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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.    
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SIMON ROODHOUSE BIOGRAPHY 

 

I 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, I took the decision to engage in the contemporary visual arts, not as a 

practicing artist, but rather as a facilitator, as I 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 I 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, I 

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 I 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.  I 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 I 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, I became Head of the School of Creative 

and Performing Arts at Newcastle Polytechnic (now Northumbria University) in 

1989.  During my time there, I 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 I commenced writing as well as researching.  During this 

time, I 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.  I 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, I was introduced 

to national occupational standards and the National Vocational Qualification (NVQ) 

system.  I 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 I undertook a NVQ level 5 in management, which I 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.  I continued to write during this period, and undertook many 

presentations. 
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After five years of intensive work, I 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, I 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, I 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 I 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 I also received an increasing 

number of invitations to speak at conferences. 

 

However, I 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, I 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. 
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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, I 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:  

 

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

regional level?                                                                                                                                      

 Does it make sense for a town or city, for example, Barnsley? 
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 Has anyone carried out work at this level to inform policy and practice, and if 

so, what methods have been employed?  

 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;  

II. The need for an alternative paradigm that recognises arts practice as business 

and creativity in business; 

III. 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;  

 

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

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

 

III. 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. I demonstrate that collecting primary 

data at local and regional levels, employing a practitioner/business-led definitional 

framework related to the national SIC coding system1, is an alternative means of 

                                                 
1
 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. 
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building a realistic analysis of the sector which is recognisable by those in the 

industry. 

 

Thirdly, I 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 theory2 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.  I 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 l998 to 2007, including 

definitional “creep” and consequent data collection confusion3. 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 

                                                 
3
 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 ‗joined- 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  
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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. 

 

 ‗If 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 
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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‖4.  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 

                                                 
4
 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 done5. 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.  

 

 

                                                 
5
 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, I 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 I 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 1998b).  

 

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 (Barrière & 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. I 

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, I 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 

question - 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 (Barrière & 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, 

I 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 

Activity 

Revenues 1998 and 

2001 

(£Bn) 

Employment 1998 and 

2001 

(Thousands) 

Employment 

Estimates for 2005 

(Thousands) 

Advertising 4.0   3.0  96,000   93,000 89,100 

Architecture 1.5   1.7  30,000   21,000 83,100 

Arts and Antiques 2.2   3.5  39,700   37,000 22,900 

Crafts 0.4   0.4  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 

Software 

1.2   1.0  27,000   21,000 341,600 (incl. 

software and 

computer services) 

Music 3.6   4.6  160,000 122,000 185,300 (incl. 

performing arts) 

Performing Arts 0.9   0.5  60,000   74,000 185,300 (incl. music) 

Publishing 16.3 18.5  125,000 141,000 173,800 

Software/ 

computer  

Services 

7.5 36.4  272,000 555,000 341,600 (incl. leisure 

software) 

Television and 

Radio 

6.4 12.1  63,500 102,000 95,200 

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 20006) 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 20067).  

 

This, in fact, is the work I 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:  

 

 

                                                 
6
 These reports are available as supplementary evidence. 

7
See http://headshift.com/dcms/mt/archives/blog_36/Evidence%20and%20Analysis%20-

%20post%20cons%20final.doc accessed 15th April 2007 

 



 

30 

 

  

Table 3: Comparative Yorkshire and Humber regional employment by selected 

sub-sectors, 1996 - 1998 

 

 

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 20068).  

 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 

                                                 
8
Seehttp://headshift.com/dcms/mt/archives/blog_36/Evidence%20and%20Analysis%20-

%20post%20cons%20final.doc accessed 15th April 2007 

 

Architectural Activ ities Advert ising Sof tware Publishing Film Radio Televis ion Photographic Art istic & Literary

Annual Employment Survey 1996 5.8 3.8 9.6 26.2 1 2 2.1 3.5

Creat ive Industries (1996) 4.2 3.9 7.9 9.9 1.5 2

Annual Employment Survey 1997 5.5 3.2 9.8 25.9 1.2 2.1 2.2 2.7

Cultural Industries 1998 7.8 6.3 7.6 14.2 1.2 2.2 1.2 13.1
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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, 

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‘ (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 I 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:  

 



 

32 

 

  

„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 20069).  

 

 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, 200610).      

 

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.  

 

 

                                                 
9
seehttp://headshift.com/dcms/mt/archives/blog_36/Evidence%20and%20Analysis%20-

%20post%20cons%20final.doc accessed 15th April 2007 

10
seehttp://headshift.com/dcms/mt/archives/blog_36/Evidence%20and%20Analysis%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; 

II. Appropriate methodology for the collection of primary data; 

III. 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. 

 



 

34 

 

  

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 creativity11 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 

                                                 
11

 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. I 

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. I 

conceived, structured and directed these projects; however, others were involved in 

the analysis and delivery: 

 

 1998: a study of the cultural industries in the Wakefield District for the 

Wakefield European Partnership; 

 1999: I conceived, structured and led a study of the cultural industries in 

Rotherham, South Yorkshire for the Rotherham Metropolitan Borough 

Council;  

 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; 

 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; 

 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; 

 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; 

 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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 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; 

 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; 

 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 

 

 

 

 

 

 

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 I 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 detail 

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, I 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.   

 



 

41 

 

  

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; 

 

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

primary data collection methodology; 

 

III. 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 19th 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; 

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

III. 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.   

 

I 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.  I 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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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.1 The term has also
been taken up increasingly in the United States, typically resistant to such European and
dominion trends.2 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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GREG HEARN ET AL.420

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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FROM VALUE CHAIN TO VALUE CREATING ECOLOGY 421

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
Barabási (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. (Barabási 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 Consumers Consumers Consumers, suppliers, 
competitors etc

Environment Static/stable Static/stable Chaotic/uncertain
Focus Supply side OR 

demand side, not both
Supply and demand 
sides

Supply and demand sides

Value creation Limited emphasis on 
value creation

Emphasises a value 
creation approach 
which adds value at 
every node

Emphasises a holistic 
approach to value creation 
throughout the ecosystem

Relationship type Vertical integration Timid teaming Dynamic and evolving
Risk Low Medium High
Profit focus Increase own profits Increase own profits Increase ecosystem profits
Cost focus Minimise own cost Optimise own cost Share costs
Knowledge leverage Within the enterprise Within the enterprise Across the ecosystem
Knowledge approach Storing Hoarding Sharing
Resource approach Defending Guarding Sharing
Time orientation Short term Long term Long term
Key driver Cost Revenue 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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FROM VALUE CHAIN TO VALUE CREATING ECOLOGY 423

In this consumer-centric view of value creation, Prahalad and Ramaswamy (2002) suggest
the consumer: 

1. is an integral part of the system for value creation;

2. can influence where, when, and how value is generated;

3. need not respect industry boundaries in the search for value;

4. 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 industries3

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.4 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

are in;

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.5 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.
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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-CI-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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