by
seconding the activities of others.

However, hopes that local authorities
would be the largest patrons of the arts were
dashed. Successive annual reports bemoaned
the tiny fraction of potential spending by local
authorities on the arts. This jeering from the
sidelines was not constructive. The Council
often undermined its own objective. In 1952
regional offices were closed. Their offices’ re-
placements, the Regional Arts Associations’
(RAAs), were given a brief to co-operate with
and co-ordinate local authorities’ activities
within their regions, but this was withdrawn
when they in turn were succeeded by Regional
Arts Boards (RABs) in 1991. The RAAs had
failed to deliver matched funding for local ini-
tiatives as intended. Despite the Council’s view
of itself as the Cultural Joint Chiefs of Staff, the
reality of the situation was that local initiatives
were made and the Council would react.

As urban policy shifted its focus towards
regenerating the inner city there was a failed
attempt to stage a corporals coup within the
Council to force the issue of diffusion of the arts
once more. The arts centres movement was
reinvigorated with a new sense of purpose. The
arts centres and emergent community artists
who had worked with a minimum of Council
assistance prior to the 1970’s took heart from
Lord Redcliffe-Maud’s positive assessment of

their activities in his influential report Support
for the Arts in England and Wales (1976). The arts
centres and community artists were the succes-
sors to the arts centres and arts clubs of the
reconstruction period. The prophet of this new
movement, John Lane, proclaimed his vision of
therole of arts centres in Arts Centres: every town
should have one:

Asnodes of the creativelife of their own
neighbourhoods they remain amongst
the most comprehensive, if least ac-
knowledged, animators of personal and
community renewal as we are begin-
ning to understand them in our time.

The Council began to broaden its concep-
tion of the arts. The notion of cultural democ-
racy was floated once more. The label ‘fine arts’
was dropped from the new Council charter in
1965 and replaced with arts. The annual reports
began to talk of community and ethnic arts. A
working party to investigate community arts
was formed in 1974 and recommended the for-
mation of a Community Arts Committee. The
committee came into existence in April 1975.
The first Council directory of arts centres was
published. However, there was effective resis-
tance from the Council ‘old guard.” Charles
Osborne, head of the Office of Arts and Librar-
ies disparaged these moves.

In 1966 the Council wasabody of which,
in general, I approved. It seemed to me
that it made, for the most part, sensible
decisions. There came a time, however,
some four or five years ago (1981-82),
when I began to realise that I was no
longer certain of my feelings about the
Council. It had squandered large sums
of money on ‘Communify Arts’, that
perversion of theaestheticurge invented
by bored arts administrators yearning
to become social workers; it had dished
out funds annually to, God help us, the
Notting Hill Carnival at a time when
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artistic institutions were finding their
already inadequate grants being further
eroded by inflation.....

The dissenters within the Council had to
wait for the palace revolution, precipitated by
the Thatcher administration, to forge the cur-
rent cultural regeneration agenda.

The Council faced the most serious threat
to its existence during the 1980s as a symbol of
the Establishment that had presided over
Britain’s relative economic decline. The need to
justify continued grants in aid forced the Coun-
cil to redefine itself in line with mainstream
government policy. The Council was brutally
reminded of its semi-independent status. After
the inner city riots of the early 1980s ‘urban
regeneration’ was top of the political agenda.
The protagonists of diffusion of the arts and the
first generation of British arts administrators
joined forces to promote cultural regeneration.

The turning point in Council policy came in
1984-85. The report The Glory of the Garden
(1984) and the annual report for 1985 entitled A
Great British Success Story were crucialin stating
this new policy, putting the ‘economic case for
increased public investment in the arts.’ The
dissenters were given their head and the Coun-
cilbegan toinvolveitself ina mainstream policy
debate for the first time since 1946.

2. THE BRITISH EXPERIENCE
OF URBAN REGENERATION

This involvement by the Arts Council in
mainstream urban regeneration policy was ar-
ticulated primarily through schemes such as art
in public places and the establishment of an
architecture panel within the Council’s com-
mittee structure. It was also the case that rela-
tionships were developed with interested
organisations such as English Partnerships.
Much of this activity concerned itself with cre-
ating a climate for the improvement of the envi-
ronment by the involvement of artists.
Myerscough’s study for the Policy Studies Insti-
tute the ‘Economic Importance of the Arts' lent
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impirical support to the role of the arts in eco-
nomic regeneration and provided further im-
petus to the Council, Regional Arts Boards and
arts organisations to become involved in eco-
nomic and urban regeneration.

The progressivereductionin capital fund-
ing prior to the introduction of the National
Lottery was a further stimulus to those respon-
sible for the arts infrastructure to give serious
consideration to ‘other’ forms of funding, in-
cluding inner city grants, European Union
Schemes particularly the European Regional
Development Fund, and, latterly the National
Lottery. Perversely the problem today is less to
do with access to capital funding but the lack of
revenue support.

The following two case studies expose
these issues over a ten year period and reflect
the Arts Council of Great Britain’s policy in this
field.

3. CASE STUDY, GRAND
OPERA HOUSE, BELFAST

The study undertaken in 1987 by S C
Roodhouse and A Wray for the British-Ameri-
can Arts Association demonstrates the ‘ad hoc’
nature of arts involvement in urban regenera-
tion, the importance of influential personal in-
terest and the significance of time and place.

During the 1970s the IRA attempted to
achieve its goal of a united Ireland by wiping
out the economic existence of Northern Ireland
through a bombing campaign aimed at eco-
nomic targets. This acted as a deterrent to
outside investment on which the North is so
substantially dependent. The bombing was
directed atany establishment considered acom-
mercial success, thus central Belfast was a prime
target. The security barriers erected in 1973
enclosing the heart of the central business dis-
trict, may have made the centre safer but they
did not make it more pleasant. It was not
uncommon for people who used to shop regu-
larly in the city centre to say they had not been
in central Belfast for over 5 years.
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In 1972 the Opera House was sold by Rank
Odeon, who had bought it in 1961 and con-
verted it into a cinema. The buyer was a prop-
erty developer who proposed to demolish the
building and erect an office block on the prime
city site. But Kenneth Jamison, Director of the
Arts Council of Northern Ireland (ACNI), and
Charles Brett, founder member of the Ulster
Architectural Heritage Society and a member of
ACNI’s Board, had both identified the Grand
Opera House as a building that should be pre-
served. They, together with Arthur Brooke, the
then Permanent Secretary of the Department of
Education (which is responsible for funding

A8 Nwerea b athersdy peopre nintimmernes’

in the saving and refurbishment of the Grand
Opera House. Arthur Brooke had recently
chaired a working party which had considered
measures to return night life to the city centre.

Thecombination of aninfluentialand sym-
pathetic ear in government, the desire to con-
serve a building of architectural importance
and the wish to maintain a large scale theatre
presence in Belfast, led to the Opera House
being listed, bought (in 1976) and restored for
ACNI by the Northern Ireland Department of
Education. Once the first priority of architec-
tural preservation through listing was attained
the two other priorities were tackled: to secure
adequate financing and to solicit further sup-
port from the public sector. Since Northern
Ireland is relatively small in population, and
members of the establishment are known to
each other, informal approaches could be made.

Although the Opera House had been seri-
ously neglected, it could be purchased and reno-
vated at much less expense than would be
required to build comparable new facilities.
Starting in the summer of 1976, restoration pro-
ceeded in three phases thereby accommodating
the Department of Education’s capital
programme and making maximum benefit of
end of fiscal year funds. The three stages cost-
ing a total of £3,315,000 consisted of wind and
weatherproofing and other external repairs;
repairing foundations; restoring and refitting

theinterior aswell as modernising the stagean
its equipment.

Unfortunately, the agreements on the rest
ration of the Opera House did not include
written agreement between ACNI and the D«
partment of Education on funding the futw
programming of this venue. ACNI assume
that the Department would increase the ACNI
annual grant by £500,000 allowing it to run th
theatre directly. Instead of increasing ACNI
funding, the Department reduced the Council
annual grantbecause of the need to divert fund
tosecure the Province’sindustrial base, partict
larly the DeLorean works. This reduction i

nfrianig pracea ‘ACNITana tnié Gfana Ubera
House in a difficult and sensitive position.
Trapped by high public interest in the re-open-
ing of the Opera House and the reality of limited
government funding, ACNI felt it only had one
option. In order to open the Opera House it was
necessary for them toreduceother clients’ grants.
In September 1980 the Grand Opera House re-
opened with its first production in its new role
as Northern Ireland’s premier large scale the-
atre.

The long term result of this lack of written
agreement on an annual operating grant be-
tween ACNI and the Department of Education
as well as the fact that there are no other sources
of funds for the Opera House, except ticket sales
and sponsorship, generated a regular annual
deficit. The financial success of the theatre
depends on its annual programme which is
difficult to control because it relies on existing
touring productions; the capacity constraints of
the building (990 seats) and limited grant aid.
The increasing costs of importing productions
from the rest of the United Kingdom aggravates
this financial burden. Furthermore, sponsor-
ship is restricted by the size and financial fragil-
ity of the business community. The repeated
deficits have been indirectly met by the Depart-
ment of Education by special grants to ACNI
about every two years. In the fiscal year of
1987/1988 the Opera House had a deficit of
£95,000. ACNI gives £500,000 a year to the
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OperaHouse, acombination of theannual regu-
lar base grant and the above mentioned deficit-
reducing grants. This funding is expected to
cover all the theatre’s costs except the
programme which is intended to pay for itself.
Despite box office receipts of £500,000 and an
average attendance of 70%, the Opera House is
unable to break even. So despite regular bail-
outs by the Department of Education and good
attendance, the Opera House is and will con-
tinue to be haunted by a problem that has been
unresolved since its inception, the problem of
how to fund its programming.

At the same time as ACNI was restoring
the Opera House, the city centre was the focus
of redevelopment by two groups: a working
party of elected city council representatives and
thebusiness community presided over by Chris
Patten, the then Minister responsible for Belfast,
and a group composed of representatives from
the larger stores in the city centre. Their priori-
ties were to improve public transport, espe-
cially off-peak service, upgrade the
environment, and pump-prime the redevelop-
ment of the area. In autumn 1980 these groups
had their first major breakthrough with the
introduction of late night shopping. Aswell as
thisbusiness orientated redevelopment, Belfast
had another major development focus, the area
around Queen’s University. This part of the city
was the traditional centre of Belfast’s arts world
and the home of its major theatres and cinemas.
Given thisarea’s political neutrality, it was (and
is) the one spot seen as having a safe nightlife
throughout ‘The Troubles.” Since 1980 this area
has further benefited from many new restau-
rants and restored pubs.

The city centre the university area are
connected by one mile of Great Victoria Street,
nicknamed ‘Bomb Alley’ in the 1970’s. Need-
less to say it was not a desirable route! Since the
redevelopment of the Opera House, which is
located on this street, and the growth of restau-
rants and pubs around it, this areaisnow locally
knownas ‘the Golden Mile’ (see map). From the
outset, it was the intention that the Opera House
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should be a major provincial theatre with out-
standing national and international arts related
events as well as housing local activities such as
the Ulster Drama Festival, Ulster Youth Theatre
and Opera Northern Ireland. As well as meet-
ing this ACNI objective, the Grand Opera House
has provided an anchor for connecting the
nightlife in the City Centre with that in the
university area. It is a potent image of and a
highly visible statement of confidence in the
future of Belfast. As such its financial future
needs to be assured if itis to continue as alively
flagship for the City’s revitalization.

4. CASESTUDY,
ROYAL ARMOURIES, LEEDS

This study explains how the Museum
made its decision to move to Leeds, the attitude
of the City and an merging financial model. The
requirement for the Royal Armouries to con-
sider moving from the Tower of London was
generated by an ever growing collection of arms
and armour which could nolongerbeadequately
housed. As a consequence the museum drew
up ‘Strategy 2000’ which included re-displaying
the collection within the Tower of London and
the construction of a purpose built national
museum to house the bulk of the collection. The
significance in this statement is the recognition
by the museum of its own needs rather than any
altruistic view of contributing to economic re-
generation. However, to build a new museum
isexpensive with an original estimate in 1989 of
£45 million.

Once the decision had been taken to build
anew museum, further criteria were developed
to assist the Trustees in the decision making
process. Subsequently, it was agreed that the
new museum should be built in the North of
England because there was an existing presence
in the south. This approach significantly ex-
tended the access policy of the Museum. Fur-
ther criteria followed which included the desire
for anew building, located in a city, near water.

Six cities in the north of England were
identified including Leeds. A beauty parade
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was organised enabling each city to put its case
for housing the Royal Armouries to the Trust-
ees. Not only did the cities have to demonstrate
how the criteria were met but also what finan-
cial and other benefits could be brought to the
table.

Ed Anderson, Executive Director of De-
velopment, for Leeds City Council in 1991, re-
sponsible for the Leeds ‘bid’ explained the
attraction to the City of locating the Royal
Armouries.

The museum was a means of regenerat-
ing the canal waterfront, enhancing the
River AireQuality Campaignactingas
a catalyst for regeneration, focus for
partnerships and the enhancement of
the Tourism Development Programme.

Leeds was chosen and the Chairman of
the Trustees the Duke of Wellington indicated
that the site was right, easy to get to and Leeds
was a fast developing city with a strong
economy. It was the people of Leeds who ‘sold’
the city to the Trustees he said with their desire
to make the Royal Armouries the ‘jewel in the
crown’ in the city. He went on to say that it was
in the end an emotional decision based not only
on the enthusiasm of those representing the city
but also the ‘can do’ approach to the project.

The Royal Armouries now had a site,
which formed an integral component of a mas-
ter plan for the regeneration of the waterfront
around the Clarence Dock area, and also central
and local government financial support total-
ling £28.5 million, the remaining funds could
only be attracted from the private sector.

Christopher O'Boyle, the Chief Executive
of the Royal Armouries (International) PLC
describes this phase of the establishment of the
museum in Leeds:

In July 1993 the UK’s leading provider
of venture capital, 3i, responded to the
Royal Armouries invitation to raise the
required £14 million institutional invest-

ment. 3iintroduced the future manage-
ment team and, in turn, backed their
business plan and expertise, resulting in
the establishment of a new company,
Royal Armouries (International) PLC
who would manage the development,
operational and financial risks. On 14
December 1993, after weeks of intensive
discussion, details of the partnership
between Royal Armouries and Royal
Armouries (International) PLC were fi-
nally agreed.

What this partnership represented was a
unique public, privatesector relationship where
the Royal Armouries through the Trustees re-
tained responsibility for the collection and asso-
ciated curatorial, educational and conservation
activities whilst the Royal Armouries (Interna-
tional) PLC shouldered the financial risk by
controlling and operating the commercial ac-
tivities including receiving all revenues. It was
a model that later became institutionalised as
the Private Finance Initiative where govern-
ment identifies projects suitable for private sec-
tor financial partnership.

However, Chris O'Boyle adds a note of
warning when describing this aspect of the
Royal Armouries development;

After opening, the plc pays agreed costs
to the Royal Armouries and from the
operatingsurplus, servicesboth thebank
and institutional investors. However,
simple this sounds, some 20 parties and
110 legal documents demonstrate the
complexities of PFI's and all without
precedence or existing templates.

Itisworthnoting thatthe Royal Armouries
developmeant aaaurred prior @ e National
Lottery which has been operational for 2Q years
and was unable to benefit from the scheme.
However, private sector funding would still
have been necessary for a project of this scale
where capital and revenue funding is required.
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The museum was opened by HM The
Queen on 15 March 1996 with five themed
galleries, War, Tournament, Hunting, Oriental
and Self Defence, there are corporate hospital-
ity facilities, education rooms, audio-visual and
multi-media work stations, as well as interac-
tive photographic studios housed in an award
winning building.

Ed Anderson, the Executive Director, (De-
velopment), Leeds City Council, summarised
the benefits of the Royal Armouries to the city
as:

Boosting physical regeneration includ-
ing the water quality of the River Aire,
raised the cultural and international pro-
file of the city, developed a shared vi-
sion between diverse partners, and,
created jobs in the city.

Fromthe Royal Armouries point of view the
benefits of the development are seen by Chris
O'Boyle as:

Delivering successfully a new National
Museum in the north of England,
through a successful public, private sec-
tor partnership whichis acting as a cata-
lyst for significant urban regeneration
with the creation of 1000 new direct and
indirect jobs.

Examples of this impact by the museum
on the urban renewal of the Clarence Dock area
are the construction of Halls of Residence by the
University of Leeds, the establishment of a Brit-
ish Waterways Master Plan, and, the acquisi-
tion of land by the Council to build an
international swimming pool and related lei-
sure facilities. English Partnerships, a govern-
ment agency dedicated to urban regeneration
hasalso provided grantsto the private sector for
the refurbishment of old mills opposite the
museurmn.

Thereare, inevitably, critics of such ahi gh
profile scheme, including the noted military

historian Claude Blair, former keeper of metal-
work at the Victoria and Albert Museum, echo-
ing a London centric position, who said:

The collection has been dispersed and
its integrity destroyed.

Lindsay Smales, Lecturer in Environmen-
tal Studies, Leeds Metropolitan University, re-
flecting a particular local view considered that
the Royal Armouries was:

A classic case of an ambitious city buy-
ing itself cultural credentials.

Barbara Woroncow, President of the Mu-
seums Association and Director of the York-
shire and Humberside Museums Service, also
struck a negative tone:

It is isolated in a raw docklands devel-
opment similar to Canary Wharfin Lon-
don, it is of specialist interest and it is
quite pricey.

The museum recognises there are prob-
lems and after 14 months is struggling to meet
its targets, with 450,000 visitors against a pro-
jected maximum business plan target of 1 mil-
lion visitors for the first year.

Summarising his experience of develop-
ing and establishing the Royal Armouries Chris
O'Boyle has said:

To deliver successfully a new National
Museum requires enormous stamina
and conviction on the part of those in-
volved.

It is clear that it will continue to require
this if the Museum is to succeed and realise its
potential.

5. CONCLUSIONS
What becomes increasingly apparent
when considering the correlation of interest
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between public sector policies in urban regen-
eration and culture is the failure of cultural
organisations to engage in the mainstream, so-
cial, economic and regenerative policies of gov-
ernment. Above all else it seems to represent an
unstructured ad hoc approach to genuine en-
gagement, by the cultural sector for the benefit
of society.

The two case studies demonstrate the im-
portance of individuals with stamina, convic-
tionand visionwho arein positions of influence.
Theseindividuals formed partnerships to realise
the projects and in the case of the Royal
Armouries combined public and private sector
financialinterests. By doing so the projectmoved
from the margins to the mainstream in terms of
the policies being pursued by Leeds City Coun-
cil, government policy and the commercial sec-
tor.

Whatwehaveisanemerging model which
enablesnew capital developments to occurbased
on public (capital) financial sources increas-
ingly drawn from the National Lottery and
European Union with private sector finance
filling the gap in capital. But more importantly
asillustrated in the Royal Armouries model the
commercial sector is taking responsibility for
revenue by operating the facilities in partner-
ship with the custodians of the collections.. This
approach, if available, could have prevented
the difficulties experienced by the mana gement
of the Grand Opera House, Belfast.

However, a robust business plan is re-
quired in every case which is realisable based
on sound impirical information particularly
market research. This may yetbe the ‘undoing’
of the Royal Armouries in meeting its visitor,
and revenue targets, and consequent debt ser-
vicing.

There is an emerging danger in these de-
velopments particularly the use of Lottery and
private sector funding which presents govern-
ment with the opportunity to reconsider the
annual level of financial support through the
Treasury for cultural activity disbursed by the
Department of National Heritage. The tempta-

tion now exists for government to reduce its
annual grant aid to the Department as the Na-
tional Lottery as the Private Finance Initiative
(PFI) penetrates the cultural sector.
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A New Public for Art.

In three shorter articles, the Visual Arts Officers for
three Regional Arts Associations outline their cur-
rent plans for supporting visual arts projects in a
variety of unusual new venues — factories,
cathedrals, football grounds, theatres and metros. In
the first, Simon Roodhouse of the Yorkshire Arts
Association, one of the original pioneers of this pro-
mising new movement to create a new public art,
describes its recent development and the Yorkshire
Arts Association’s particular approach to the idea

Yorkshire Arts Association developed
the country's first scheme in order to
make the visual arts accessible to more
people, particularly those in industry,
and to gain access for artists into another
world, a world they would not normally
associate themselves with. The impor-
tance of building bridges between artists
and the public in the workplace, as a
means of creating a better understan-
ding and tolerance of each other was
quickly recognised, and has, in a small
way, begun to happen.

The idea that an artist could be
remotely interested in the industrial en-
vironment has fascinated those in it. But
what has engaged everybody is how ar-
tists make art, why they do it, and what
art is. This dialogue is the crux of the
scheme, and is essential if art is to
become more meaningful.

The ecompanies’ willingness to open
their organisations to artists is welcome,
In every case the artist has been left to
work in any sector and record or respond
as they perceive it. The artist has
creative freedom. The artists’ portrayal
of the industry is often eagerly awaited.
The workforece want to see the ‘finished’
work, the end of the process. They have
by now become involved in the artist asa
person, and vice versa. The artist is a
human being, and the art real, not
something locked away in an art gallery.
Paintings, drawings and sculpture are
purchased, new commissions offered.

Yorkshire Arts Association's third Ar-
tist in Industry Fellowship Scheme has
proved to be most rewarding. Eight in-
dustries have been involved with artists
selected from throughout the country.
Each artist worked in a particular in-
dustrial location for a minimum period of
two months, reacting to the environment
and interacting with the people working
there. Some of the locations have been
particularly exciting.

50

X Emea,
Hughie O'Donaghue at Drax Power Station, Selby,
Yorks. Both artists illustvated are part of the
Artist in Industry Fellowship Scheme.

Joanne Mowbray at Systime Computers.

Drax Power Station near Selby is one
of the biggest power stations in Europe,
and the sheer scale of the place provided
Hughie O'Donaghue with a daunting
task. He was provided with a room which
was quickly converted into a studio. It
was near the canteen, and many people
from security staff to managers popped
in to see how their artist was getting on.
As a result of the fellowship, a series of
paintings based on the cooling houses
emerged.

Alan Stones, on the other hand, had to
cope with the rigorous routine of a family
bakers and confectioners — Cooplands.
He quickly established himself, and a
temporary bedroom was provided in the
factory so that Alan could maximise his
time. His penetrating portraits of those
working there have already aroused con-
siderable interest.

Systime Computers, one of the
country’s major computer manufac-
turers, enthusiastically adopted Joanna
Mowbray. Her cool, refined sculpture
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harmonised with the atmosphere of the
factory, and every opportunity was pro-
vided for Joanna to use the company’s
facilities. Her fellowship was substantiab
ly extended to enable more work to be®
completed. Joanna took the opportunity
of working in different materials to those =
she was familiar with.

A Sheffield company, Davy McKee
(Sheffield) Ltd, won an order to buildg®
steel rolling mill for Mexico. This wasan®
enormous project, and Andrew
Hambleton, a printmaker, recorded the
manufacture of part of this mill. His im
ages are to be used in the companyst
calendar for next year.

ICI have an extensive site in Hud®
dersfield, which manufactures dyestuffs ®
and Jessica Wilkes tackled the problen}

of responding to the environment with
considerable enthusiasm, which resulted
in a number of new paintings. 3

Although the fellowships have worked®
on a variety of levels, the first week &%
always difficult. Most artists soon settle®
down to absorb and react to their new e
viroment. Perhaps, though, the most®
challenging and rewarding aspects of the §
scheme are the discussions and debates
with the workforce. The idea that a 'real
living artist is interested and willing to’
come and work as hard as they do on the 3
shop floor stimulates lively conversation,
It often leads to a greater involvement in
contemporary art issues and the artist’s
role.

The bringing together of the artist, in-
dustry, and the public sector in this way
has led to the production of exciting
work by artists and an experience all "
those involved don’t forgel.
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Chapter one

THE EXCITEMENT OF DISCOVERY Why Do You Do The Aris?

2

about people who always get the mucky end of the stick.

Describing my work and my profession in a few brief
sentences to someone whose last visit to an art gallery was
the compuisory school trip. is the most difficult thing I
attempt, yet for some reason I do it regularly, even
compulsively, Undeterred by the vastness of the task [ ury
to convey what an artist. a woman like me, is attempting to
achieve. and on a typical occasion a complete history of
western art can be grandly delivered in two sentences, the
exclusion of women described in one and then in a final
burst of evangelical fervour the pioneering work of
women artists, such as myself, is set firmlv and eloquently
in perspective. In response to this someone once musedd
that being an artist was much easier during the

Renuissance, and when I think about it I suppose it was, if
you WEre 4 mdn.

Kathrin Ensall

The first time 1 became aware of going to look at pictures
was when [ was at school and [ went to a gallery in
Bradford. There's a pizza place there now. Then [ realised
there were municipal galleries T could go to for free,

So 1 started going round them and I was just astonished.

I remember the first time T went up to Gallery 4 at
Cantwright Hall, to the big Edwardian and Victorian
paintings and thinking this is incredible! T was thrilled by
them and sneaked photographs. [ had a little camera and
took these really awful photographs. making sure there
wasn tan attendant about — my brother used to distract
them while I took pictures. That was how much I loved
20ing o see paintings.

Tom Wood

I'worked in the steelworks until I was a few month off 0.
I was looking forward to my retirement, in fact I'd been
looking forward to it since T was 14. I never had any time
off. even 1o have a familv. The only leave I did take was
once o have a hysterectomy and another time when [ had
a brain haemorrhage. so I was looking forward 1o playing
with my dogs and cats and going to the bingo. Then I got
involved in a community show and I've never had five
minutes since. It was called East Side Story. about
Auercliffe Palace and the streets in the olden days. I got
involved with that and I've not been able to get off the
podium. Next thing was a show called Getting Worked Up,

Other people started asking for the show outside the area

and we even did it at the Women's Labour Party in

Bridlington. We became the Chuffinelles and the next
show. Three Go Mad It Yorkshire, really opened it up for
us, We got into Equity through that. We've got a4 new one
now called Chuffography Of The World, It's all go, but if
I'm not working on Sunday [ like to go to the bingo.
Margaret Barraclough

T bought Salt’s Mill in 1987 because it was a beautiful
building and [ saw an opportunity for its re-use, a new
application for the next century. IOU Theatre Company
approached me to put on a performance in the weaving
shed. I put 4 bar in what is now the gallery and huge
speakers and stage lighting. It worked marvellously

acoustically and it occurred to me it would make a gallery

[ have known David Hockney for 28 years. Initially 1
thought I would just do a show but a year ago I made it
into a permanent space for his work, which is an unusual
idea for a living artist.

It is my indulgence. It is lunacy but [ can afford it.

The budget for flowers is £100 a week, but you have to
have flowers in a gallery, don't you? I am a dealer and
some of the works are for sale but many belong to
Hockney's family or are my own. There are several
hundred works here at the moment whereas, apart from
the Tate retrospective. there are only one or two hanging
at any one time in England. His London gallery is tiny.
Salt’s Mill is a most interesting gallery space, unusual in
being so large and we get a great number of people
coming through. It is a convenient way of letting people
look at the architecture.

I have to get physically involved, not just as a sponsor.
[am in the Gallery most Saturday mornings, [ build and 1
work behind the bars at performance events.

Jonathan Silver

We loved singing in the front room as kids. It was the only
way we could join in with Mum and Dad and their friends

at their parties. dressing up and doing Rag Doll and
pretending we were Helen Shapiro or Connie Francis.

I suppose that's how we started to build up our
confidence; we were quite forward in some ways but shy





