1. Introduction to A Modern Guide to
Creative Economies

Roberta Comunian, Alessandra Faggian,
Jarna Heinonen and Nick Wilson

1.1 WHY A ‘MODERN GUIDE’ TO CREATIVE
ECONOMIES? AND WHY NOW?

The proposal and initial idea behind 4 Modern Guide to Creative Economies
coincided with the start of a new project for the four editors. In 2019 we
received a Horizon 2020 European award' titled ‘Developing Inclusive and
Sustainable Creative Economies’ (DISCE). From the offset, it was clear that
while much research has been undertaken and published in the last 20 years
on the creative economy, there were still many challenges in defining, under-
standing and supporting the sector. The two most visible challenges identified
through extensive literature reviews during the project (Comunian et al., 2020;
Wilson et al., 2020; Dent et al., 2020) were that the creative economy was often
not inclusive and sustainable. Inclusivity and sustainability were identified as
the joint focus of the research project, but also a way in which the project was
tasked to contribute to a new perspective on growth — beyond gross domestic
product (GDP) — for the future of the European creative economy (see Gross,
Chapter 14 in this book). While the DISCE project is still ongoing and the find-
ings will be disseminated later in 2022, this Modern Guide edited collection
has provided an invaluable instrument for the editors to reflect and critically
engage with our understanding and approaches to this field of research.
During the project, it was clear our understanding of the ‘creative economy’
— that is, creativity and cultural activities as a sector of the economy — was not
enough. We opted for the use of the plural term ‘creative economies’. This
builds on the view presented by the United Nations Development Programme
and United Nations Educational, Scientific and Cultural Organization (UNDP
and UNESCO, 2013: 12) that the ‘creative economy is not a single superhigh-
way, but a multitude of different local trajectories found in cities and regions in
developing countries’. While the UNDP and UNESCO (2013) here are trying
to address concerns of inclusivity in relation to developing contexts, from our
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2 A modern guide to creative economies

perspective the same level of inclusivity is also required within developed
economies and societies. Furthermore, as also articulated by Comunian et
al. (2021: 6), it is vital to acknowledge that there is ‘not one single creative
economy but a multiplicity of creative economies which can feature overlap-
ping and diverging agendas’. It is crucial to account for the range of business
models and objectives which often extend to the social sphere (Comunian et al.,
2020), as well as for new possibilities emerging from the connection between
creativity and cultural development (Wilson et al., 2020; De Beukelaer, 2015).

The other important dimension highlighted by this book is the need to look
at creative economies from a range of scales and perspectives (Comunian,
2019). The plurality of data, sources and voices that this multidisciplinary
collection includes empowers further interdisciplinarity and opportunities for
dialogue across researchers that are key to more inclusive approaches. Another
critical dimension of this Modern Guide is that it gives voice to many young
and emerging researchers who have recently contributed to the creative econ-
omies debate with new methods and approaches.

The creative economies have now been studied for more than two decades.
However, the need to update, expand and question our understanding has never
been more needed and essential, due to the impact of Covid-19 on our society,
economies and communities. While the contributions and research in this
book pre-date the pandemic and could not reflect on its impact (Comunian and
England, 2020), the importance of reflecting on the role and value of creative
economies in our lives and society has never felt more important.

1.2 CURRENT CHALLENGES TO OUR
UNDERSTANDING OF CREATIVE ECONOMIES

Overall, across 15 chapters, the book engages with some key current chal-
lenges and limitations of our knowledge of creative economies. In particular,
we identify here eight areas where the book contributes, but also where overall
more research is needed and should be expanded in the next decade.

Defining and Quantifying Creative Economies

One of the key challenges in understanding creative economies is to define
their value and potential beyond the economic sphere, to include their soci-
etal contribution and network formation. This requires an interdisciplinary
approach, and identifying a common language and framework. Much of
the debate around a proper definition of the ‘creative economies’ relates to
whether the definition should be based on a set of firms belonging to specific
sectors (the so-called creative and cultural industries, CCIs) or on the skills of
individuals and their talent (Comunian et al., 2010; Comunian et al., 2022).
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Introduction 3

Given how central these sectors have been to policy in recent years, policy is
not neutral in shaping our understanding of the creative economies. One good
example of this is the historical account of the emergence of the creative indus-
tries definition and policy in the United Kingdom (UK) in 1998 (Gross, 2020).
Adding to this already complicated scenario is the role of policy in directly
funding and contributing to some of the sectors and activities that are part of
creative economies. Another important role is played by international policy
organisations trying to harmonise definitions and data across countries, either
at the European level (Wiesand and Sondermann, 2005) or internationally
(UNDP and UNESCO, 2013). The relationship between public, private and
non-profit activities varies across countries and shapes not only their trajectory
but also the inclusiveness and sustainability of some of the sectors included in
these complex ecologies (de Bernard et al., 2021; Wilson and Gross, 2017). It
is essential to highlight the ecological nature of the creative economies, which
are made up of complex relationships and interdependencies between more
informal activities characterised precisely by not being explicitly recognised or
directly supported, and more formal and visible ones. Capturing the complex-
ity and ecological nature of the creative economies is fundamental to devising
better policies and making them more inclusive and sustainable in the long
term (Wilson et al., 2020).

New and Old Methodologies

One of the significant challenges in our understanding of creative economies
in the last 20 years has been that, while there is interest from a range of disci-
plines to contribute, there is very little dialogue across disciplines on how to
better capture the working and dynamics of the sector. This book is an attempt
to make this wide range of disciplines talk to each other in a fruitful way, hence
contributing to building a better picture of creative economies. In this attempt,
the dialogue between different methodologies is also key. In fact, while quan-
titative methods are key and important to identify trends and macro-dynamics
(Higgs et al., 2008), other more qualitative methods are also needed to explore
rationales, motivations, and push and pull factors in the development of
the sector and, above all, its impact on society. As highlighted in this book,
ecological and network-based approaches have been very promising in
breaking some of the silos in which our understanding of creative economies
has been confined in the past 20 years (Dovey et al., 2016; de Bernard et al.,
2021). Another important contribution comes from new and old approaches
to mapping and contextualising the value of creative economies in space,
from local communities to regional economies and national and international
profiles (Bakhshi et al., 2013; Brennan-Horley et al., 2010). Finally, creative
and co-participatory methods are also critical to allow a range of voices and
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4 A modern guide to creative economies

experiences to be heard (Greene et al., 2013; Hargreaves and Hartley, 2016)
within creative economies, and have yet to be fully explored.

Diversity in Entrepreneurship

Entrepreneurship is presented as a key factor in economic growth and inno-
vation as well as a solution to many societal challenges locally and globally.
Given that much of the research in entrepreneurship deals with the ‘excep-
tional” high-growth gazelles and unicorns which represent only a small fraction
of all entrepreneurs, there is a need to understand better the majority of entre-
preneurship, that is, ‘everyday entrepreneurship’ which portrays the diversity
in entrepreneurship (Welter et al., 2017; Dodd et al., 2021). Similarly, Naudin
(2018) argues that entrepreneurship research ignores a contextualised under-
standing of the phenomenon taking place in a variety of structural and cultural
conditions, and most importantly it does not capture the injustices and inequal-
ities that impact on culture and those who work in the field (Naudin, 2018: 2).
Investigating cultural and creative entrepreneurs challenges understanding on
entrepreneurship. Heroic and even mythical stories about high-growth entre-
preneurship and entrepreneurs found in Silicon Valley turn to stories of more
mundane and everyday entrepreneurship when we look at the entrepreneurial
actors in the creative economies. Investigating entrepreneurship in creative
economies does not imply diluting the power or impact of entrepreneurship,
but rather widening its scope to capture entrepreneurial behaviour also in other
contexts. It means widening our understanding of diversity in entrepreneurship
and challenging the ‘elite’ ideal type of an entrepreneur (Dodd et al., 2021).
Furthermore, it challenges us to consider entrepreneurship, education and
cultural policies from a new perspective.

Entrepreneurship Education in Higher Education

Entrepreneurship scholars have debated whether entrepreneurship can be
taught or not, and particularly whether higher education institutions have
arole to play here. Often entrepreneurship is associated with practice, whereas
university education is based on academic research and scholarly knowl-
edge aiming to develop the students’ theoretical and critical thinking. These
approaches seem highly different from each other, posing a challenge to entre-
preneurship education in higher education (Heinonen and Hytti, 2010). This
challenge is equally relevant when considering whether and how to connect
entrepreneurship education to creative degrees. Furthermore, there is an
additional challenge of balancing between the commercial notion of entrepre-
neurship and the non-commercial notion of art. How to cope with the tension
between artistic ambition and economic profit goals? This is a highly topical
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question as it is acknowledged that working as an entrepreneur or freelancer is
very common in creative economies (Ball et al., 2010). The question is rele-
vant for policymakers, educators and entrepreneurs themselves. In any educa-
tional setting, there is a need to understand and define: (1) the context in which
entrepreneurship education is taking place (institutional, university-specific
context); (2) the content to be taught and learnt (themes, topics and concepts);
and (3) the learning environment in which learning occurs (physical spaces and
pedagogical aspects of learning); which all impact on (4) learning outcomes to
be achieved (Ilonen, 2020). This is also something that needs to be considered
when planning how to make entrepreneurship education accessible to creative
degree students.

Understanding Networks and Ecologies and Place

In the last 20 years, there has been increased attention to the role of networks
and ecologies in creative economies research, as mapped by de Bernard et
al. (2021). However, these studies still struggle to capture and evidence the
broader connections of creative economies within our social and cultural life,
beyond economic supply chains. Current research has also acknowledged the
tension between urban (core) versus regional (peripheral) creative economies.
There is evidence of strong urban concentration. Capital cities typically
dominate, while significant concentrations are also found in secondary or
medium-sized cities, which have been the focus of the DISCE project as case
studies (Gross et al., 2019). The creative economy and its benefits are dis-
tributed geographically unevenly, but the mobility of creative workers is also
important to think about in more sustainable versions of creative economies.
This is a core—periphery relation, where metropolitan centres benefit and are
the sources of cultural jobs. At the same time, regional cities and local clusters
have found it difficult to thrive and sustain themselves. However, focusing on
a better understanding of the network and ecologies that inhabit each place
and city allows for a more distinctive and grounded approach to the value they
create and how they can become more sustainable or inclusive. Ecological
perspectives are also becoming increasingly central to how policy can engage
with the sector (Gross et al., 2020). In particular, it is essential to question who
has the power to shape creative economies and their policies. Research con-
ducted by members of the DISCE team demonstrates the need — and emerging
possibilities — for more participatory approaches to leadership and governance
within creative economies, which can be based on more participatory and
inclusive processes of data collection, but also policy deliberation in cities and
communities (Wilson and Gross, 2017; Gross and Wilson, 2018; Brokalaki
and Comunian, 2021).
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6 A modern guide to creative economies

Place, Mobility and Education: Opportunities for Creative Development

Within broader networks and ecologies, the role played by education in con-
necting creatives and communities to place, and creating opportunities for
mobility and exchange, is pivotal. As discussed by Comunian et al. (2022),
higher education can play multiple roles in supporting local creative economies
and their development. This also has broader implications in connection to
ideas of inclusivity and sustainability. Wilson and Gross (2017) highlight three
overarching concerns that re-think ‘inclusive and sustainable growth’ from the
perspective of a human development approach (Sen, 2001; Nussbaum, 2011),
and which have important implications for our understanding of employment
and skills development in the CCI sector beyond human capital and talent
(Comunian and England, 2018; Comunian et al., 2020). Firstly, the pipeline for
those working in the sector is determined, in part, by the cultural opportunity,
freedom or ‘capability’ each and every person actually has (or does not) to
give form and value to their experiences and to co-create culture. This is an
opportunity, freedom or ‘capability’ (Sen, 2001; Nussbaum, 2011) that is by
no means universal. Secondly, this freedom is supported at a collective level
(across families, friendships, networks, organisations and industries) by the
level of cultural care or ‘solidarity’ available from others to develop the inter-
ests, skills and behaviours required for professional practice. Thirdly, given the
ecological nature of the sector, employment and relevant skills development is
contingent on the cultural connectivity that characterises any local, regional or
national cultural ecosystems. This is important for widening notions of ‘crea-
tive careers’ beyond those in full- or part-time employment in the CCls (Brook
et al., 2020; Brook and Comunian, 2018).

Ideas of Growth, Development and Value

Recent research has focused on the relationship between culture and develop-
ment. The relationship between culture and development needs to be put under
scrutiny: some commentators focus on culture for development, others culture
in development, and others still, culture as development (Dessein et al., 2015).
Wilson et al. (2020) identify three underlying conceptual and methodological
‘needs’ in furthering our knowledge of inclusive and sustainable creative
economies and their relationship with cultural development: (1) to develop
new understandings of the ‘economy’, the ‘creative economy’ and ‘sustain-
able’ economic development in the context of increased attention, globally,
towards development, sustainability, prosperity, climate change and human
use of finite natural resources; (2) to question how values are recognised at the
collective level, and how this recognition impacts upon — and is impacted upon
by — people’s experiences of value; specifically, questioning what gets valued,
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by whom and what kinds of (overlapping) systems of value recognition are
in place at local, regional, national and international levels; and (3) to take an
ecological/systemic and ‘inclusive’ approach to the creative economy.

While the notion of cultural development is used in specific ways by some
researchers and policymakers, the overall discursive space of culture and
development is exceptionally fuzzy, with different actors relating culture
and development in quite different (and often conceptually hazy) ways. By
drawing attention to processes of valuation — including the experience of value
— as integral to what culture comprises, Wilson et al. (2020) aim to provide
a new way of understanding what cultural development consists of, that can go
some way towards cutting through the current thicket of terms. Wilson (2019)
argues that culture can best be understood as involving both the systems we
collectively put in place for recognising value, and our experiencing value(s)
for ourselves. As well as moving the focus beyond the unhelpful polarisation
of culture as arts and heritage, or as our ‘entire way of life’, this theorisation
challenges the dominant focus on the narrative of cultural values, and suggests
the need to turn our attention instead towards processes of valuing.

The Emerging Importance of Care in Creative Economies

Within recent academic work (Wilson, 2018; Gross, 2018), attention is
directed towards care as a promising alternative analytical lens through which
to understand how inclusive and sustainable creative economies could be
developed in practice. Wilson et al. (2020) argue that it is important to take
due account of the reality of how people actually live their lives, that is, with
diverse caring responsibilities, which pull in competing directions, and which
are largely invisiblised; and how creative economies function, in part, via prac-
tices of care. Central to the politics of care are questions of its distribution and
visibility. Who undertakes the labour of care? How is this labour made visible
(and invisible)? What kinds of value are afforded to care? By whom? Within
DISCE we are examining these questions in the specific contexts of the crea-
tive economy. How, why and with what consequences does care operate within
creative economies? Tronto characterises care as ‘a reaching out to something
other than self ... lead[ing] to some type of action’ (Tronto, 1993: 102). Tronto
provides a framework that can be applied to all social relations. As Tronto’s
work exemplifies, care ethics highlights ontological connectedness — humans,
in their very being, are relational animals — in direct contrast to the accounts
of the individuated, ‘rational’ subject that underpin many liberal theories. Eva
Feder Kittay (2015) uses the term ‘inevitable dependency’ to illustrate the
ubiquitous relevance of care need and care-giving. The care literature suggests
that there is also a wider socio-economic argument to be made for establishing
greater visibility for care as a matter of public policy. Some of the implications
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8 A modern guide to creative economies

of these debates regarding care within creative economies are discussed in the
final chapters of this book.

1.3 ABOUT THIS BOOK

The book contains 15 chapters from a multidisciplinary network involving
academics from a range of disciplines and geographical contexts. Their con-
tributions provide an engaging platform to unpack a range of critical issues in
relation to the development of creative economies. The book is structured in
four parts.

The first part, ‘Creative economies: challenging definitions and exploring
new methods’, explores criticalities and challenges in defining the creative
economies, both from a quantitative statistical perspective but also as an area
of policy interest. Furthermore, it proposes a reflection on new methodologies
and approaches to research in the field that might open up opportunities to
capture the complex cultural and creative ecosystems (de Bernard et al., 2021)
that we study.

The second part, ‘Creative economies and entrepreneurship: re-thinking
inclusivity and business models’, discusses a variety of ways in which
entrepreneurship is present and visible in creative economies. By doing so, it
expands the understanding of how entrepreneurship is connected with creative
economies and how this could be better reflected in policies, particularly in
cultural and educational policies, in order to make the sector more sustainable
and inclusive to entrepreneurial endeavours.

The third part, ‘Creative economies: focus on networks, place and mobili-
ties’, explores more closely the role of networks, place and mobility. It chal-
lenges current assumptions and explores dynamics of attachment to a specific
location in relation to creative careers and higher education (Comunian and
Gilmore, 2016). It explores how higher education has become a hub (Ashton
and Comunian, 2019). The focus moves on to networks, collaboration and the
importance of places, but also the importance of reflecting on creative work
from a range of perspectives, from the statistical (Dent et al., 2020) to the
self-reflective experience of individuals in the sector (Dent, 2020; Jacobi and
Comunian, 2015; Scharff, 2016).

The final part, ‘Creative economies re-imagined’, offers insights on the pos-
sibility to re-imagine creative economies to be more inclusive and sustainable.
It builds on recent literature exploring an alternative understanding of growth
against prevailing accounts that limit its understanding to ‘economic success’.
According to Wilson et al. (2020), there are important interconnections to be
made with opportunities for human development and cultural development
(Sen, 2001), cultural democracy and freedom (Wilson and Gross, 2017), and
care and hope (Wilson, 2019; Gross, 2021).
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Introduction 9

Part I: Creative Economies: Challenging Definitions and Exploring New
Methods

The first part of the book includes four chapters that reflect on the definitional
challenges in capturing creative economies. It also introduces new quantitative
tools to investigate them with a spatial focus. Although these chapters highlight
the specificities of different methods, policies and countries, they all agree on
the importance of an inclusive definition and place-specific understanding of
creative economies.

In Chapter 2, ‘Modular solutions and creative coding’, Scott Brook focuses
on the development of CCIs in Australia within a policy and a statistical
mapping framework. He argues that the new statistical framework has brought
the creative economy into existence as an experimental policy object. Within
the broad framework, it was important that specific challenging economic
concepts were included in the discussion: on one side, the vision of creativity
as a form of human capital able to foreground the importance of innovation
and automation-resistant human skills; on the other side, the fact that cultural
activities can be framed as goods and services that are outputs to a publicly
valued industry. However, within the policy ‘success’ of this newly estab-
lished framework in Australia, Brook highlights the disconnect between the
CClIs discourse and statistical measures and higher education policies; in
particular, the challenges of connecting courses to labour market outcomes and
the overall role that higher education can and should play in developing CCls.

In Chapter 3, ‘On GIS and the creative economy’, Manfredi de Bernard,
Roberta Comunian and Federica Vigano reflect on the use of geographic
information systems (GIS) in relation to the creative economy. They map
past research and reflections on the value of GIS approaches to the creative
economy field, assessing opportunities and challenges. By conducting a sys-
tematic and critical literature review to map the main approaches and contri-
butions to this method in connection with the study of the creative economy,
they prove the increased interest in exploring spatiality and spatial dynamics.
In addition, they use a small research project mapping the craft economies of
a rural mountain valley (Val Gardena, Italy) to consider the implications of
doing GIS research in practice. The literature review, together with the results
of a small project, highlights the distinctive value of GIS methods but also the
value of integrating it with other research methods.

In Chapter 4, ‘Using social network analysis’, Jon Swords examines how
social network analysis (SNA) can be used to understand the creative indus-
tries. It highlights how networks are crucial to the effective functioning of
the CCls. Decades of research have highlighted this importance for activities
across the value chain. SNA offers the opportunity to schematically and vis-
ually explore connections between different agents in the CCls. It can also help
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10 A modern guide to creative economies

to analyse and understand how networks are formed, relationships between
individuals and other groups of nodes, and statistically identify connected
communities. The chapter explores the different ways in which SNA has been
applied to the study of CCIs by reviewing current academic and grey literature.
A more detailed application of SNA research is provided that uses data on UK
creative companies to explore how they define their activities using Standard
Industrial Classification codes. In so doing, the chapter highlights some of the
challenges and limitations of applying SNA to the CCls.

In the final chapter, Chapter 5, ‘Measuring creative and cultural industries’,
Alessandro Crociata and Chiara Burlina explore the challenging issue in
measuring creative economy by means of cultural and creative industries.
They argue that it is essential to develop a more comprehensive and system-
atic understanding of CCIs within a taxonomies background with mobile
definitional boundaries. A key step towards this direction is providing robust
evidence about CCIs’ definitions and measurement by using available statis-
tical information concerning the European creative economy. In the chapter,
different sources are used to consider information on CCls at the country level.
Some data are also present at regional (NUTS2) and province (NUTS3) level.
At the city level it is difficult to make finer-grained observations and there is
a lack of proper monitoring tools in this spatial unit of analysis. A scholarly
debate on composite indices is articulated. The authors also consider new
challenges presented by impact metrics, as they become more and more rele-
vant in terms of re-thinking inclusive and sustainable growth for the creative
economy. Some composite indices have already been built and discussed, but
given the complexity of cultural production and consumption processes and
the heterogeneity of players involved, suitable and comparable data are still
missing.

Part II: Creative Economies and Entrepreneurship: Re-thinking
Inclusivity and Business Models

Narrowing down from the definitional and statistical issues of creative eco-
nomics, the second part of the book includes three chapters that focus on the
phenomenon of entrepreneurship in creative economies. In creative economies,
it is common to work as a freelancer or an entrepreneur (Ball et al., 2010).
Creative entrepreneurs often work on a small scale and on a part-time basis
(Kohn and Wewel, 2018), combining self-employment with paid employment
simultaneously (Hennekam and Bennett, 2016). However, profit-seeking
behaviour may be remote for creative entrepreneurs, who rather focus on their
meaningful and creative work beyond its economic rationale (Brown et al.,
2010). There is no one or right way to ‘do’ entrepreneurship and earn one’s
living in creative economies, but the variety of examples discussed in the three

Roberta Comunian, Alessandra Faggian, Jarna Heinonen, and Nick W

Downloaded from https:. .elgaronline.com/ at 03/29/2026 0:




Introduction 11

chapters demonstrate the diversity of the phenomenon of entrepreneurship,
particularly in creative economies.

Nuancing existing studies which focus on creative entrepreneurship, in
Chapter 6, ‘Experiences of belonging to the creative economy’, Lenita
Nieminen and Arja Lemmetyinen explore how creative and cultural
micro-entrepreneurs experience belonging to the local creative economy, or
whether they identify more with the creative place brand. The study focuses
specifically on the micro-entrepreneurs’ social embeddedness in the entrepre-
neurial process, comprising social structures and entrepreneurial networks.
Using phenomenological interviews with four entrepreneurs in the areas of
heritage, art, design and creative services, the study applies Wenger’s commu-
nity of practice approach as a lens in the narrative analysis. From the research,
it emerges that entrepreneurship as such was not the primary feature defining
their identity, but the micro-entrepreneurs described themselves as artists or art
lovers. Furthermore, they did not associate themselves or their enterprises with
the creative place brand. The studied micro-entrepreneurs represent a typical
mundane or everyday entrepreneurship with a variety of motivations other
than the economic.

In Chapter 7, ‘Cultural entrepreneurship’, Annette Naudin asserts the need
to study cultural entrepreneurship and related policies in an environment with
high levels of population diversity. By drawing on a series of policy interven-
tions aimed at cultural entrepreneurs from diverse ethnic backgrounds, the
study focuses on the challenges and opportunities for policymakers who seek
to address inequalities in the cultural workforce. There is growing evidence
of injustices in arts, media and cultural work in the UK, which point to sys-
temic inequalities (O’Brien and Oakley, 2015) and poor representation within
cultural labour markets (Saha, 2017). The case study reflects on a series of
localised cultural policy initiatives that highlight: (1) the role of cultural inter-
mediaries; (2) place and the hyperlocal context; and (3) problems with using
terms such as ‘diverse’ to describe inequalities. Naudin highlights that cultural
entrepreneurs do not operate in a vacuum, and local policymakers need to
appreciate the connections between super-diverse communities, locality, struc-
ture and the values which underpin these relationships.

In Chapter 8, ‘Creative entrepreneurship in 2021 and beyond’, Ruth
Bridgstock builds upon her earlier conceptual article ‘Not a dirty word: arts
entrepreneurship and higher education’ (Bridgstock, 2013), which highlighted
that all creative practitioners are entrepreneurs, and creative entrepreneur-
ship can be understood in a way which is congruent with the creative ethos.
Bridgstock takes the 2013 article as a base and explores how thinking and
practice in creative entrepreneurship have changed and developed over the last
decade due to networks and the fourth industrial age, and what implications
the changes have for creative education. The study presents the ways in which
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entrepreneurship is a central part of creative practice: namely enterprise, new
venture creation and career self-management. It also highlights that successful
creative entrepreneurship is nuanced and individualised, and develops and
changes over time through experience. Therefore, Bridgstock argues that
a challenge for creative entrepreneurship educators in the twenty-first century
is currency and relevance. In addition, she suggests that it is equally important
to foster creative entrepreneurship literacy and thus support learners to make
informed and value-congruent choices about their creative careers

Part III: Creative Economies: Focus on Networks, Place and Mobilities

Broadening the focus from individual entrepreneurs, the four chapters in the
third part consider the complex and integrated nature of creative work and
the networks and ecology that take place in different locations. Here creative
workers (or aspiring creatives) are identified and understood with respect
to how they contribute to multiple and overlapping networks and ecologies.
While they cultivate a career and work, they also develop opportunities for
cultural production, creative intermediation and local creative ecologies that
facilitate further collaboration but also shape specific geographical context as
supportive to future creative workers and creative economies. Beyond being
containers or landscapes of creativity, specific spaces are able to support,
encourage as well as provide opportunities for development for creative
economies. The chapters in this part of the book illustrate the importance of
specificity and scale, and contribute perspectives from a range of geographical
contexts and experiences.

In Chapter 9, ‘This must be the place’, Fabrizio Montanari, Lorenzo Mizzau,
Damiano Razzoli and Stefano Rodighiero question the connections between
place and creative workers, using the case study of Reggio Emilia in Italy.
They explore what features of the specific urban contexts are seen by the local
creative workers as enabling factors, and which ones are perceived as inhibit-
ing their work. The chapter uses qualitative interviews with creative workers
to illustrate how the life of individual creatives and their work interact within
the context of the city, and how the important dimensions of quality of life,
place-based identity and local networks add to the attachment and subjective
connections of creative workers with their city. The authors highlight how this
could be also particularly important for creatives as they start their careers in
a specific location, and for which the need of support and belonging in local
networks might be more important. They also suggest that this might also
have implications in consideration of the impact of Covid-19 on cities, and
potential movements and mobility of creatives between metropolitan and
non-metropolitan areas.
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Further nuancing our understanding of early stages of creative careers is
Chapter 10, ‘Crafting professionals’, by Lauren England. England provides
a interesting reflection on how spatial and social dynamics can influence the
higher education (HE) experience and professional development, focusing
specifically on crafts students. She analyses the literature on networks in
creative career development and the role of place in educational contexts,
and draws from interviews with crafts educators and students from four HE
providers in England conducted between 2016 and 2018. England considers
place and educators to be the two key and connected mediators of networks
within craft HE. She discusses opportunities and challenges for professional
network development, and argues that educators’ role as network brokers
and mediators, combined with geographical exposure, influences students’
identification of potential career pathways. The chapter concludes with
reflections on the role of networks in early craft career development and the
implications of their spatial and social mediation, including the potential for
regional socio-economic inequalities and barriers to accessing craft careers to
be reinforced.

In Chapter 11, ‘Emerging spatial relations of artists and art scenes’, Silvie
Jacobi explores further the connections between education and place. She
focuses explicitly on the location choice, place engagements and mobility
dynamics of art school students and graduates in the cities of Manchester and
Leipzig. The chapter firstly highlights the importance of place within creative
industries research as interconnected and relational phenomena, and questions
the reliance on talent attraction and sector clusters to make a successful cre-
ative city. Secondly, Jacobi considers what practices are developed in under-
standing the formation of a sense of place and spatial relations in the art world.
Key literature is introduced to allow for better positioning of the research
question and subject area of contemporary art and the art world within the
field of creative cities and regions, after which place concepts and theories are
introduced to detail from what theoretical perspective the empirical findings
were analysed. After outlining the case study contexts, Jacobi discusses in the
empirical section similarities and differences between the cases of Manchester
and Leipzig and their respective art schools, with the aim to summarise key
findings and analyse their significance for understanding geographical dynam-
ics of the art world as an example of mobilities in creative work and networks.

In Chapter 12, ‘Exploring contemporary visual arts careers in Italy’, Jessica
Tanghetti considers the case study of contemporary visual artists in Italy. She
explores patterns within the early stages of their career. Careers in the crea-
tive sector have been widely investigated for their peculiarities and unstable
structures. However, the work of contemporary visual artists has not received
much attention. Careers in contemporary visual arts (CVA) are the result of
a multitude of social, personal and professional factors, including country of
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origin, education, networks and mobility. Based on the existing literature and
previous work done in the field, the study builds on a longitudinal analysis of
the career pathways of emerging contemporary visual artists in Italy. More
specifically, the study analyses the relation between the curricula vitae (CVs)
of artists and career progress, considering together education, professional
experiences, networks and mobility. In doing so, attention is also placed on
the role played by gender and geographical and mobility aspects in providing
opportunities for contemporary visual artists at the start of their careers.

Part I'V: Creative Economies Re-imagined

The four chapters that comprise Part IV offer various complementary takes on
the need to re-imagine creative economies to be more inclusive and sustainable.

In Chapter 13, ‘Re-futuring creative economies’, Mark Banks argues that
the capitalist foundations of economic life remain the foundational premises of
current ‘creative economy’ policy. Moreover, such policy lacks any explicitly
environmental or (wider) ecological priorities or perspectives. As he observes,
in an era of unfolding and urgent crises, ‘such a lack seems — to say the least
— both inadequate and inappropriate’. Banks laments how orthodox narratives
of creative economy have come to fix a set of banal utopian imaginaries across
political and civic institutions. Such imaginaries secure existing arrangements
of power and inequality, and close down the possibilities of other more pro-
gressive forms of creative economy coming into being. For Banks, the most
orthodox imaginaries of the creative economy appear to be instrumentally and
artificially narrowing the range of possible ways of thinking about culture,
economy, technology and ways of being human. As he puts it, they are in
danger of ‘de-futuring the future’. But there is some hope. In the face of
de-futuring we must look to re-future: rejecting the authority of the already
prescribed future-present in order to re-think the fundamental categories
we live by. In this respect, Banks suggests that the creative economies of
tomorrow might serve us better if they drew more on heterodox, feminist and
ecological social and economic thought.

In Chapter 14, ‘Growth of what? New narratives for the creative economy,
beyond GDP’, Jonathan Gross asks, ‘How do we know when creative econ-
omies are doing well?” He provides a historical overview of the creative
industries and their young sibling, the creative economy, in the UK, and how
these have been defined and measured. The story that the creative economy
has sought to enable is one of growth: the growth of the creative industries. As
Gross explores, however, many difficulties with this ensue. In keeping with
Banks’s call for re-futuring creative economy discourse, Gross suggests that
interventions can usefully be made ‘upstream’, by challenging the problems
of GDP and its position within prevailing neoliberal economic discourse, and
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by asking questions of growth: ‘Growth of what?’ One answer to this question
that Gross draws the reader’s attention to is Kate Raworth’s ‘doughnut eco-
nomics’. Another is Amartya Sen’s alternative economic narrative framework:
‘development as freedom’. Sen’s capability approach to human development
is introduced as a compelling underpinning to a new way to think about
and position cultural policy. The chapter introduces Gross’s research in the
DISCE project that uses the capability approach to reconceptualise accounts
of cultural opportunity (implicit and explicit) within existing cultural policy.
It is argued that real-world experiments in developing alternative narratives
for public policy will be crucial if research offering new ways to understand
the ‘success’ of creative economies is going to make a sustained difference at
scale. In short: we need new stories.

This is a cue taken up in Chapter 15, ‘Inclusive solidarity’, in which Tamsyn
Dent focuses on forms of inclusive solidarity and collective mobilisation that
emerge as forms of resistance within the UK creative economy. We move from
‘bad dreams’ to the very real lived experience of working in the UK creative
economy, and groups of creative workers’ responses to the labour conditions
they face in the neoliberal economy. Here processes of re-imagining are being
undertaken by and through creative workers working in solidarity with each
other. The processes of resistance reported on constitute a vital part of what
any inclusive and sustainable creative economy is. They respond to questions
of inequality that are inclusive and holistic, and which transcend individual
personal experience. The model of mutual aid and changemaking introduced
in this chapter draws particular attention to the ‘dissonance’ between a polit-
ically celebrated economically resilient creative economy and precarious
‘harmful’ nature of the creative labour people actually do. The transformative
role of the participants that Dent interviews as part of the DISCE research
project is cast as being different from other forms of ‘activism’: they are not
process-oriented; they identify as organisers, not activists; they are themselves
precariously positioned. What is highlighted here is the resistance and solidar-
ity of ‘changemakers’ acting from within the workforce.

In the final chapter, Chapter 16, Nick Wilson takes up this challenge by first
asking the rather awkward question: “What is the creative economy — really?’
As a spur for looking forwards, and an exercise in re-imagination, he suggests
we do not actually know what it is now. At the same time, and in keeping with
the book’s overall theme of offering a ‘modern guide to creative economies’
Wilson situates his argument within the longue durée of historical time; this
sets up a critique of the limited ways in which ‘creativity’ has become com-
moditised. Instead of focusing on a blinkered commoditisation of creativity,
Wilson’s re-imagined creative economy is one where we manage the resources
required to enable ‘cultural capability’: the freedom to recognise what we have
reason to value. Attention is drawn to experiential, artful and axiological capa-
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bilities that are essential in developing our freedoms to undertake practices of
valuing. These are central constituents of a cultural development framework
being developed within the DISCE project.

Each of the contributors to this last part of the book would agree that the job
of those involved in re-imagining creative economies, be they critical, creative
economy scholars, policymakers, activists, organisers or creative workers, is
not simply to make alternative and better futures apparent, but to contribute
positively to their progressive imagining and building. With so many major
crises in the world, it might be easy to see why re-imaginging creative econo-
mies is not at the top of policymakers’ ‘to do’ lists. But the job of re-futuring
highlighted here is urgent and pressing. As a wise person once said: ‘there is
no time’; the future is now.

NOTES

1. The editors would like to acknowledge the European Union Horizon 2020-funded
project DISCE (Developing Inclusive and Sustainable Creative Economies),
grant agreement N. 822314, for the opportunity to develop further some of the
ideas presented in this introductory chapter, and in general for the opportunity
it offered for international exchange and collaboration between the editors. We
also acknowledge the exchanges and input of the project teams across the three
institutions with which the editors are affiliated, namely King’s College London
(United Kingdom), Gran Sasso Science Institute (Italy) and University of Turku
(Finland).

2. Here we consider specifically the start of the debate about the economic value of
creative industries as coinciding with the first DCMS (Department for Culture,
Media and Sport) ‘Creative Industries Mapping Document’ launched in 1998 in
the UK. However, we acknowledge that similar and connected research was also
pre-existing under the umbrella term of ‘cultural industries’.
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