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Abstract 

The cultural and creative industries (CCI) sector is recognised for its growth, economic 

contribution and innovation. While regarded as a sector that thrives in cities, creative 

practice in non-metropolitan settings has been disregarded and marginalised. As 

regional and rural centres have endeavoured to put in place strategies to support CCI, 

the use of policies intended for city-based growth have been applied inappropriately. 

Furthermore, the aim to produce economic outcomes has obscured the cultural and 

social value that the creative sector can offer both urban and regional locations. 

This research study sought to identify the ways in which policy has operated in the sector 

and then to discover how the prevailing themes of CCI policy could be adapted to 

produce strategic action plans that respond to the specific conditions of a place. A 

detailed literature review of policy documents identified themes covering all the existing 

approaches to supporting CCI development. This led to the creation of a new scaffold 

(the Action in Cultural and Creative Industries Strategic Scaffold [ACCISS]) which 

provides policymakers with a full palette of strategic action options that may be suitable 

for CCI support. This scaffold system has been explored with creative practitioners and 

people working with policy in local regional settings. A case study of the New South 

Wales Central West region has provided insights about the lived experience of regional 

creative practitioners and the way their practice intersects with the 20 themes of the 

strategic action scaffold. 

Creative practice is active within the geographical area studied, but the relevance of 

policy interventions to regional creative practitioners varies. The findings of this 

research study show that greater policy knowledge can be applied to support 

approaches to CCI development that are specific to place and consider the “triple 

bottom line” of producing economic, cultural and social impacts through regional 

creative practice.  
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Chapter One: 
 

Introduction 

This introductory chapter sets out the main proposition of the thesis. It 
establishes the framework of enquiry into non-metropolitan cultural and 
creative industries and finding appropriate place-based approaches to 
policies and strategies for their development. The context of the research, 
using a specific geographic area of Australia, is explained and the key 
concepts of the research are introduced. The relationship of this work to 
other research is also established. 

Cultural and creative industries operate at a local level in non-metropolitan 

communities throughout Australia. The creative practitioners working in the sector help 

to shape the identity of these communities and provide input to these places 

economically, culturally and socially. Their roles within these locations need to be 

recognised and, in turn, their work needs to be supported and responded to. This 

research aims to show the ways in which this support can be delivered through policy 

development and strategic action planning that fits the conditions and identity of these 

non-metropolitan communities. One of the regionally based practitioners who was 

interviewed for this study gave the following response, which reflects much of what is 

at the core of this research. 

The work that we do is really tied into the identity of the community. I think 
about it all the time, every time I write a grant or a project, it's at the 
forefront of my mind, how I interact with my immediate community and the 
place where I make work. (Practitioner A) 

The cultural and creative industries sector has been established as an area of discourse 

for over 20 years, although its existence has been accepted as being active for thousands 

of years of civilisation. The adoption of the term “creative industries” by the United 

Kingdom (UK) Blair government and “New Labour” in 1998 led to a new focus on policy 

for the sector across many countries. However, the language used in regard to the sector 

has varied globally across different geographic domains. In my research I have chosen 
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to use the term “cultural and creative industries” (CCI)1 in recognition of the broad 

spectrum of creative activity that takes place, encompassing both newer mass-media 

creative practice and more traditional arts practice. The term better reflects the 

inclusion of the more traditional activities that typically happen within CCI in the non-

metropolitan regions of Australia. 

Using a case study of the Central West region of New South Wales (NSW)—where I am 

employed supporting arts and cultural activity across the region—this research focused 

on one geographic area to show how non-metropolitan CCI function and their 

relationship with policy. The research used a mixed methods approach to examine ways 

in which knowledge of policy themes can be applied to develop and support regional 

and rural locations in ways that are place-appropriate. This responds to the perception 

that CCI discourse and government rhetoric has placed a strong emphasis on cities when 

discussing the economic benefits and highlighting the successes of the CCI. These urban 

locations offer critical mass to build lucrative markets, along with strong networks which 

advance learning, ideas, exchange and collaboration, as well as supporting effective 

value chains of production. 

In regional areas such as the one I work in, away from Australia’s large state capital cities, 

these networks are smaller, the value chains often simpler and the economic benefits 

of the sector are rarely as impressive as some of those found in cities. These factors, 

along with the sector’s regional strengths of traditional crafts and working with small-

scale localised markets, have often left non-metropolitan CCI marginalised within 

current discourse (Ragusa, 2014). This has been compounded by the tendency of non-

urban areas to apply policy that has been developed in cities (Luckman, Gibson, & Lea, 

2009) and is therefore poorly suited to smaller centres. Furthermore, policymakers and 

implementers of policy in non-metropolitan areas are often ill-equipped to find their 

own localised pathways to supporting creative activity, unaware of the full range of 

strategic interventions that can be actioned in order to create a thriving creative sector 

Bell & Jayne, 2010). 

 
1 I have not used the plural “s” at the end of the acronym “CCI”—as some authors do—on the grounds 
that the term is already a plural. 
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By using the stories and experiences of creative practitioners working in a regional area 

of Australia that is neither a CCI powerhouse nor a dead-spot of inactivity—but rather 

what UK author David Bell (2015) would describe as “ordinary”—this research provides 

an understanding of regional practice and identifies where it intersects with the themes 

that typically appear throughout policy documents. This has led to the development of 

a framework, and the creation and testing of a strategic action scaffold, that enables 

comprehensive place-appropriate policy support that can be applied to different 

contexts to assist the CCI sector to contribute to the economic, social and cultural 

wellbeing of places. 

As a researcher embedded in the CCI sector, my role and relationships, as well as the 

issue of bias, need to be explained. I am an arts bureaucrat working in the NSW Central 

West region. I am also a creative practitioner, working professionally as a musician. My 

full-time employment role is Executive Director of Arts OutWest, one of 14 Regional Arts 

Development Organisations (RADOs) in NSW. The mission of Arts OutWest is “to 

promote, facilitate, educate and advocate for arts and cultural development in the 

communities of the NSW Central West”.2 Arts OutWest is not a funding body; however, 

our core business involves providing assistance, advice and support, running a large 

media and promotions program for arts in the region, developing strategic relationships 

within the arts and with other sectors, and advocating for the region’s arts and creative 

activity. We also deliver projects which are focused on our strategic priority areas: 

currently these are Aboriginal arts development, arts and health, and cultural tourism. 

All three levels of Australian government contribute to our funding; our main funder is 

the NSW Government through Create NSW, with the 11 local government areas (LGAs) 

in the Arts OutWest region contributing on a per capita basis and the Australian federal 

government funding our Aboriginal arts program. 

Due to my position, I have a relationship with most of the creative practitioners in the 

region as well as with the cultural institutions and organisations such as galleries, 

theatres, conservatoria and museums. I liaise with councils as well as members of 

parliament and have played a part in state policy development when I was one of eight 

members making up the NSW Taskforce for Health and the Arts. This provides insight 

 
2 https://artsoutwest.org.au/about/ 

https://artsoutwest.org.au/about/
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and knowledge which informs my research but also raises issues of bias. To address this, 

measures have been taken to ensure that all participants were aware that my research 

was being undertaken separately to my work at Arts OutWest, that their participation 

was voluntary and not connected to receiving the regular support they are entitled to in 

my role at Arts OutWest, and that their identity within the research will remain 

anonymous and not be discussed within my employment at Arts OutWest. It was, 

however, made clear to participants that the research findings may have direct benefits 

to Arts OutWest and other RADOs in NSW and may inform our future practice in 

developing strategic directions for the organisation. The fact that I work as a 

professional musician, conducting choirs and working as a harpsichordist with 

ensembles and orchestras in the region, further informs me about the way in which non-

metropolitan creative practitioners operate. At the outset of the research I had many 

“hunches” about the way the sector operates, but applying a rigorous research 

methodology to these hunches has enabled me to present findings that are underpinned 

by good process. 

The research study set out to achieve three aims. First, it aimed to provide a case study 

of the NSW Central West region that contributes to the knowledge of how creative 

practitioners operate in non-metropolitan settings, as well as their motivations, 

challenges and strengths. A second and more important aim was to provide an 

understanding of the range of policy interventions that are used in the CCI sector and 

the way in which these approaches connect to the lived experience of practitioners 

working in regional and rural locations. The research also aimed to construct a new 

approach to place-specific policy by developing and testing a scaffold for CCI strategic 

development. As part of the process of achieving these aims, two research questions 

were established at the outset: 

1. How does location affect the creative output and operations of non-

metropolitan cultural and creative industries? 

2. What are the factors that enable cultural and creative industries to operate 

successfully in non-metropolitan settings? 

These two question require some breaking down so that the terminology is understood 

and the criteria that stems from that terminology is clarified. The two questions 

represent the two aspects of this research: place and policy. Using a framework based 
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on Bourdieu, the first question leads to an exploration of the habitus of creative 

practitioners and the way they adapt and respond to the field in which they operate – 

that of regional CCI practice in the NSW Central West. The second question leads to an 

identification of policy approaches and explores whether the standard policy 

approaches found in CCI policy are a fit for the field of regional practice.  

 

Question one, when framed around an approach based on Bourdieu, is an investigation 

of the interplay between the habitus – the everyday thinking and actions of creative 

practitioners, and the field – that of CCI located in the NSW Central West. Focusing on 

space and place, the question raises the tensions that exist between the habitus and the 

field and seeks to identify the ways in which creative practitioners adapt their behaviour 

or their practice in order to be able to function effectively within the non-metropolitan 

setting. The habitus of creative practitioners involves looking at their motivations as part 

of their dispositions and what Bourdieu refers to as their embodied cultural capital such 

as skills, knowledge, mannerisms and interactional style. Question one will elicit an 

interpretation of the way this habitus changes when placed within a regional setting 

with its particular social structures and conventions as well as the influence of the 

physical environment. The confluence of habitus and field will provide a background to 

investigate the way creative output and operations are carried out. 

The second question, looking at the enablers of creative practice in regional settings, 

leads to an exploration of policy. The terminology within the question targets the 

cultural and creative industries which is a problematic term, but has been consciously 

used to acknowledge that while there is an interest in finding the ways in which creative 

practitioners can have viable businesses, the research takes a position that aims to allow 

the focus to be shifted away from only looking at economic solutions. The question uses 

the term ‘enablers’ because this can include finding ways for creative practitioners to 

gain social and cultural benefits, as well as the usual economic outcomes associated with 

CCI in what is sometimes referred to as “the triple bottom line” of cultural practice. The 

research aims to avoid the neoliberal agenda sometimes associated with CCI, but 

nevertheless does not ignore the fact that people operating with the sector usually hope 

for some financial benefits for their activity. 
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The exploration of these questions provides new knowledge that may be useful for a 

range of people. Primarily, the work offers awareness which assists policymakers and 

those endeavouring to effect change and growth in the CCI sector, especially at local 

level. This includes industry groups representing either the entire CCI sector or those 

working to support a specific sub-sector of CCI, as well as those organisations more 

generally concerned with supporting development and making beneficial links with the 

creative sector to assist in economic, social, cultural or environmental activity. The 

research is highly relevant to local government and the use of the strategic action 

scaffold can extend beyond those sections of councils working in cultural development 

to include areas such as planning and economic development. Beyond the local level, 

those working at state, national or even international level will be able to apply the 

findings to broach the challenge of ensuring that non-metropolitan CCI are not 

marginalised in policy support. At the other end of the spectrum, creative practitioners 

may find it useful to consider their own place within the ecology of the sector and to 

identify potential actions for either their own career development or to lobby for the 

support of their sector. 

To ensure that the research was based on sound principles, the work of several authors 

has informed the theoretical framework. Bourdieu’s work on habitus presents a concept 

with immediate resonance for exploring the way of working of non-metropolitan 

creative practitioners. Originally presented in the 1970s, Bourdieu’s Outline of a Theory 

of Practice (Bourdieu, 2013) was essentially established to provide a more balanced 

approach to understanding human behaviour. Bourdieu sets out an approach that 

resists structuralist thinking and modifies it to allow for the complexity of choices 

involved in human actions. Structure is not completely dismissed, but the concept of 

habitus provides a basis for discerning and interpreting social action while also 

considering not only the input of structures and history, but of practice and strategies. 

Habitus facilitates the balance of structure and agency, enabling perception of creative 

practitioners as agents working with cultural, social and economic capital in the field of 

non-metropolitan CCI, responding to a range of influences with many different 

responses. The effect of location on creative practice can therefore be explored without 

simplifying the behaviours through generalisations that do not reflect the reality of 

creative practice. 
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Uncovering the complex reality of located practice links to another influence on the 

current research, coming from the discipline of human geography. To avoid the 

depiction of regional and rural places in ways that do not reflect their reality, either by 

over-romanticising them as rural idylls or representing them as cultural wastelands (Bell 

& Jayne, 2010; Luckman, 2012; Ragusa, 2014), the concept of “imagined geographies” 

was used. Furthermore, in spite of his overwhelmingly urban focus on Los Angeles, the 

work of Soja (1989, 1996) has been influential in shaping an approach that kept spatiality 

at the heart of an investigation spanning the cultural, economic, political and social, 

albeit in a non-metropolitan context. Applied to regional and rural CCI, Soja’s use of the 

concept of “imagined geographies” assists in untangling the reality of lived experience 

from illusory images. 

A mixed methods approach was employed to gain the data necessary to understand the 

range of creative practice across the field of study, the NSW Central West region (using 

the area covered by Arts OutWest), and to link these perceptions with policy. A bricolage 

approach was used that fitted with the fact that my employment within arts and CCI 

development gave me access to a range of opportunities. The mixed methods used 

included interviewing non-metropolitan creative practitioners within the geographic 

field of study, interviewing people involved in policy, observing creative practice and 

economic development interventions, accessing existing statistical data to create new 

tables of local CCI information not previously available, and analysing policy documents 

using a coding approach. 

Although the starting point for the research was an ethnographical approach—as my 

primary interest was in the way creative practitioners worked—over time the approach 

became one of action research. After gaining ethics approval (see Appendix A), the initial 

data collection and analysis pointed to a gap in policy development. By responding to 

this gap by developing my own scaffold, it also became evident that this approach 

needed to be tested and refined as part of the research process and the establishment 

of new knowledge. For this reason, a second ethics approval was organised that enabled 

this testing and allowed the voices of policymakers to be brought into the discussion. 

The literature related to the research was drawn from a wide variety of disciplines: 

cultural studies, human geography, economics, sociology, urban planning and 
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psychology. Policy is a theme that runs through almost all of the academic literature 

sourced in my research; most authors refer to the need for good policy as the main 

antidote to challenges within the sector. Despite this almost universal 

acknowledgement of the importance of policy, comparatively few authors focus on the 

topic, although there are many notable exceptions (e.g., Cunningham, 2009; Flew, 2010; 

Foord, 2008; S. Galloway & Dunlop, 2007; Grodach, O'Connor, & Gibson, 2017). 

Since the emergence of the creative industries debate in 1998, there have been changes 

in the topics researched and concerns raised. Initial discussion was often heavily focused 

on the challenges of mapping and accurately measuring the sector (Higgs & 

Cunningham, 2008). The economic value of the sector was also a strong theme (Amin & 

Thrift, 2007; Towse, 2013a), although there was a backlash from a number of authors 

perturbed at the effects of neoliberal ideology on the cultural sector (Garnham, 2005; 

C. Gibson & Klocker, 2005; Oakley, 2006). Other issues came to the fore, such as the 

precarious nature of creative work (Neilson & Rossiter, 2008; Ross, 2009), as well as the 

lack of diversity in the workforce despite its image as being open and tolerant (Eikhof & 

Warhurst, 2013; Gill, 2002; Hesmondhalgh & Baker, 2015). The influence of Richard 

Florida’s “creative class” concept (Florida, 2002) and the “creative cities” agenda 

permeates much of the literature, despite highly critical responses contesting the 

validity of his ideas (e.g. Glaeser, 2005; Peck, 2005), and in recent years this influence 

has waned. 

The pre-eminence of cities within this debate is firmly established (Scott, 2014), but 

understanding regional and rural practice in CCI is also covered. Some of the work 

exploring examples of non-metropolitan CCI has been led by researchers in Australia 

(e.g. Daniel, 2013a, 2013b; C. Gibson & Stewart, 2009; Luckman, 2012). Work from other 

parts of the world also offers much value in understanding the regional and rural 

context, but highlights some of the differences in these settings such as the disparity in 

size of what are termed “small cities” (Bell & Jayne, 2009; Lewis & Donald, 2010), the 

level of potential for innovation in rural communities (Gülümser, Baycan-Levent, & 

Nijkamp, 2010) or the part that distance and proximity play (Shearmur, 2010). Overall, 

the common themes across the non-metropolitan CCI literature on diverse settings 

provide very useful insights, such as the common motivations to be located in regional 
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places (Herslund, 2012), the challenges of poor broadband (L. Galloway, 2007) and the 

need to retain talent (McGranahan & Wojan, 2007; White, 2010). 

Identifying the areas of policy development in CCI within the academic literature 

revealed some disparity between the way in which the literature approaches the area 

of policy compared to the way it is presented in actual policy, with some topics within 

policy development being largely neglected. Some policy documents are focused on very 

particular themes, such as the protection of intellectual property (IP) (World Intellectual 

Property Organization, 2015) or an interest in developing clusters as a tool for 

development (BOP Consulting, 2010, but many of the documents cover a wide range of 

topics. The coding analysis of 115 documents from both Australia and from around the 

world produced a list of 20 policy action themes but showed that very few documents 

concerned themselves with the full range of those identified themes. This can be 

acceptable as it is not necessarily appropriate for a single policy to try and achieve 

growth across the full gamut of development areas, but it does suggest a tendency for 

policymakers to lack awareness of all possible policy interventions. Exceptions to 

narrow-focused policy include wide-reaching work done by the United Nations 

Conference on Trade and Development (UNCTAD) (United Nations, 2008, 2010) and the 

extensive work done by UK organisation Nesta3 (e.g., Bakhshi & Cunningham, 2016; 

Nesta, 2014). In Australia, where my research was located, there has been work done 

by a number of the states (NSW Government: Creative Industries Taskforce, 2013; State 

of Victoria, 2015) but little in recent contributions that takes a national view of CCI 

development. 

The approach to policy development can be seen as fragmented and often constricted. 

The case has already been made by Luckman et al. (2009) that CCI policy is often poorly 

applied to non-metropolitan settings. My research addressed these weaknesses by 

bringing the themes of policy together in a way that has not been explicitly done before, 

making these policy themes accessible through the creation of a new strategic action 

scaffold. The fact that this work has been informed by the narratives of individual 

creative practitioners based in a non-metropolitan region and tested on people directly 

involved in policy gives this research the ability to provide opportunities for new 

 
3 Nesta is a United Kingdom innovation foundation originally established as NESTA: National Endowment 
for Science, Technology and the Arts. 
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solutions to the challenges of supporting CCI that are located away from the advantages 

offered by the urban milieu. The combination of the non-metropolitan case study of 

creative practitioners in the NSW Central West region, supported by statistical evidence, 

the analysis of a wide range of policy documents, and the creation and testing of a new 

scaffold for CCI development, offers a way forward for previously marginalised areas to 

reap the economic, social and cultural benefits of a well-supported creative sector. 

  



11 

Chapter Two: 
 

Literature Review 

This chapter outlines relevant literature in two sections. The first part 
explores the theme of place and examines examples of cultural and 
creative industries practice that have a strong connection to place, in 
particular those based in non-metropolitan settings. The second part 
discusses literature about CCI policy and strategic action. 

The two central themes of my research were place and policy and the way they relate 

to cultural and creative industries (CCI) development, particularly in non-metropolitan 

settings. There is a vast amount of literature that relates to these two topics. This 

chapter focuses on much of the academic discourse around these two themes. The 

policy documents themselves will be discussed separately in Chapter Four where I will 

show the themes that emerged from the analysis. 

While geographers feature strongly in the literature about space and place, discourse 

about place spans many disciplines. Space and place have become “totemic concepts” 

(Hubbard & Kitchin, 2010) for those exploring social, cultural, economic and political 

relations. This means that the concept has been explored in fields such as cultural 

studies, economics, urban planning and across a range of social sciences such as 

psychology, anthropology and sociology. Within this literature, particularly among 

human geographers, there has been a complex exploration of the distinction between 

space and place by authors such as Massey (1991, 1993), Tuan (1979) and Thrift (2003). 

From these in-depth and sometimes provoking reflections on the differences between 

the terms “space” and “place”, of relevance to my research is the way in which places 

are constituted of intersecting influences (Massey, 1991), and the way in which these 

places experience an ongoing flow of ideas, material goods, technology, finance and 

media (Appadurai, 1990). These large concepts regarding space and place then influence 

the understanding of the more tangible workings of the CCI sector. 
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Space and Place in the Cultural and Creative Industries 

Creative space is a concept that appears throughout the literature of the CCI sector, 

debated from many perspectives. Discussions about the use of clustering and the 

building of infrastructure appear frequently, creative practitioners’ need for space is 

discussed, and the place of the city and comparisons with other settings has an 

important place within the discourse. However, before discussing the literature relating 

to these issues it is necessary to address the impact of arguably the biggest influencer 

of perceptions about creative space over almost 20 years, Richard Florida. Although my 

research has never been focused on an attempt to repudiate the concepts that Florida 

has so firmly embedded into cultural policy and urban planning, the reach of Florida’s 

work has been so pervasive that addressing the problems within his concepts is an 

intrinsic part of exploring ways of finding place-appropriate avenues of strategic 

development for non-metropolitan CCI. 

Until recent years, the influence of Richard Florida and his concept of the “creative class” 

(Florida, 2002) has been significant throughout much of the literature on creative space, 

responsible for both enthusing people in many parts of the world to apply his idea of 

embracing the “three Ts” of technology, talent and tolerance in order to create a 

favourable environment of a thriving city, while at the same time causing many 

inappropriate policy interventions due to flaws in his creative class manifesto. Although 

Florida refined his ideas in later books (2003, 2007), the fundamental problems of his 

original case for creative cities were never adequately addressed. These problems have 

been exhaustively critiqued, in some cases quite savagely. They include the problematic 

broad definition by which Florida identifies the creative class (Cunningham, 2011; Foord, 

2008; Markusen, 2006) and the concerns of negative impacts on suburbs gentrified by 

an influx of the creative class (Long, 2009; Peck, 2005). Pratt (2008) is critical of Florida’s 

agenda for only valuing creativity and culture for its ability to attract creative workers to 

cities who can contribute economically to those places, rather than celebrating culture 

for its intrinsic value. 

These are valid concerns, but there are two issues within Florida’s creative class agenda 

and the creative cities movement that ensued from it that I perceive as being of even 

greater concern. The first is that a number of authors have presented compelling 

arguments that Florida’s approach doesn’t work. Malanga (2004), Peck (2005), 
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Markusen (2006), Pratt (2008) and, more recently, Nathan (2015), have all provided a 

strong case that there is no causal relationship between Florida’s indices of creativity 

and actual creative output, with Montgomery (2005) claiming that application of the 

indices that Florida uses to measure the creative level of cities produces a list of high-

ranking cities that are clearly not as strong as some that are ranked more lowly. This was 

supported by another study (Hoyman & Faricy, 2009) that found, using Florida’s own 

indices, no statistical evidence of any correlation between cities with higher proportions 

of creative class workers and any economic growth. Storper and Scott (2009) also 

support this argument, claiming that cities grow on the basis of their ability to generate 

jobs rather than on the basis of cultural amenities. This suggests that there may have 

been many policies resulting in the expenditure of public money on the basis of an idea 

that has been shown not to work, although there is also a body of literature that has 

investigated the application of Florida’s ideas to different contexts around the world 

with some success (Bayliss, 2007; Bontje & Musterd, 2009; Černevičiūtė, 2011; 

Lazzeretti, Capone, & Boix, 2012; Marlet & van Woerkens, 2007). 

The second major concern is that Florida’s agenda and his methodology are aimed at 

cities but have been frequently applied to smaller centres and even rural settings. This 

has been tested by several studies. For example, research in Scandinavia (K. Andersen, 

Hansen, Isaksen, & Raunio, 2010; Asheim & Hansen, 2009) and in Darwin, Australia 

(Luckman et al., 2009) have comprehensively shown that Florida’s approaches are not 

suitable for regional and rural places. Conversely, in the United States (US), McGranahan 

and Wojan (2007) argue that the application of Florida’s thesis in rural settings is 

supported. A number of Canadian studies have questioned the suitability of the 

approach when applied to small cities (Grant & Kronstal, 2010; Lepawsky, Phan, & 

Greenwood, 2010; Lewis & Donald, 2010). These and other studies provide a variety of 

cases and a range of different methodologies, but all raise sufficient doubt about the 

effectiveness of Florida’s ideas in non-metropolitan settings for policymakers to be wary 

about adopting his approaches. 

After the initial enthusiastic embrace by many policymakers of the Florida approach to 

urban planning, other criticisms have been raised. These include the way his work feeds 

into a neoliberal agenda based only on economic gain (Gibson & Kong, 2005; McGuigan, 

2009), that it relies on the premise that people need to be attracted to a location, rather 



14 

than supporting the creative practitioners already living and working there (Shaw, 2014), 

and making a problematic assumption about the willingness of the creative class to be 

mobile (Oakley, 2006). However, the legacy of Florida’s work can still be found in many 

current approaches, even when not directly attributed to him. Clearly this has involved 

a trial-and-error approach in many cases and adjustments have been made, as 

advocated by Lewis and Donald who argued in 2010 for a new set of indicators more 

suited to smaller centres of activity, while Shaw (2014) used her case study of 

Melbourne’s successful creative spaces program to argue for a complete rebuttal of 

Florida’s approaches. These authors provide a convincing case supported by a body of 

evidence for questioning Florida’s work. In keeping with these authors, my research will 

not use the ideas of Florida to shape policy approaches to planning spaces or developing 

a “creative class” in my research. 

In recent years the direct referencing of Florida’s influence has clearly waned, and in its 

place we can see a new, more inclusive approach emerging that has arguably evolved 

from his approach while also rejecting some of its aspects: that of the liveability agenda 

as discussed in Atkinson and Easthope’s (2009) exploration of the creative cities agenda 

when applied to Australian cities. However, unlike Florida’s approach in which creativity 

is central to the development of attractive places to live, the indices more recently used 

to measure the liveability of cities tend to consider issues such as income, housing, travel 

to work and housing tenure (Ryan & Selim, 2017). While it is possible that discarding 

Florida’s creative cities approach may be assisting in the downgrading of creativity 

within new policy agendas, the case for providing cultural facilities within developments 

is consistently made throughout other literature discussing the creation of liveable 

spaces (Bell & Jayne, 2010; Lewis & Donald, 2010; Pratt, 2008). 

Non-metropolitan cultural and creative industries issues 

The specific topic of how CCI operate in non-metropolitan settings has been addressed 

by numerous writers over the past decade, with some of the work in Australia being at 

the forefront. For instance, Chris Gibson’s extensive work draws on his expertise in 

human geography to examine a range of contexts that depart from the frequent theme 

of the city as the central crucible of creative practice. He, along with a number of 

research collaborators, has studied creative practice in country towns (Waitt & Gibson, 
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2013), small cities (Gibson, Luckman, & Willoughby-Smith, 2010; Luckman et al., 2009; 

Waitt & Gibson, 2009) and non-metropolitan festivals (Gibson, 2007; Gibson & Stewart, 

2009). 

Gibson and Klocker also had an influential early paper published in 2005 which outlined 

the main issues they identified as existing in regional development of CCI: the balance 

of production and consumption, the marginalisation of regional areas considered to not 

be creative, the inability of local governments to understand the sector and to imagine 

creative practice that is not overly connected to a neoliberal agenda celebrating only 

the economic value of the CCI, and the need to appreciate the spatial differences across 

Australia. Their paper focuses on the policy implications of these issues and provides a 

discussion at a relatively early stage of CCI discourse of the challenges that remain at the 

forefront of concerns well over a decade later. This nexus of creative practice, 

regionality, policy and concerns about neoliberalism, makes it highly relevant to my 

research, while also being seminal across the wider CCI debate. The Gibson and Klocker 

position of finding policy pathways that are not excessively economic in their approach 

is one I have aimed to factor into my research. 

Additional issues have emerged since Gibson and Klocker’s early discussion, and their 

paper was complemented by a broader discussion in the same year (Gibson & Kong, 

2005) that sought to clarify the concept of the cultural economy. Gibson’s awareness of 

the influence of place in developing policy and action that responds to the particularity 

of location can also be found through his contribution to the 2013 report by the United 

Nations Conference on Trade and Development (UNCTAD) that examined the different 

ways in which developing countries have been approaching the opportunities of growing 

the CCI sector. 

Gibson’s valuing of the work being done in the regional areas of Australia was also 

reflected in the selection of works featured in an issue of the journal Australian 

Geographer—subsequently published as a book—in which, as guest editor, the articles 

he presents provide a series of case studies from different regional contexts, raising 

different issues depending on the setting and the research undertaken. A study in 

Broken Hill reveals the tension between lifestyle opportunities and the location 

challenges of difficult access to markets due to distance (L. Andersen, Ashton, & Colley, 
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2010). A study in Western Australia shows the effects of cultural migration away from 

regions and the need to maintain cultural connection even when physically distant 

(D. Bennett, 2010). Curtis’s exploration of Wangaratta questions its identity as a jazz 

centre and discusses the way in which hosting a major jazz festival shapes the identity 

of this place (Curtis, 2010). Mayes (2010) also explores aspects of placemaking, 

discussing the way in which cultural production, in this case locally produced postcards, 

can influence community. Another article in this edition shows that Indigenous hip-hop 

can flourish in disparate locations and is not dependent on urban centres to create hubs 

of activity (Warren & Evitt, 2010), while Verdich (2010) applies the creative agenda of 

Richard Florida to apply a lens to creative migration in the Tasmanian regional centre of 

Launceston. 

Along with three other articles that show that small cities and suburban areas also foster 

creativity away from large metropolitan centres (Brennan-Horley, 2010; Felton, Collis, & 

Graham, 2010; Gibson et al., 2010), this journal edition makes an important contribution 

to the literature in terms of case studies that exemplify Australian regional creative 

practice. While this is highly relevant to my research, what these articles contribute to 

my central theme of policy development is less clear, and it is mainly in two articles co-

written by Gibson himself that policy implications are discussed. Darwin provides a 

context to present the challenges of policy development in the context of a remote small 

city (Gibson et al., 2010), exploring the difficulties of developing support for that sector 

when it has not featured strongly against other sectors such as mining and tourism. In 

an earlier collaborative paper (Gibson, Murphy, & Freestone, 2002), a broad look at the 

statistics of the cultural economy across Australia led to the identification of a range of 

issues associated with place such as housing markets, intra-regional migration, 

employment and business activity. The policy ramifications of these observations were 

recognised, including the need to consider the problems of uneven development and 

the spatial polarisation between metropolitan and non-metropolitan areas that can 

result. Another valuable point that emerged from Gibson in this edition, this time in his 

editorial (2010), is the fact that the Australian regional context often features large 

distance and geographic isolation. These factors make some of the findings from work 

on non-metropolitan CCI in other more densely populated parts of the world difficult to 

apply to the experiences of regional Australia. 
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The Gibson and Klocker (2005) paper was not only influential in academic thinking about 

the sector, it was also a forerunner of much of the later literature that attempted to 

address cultural policy, especially when linked with uneven development such as that 

encountered in Australian regional areas. It identifies the problems caused by a 

neoliberal agenda attached to approaches based on Florida’s creative class model and 

recommends a more inclusive approach that considers the effects of a successful 

cultural sector on social cohesion. In doing so it sets a position that can underpin future 

development. What it, and much of the other policy-based CCI literature does not do, 

however, is point to the way in which alternative approaches can be implemented. This 

is not so much a criticism of Gibson’s work but an identification of where the gaps exist. 

Gibson’s work can allow us to see the reasons for instituting cultural development 

approaches and what to avoid—the “why” of CCI regional development rather than the 

“how”. While it could be argued that it is the work of policymakers themselves to find 

out how to address the problems, I would argue that the failure of most commentators 

to identify the appropriate mechanisms of change in cultural development is reflected 

in the many examples of narrow focus within policy documents. It was arguably Florida’s 

clear-cut—if flawed—approach to enacting cultural development with its creativity 

indices, three Ts advocacy and the explicit goal of an affluent creative class workforce 

mobilisation, that made it so attractive to policymakers around the world. 

The theme of regional cultural practice has been further explored by one of Gibson’s 

collaborators, Luckman. In particular, her book on locating regional creative practice 

(2012) provides not only case studies of the Barossa region in South Australia and rural 

parts of the United Kingdom (UK), but she picks up the theme of “good work” and the 

need to escape the over-romantic image of the regional or rural worker. In exploring 

these themes, Luckman broaches questions of policy. Luckman argues that her theme 

of good work, taken from Banks and Hesmondhalgh (2009) and examining work 

conditions in CCI, is relevant to regional and rural creative practitioners because they 

are “seeking to create physical, economic and emotional space for it while negotiating 

the multiple contingencies of place” (Luckman, 2012 p. 1). 

Her discussion about the role of emotion for creative practitioners in their attachment 

to both work and place is particularly relevant as she identifies the disjunct between 

localised regional work that is often small-scale, handmade and sustainable, and a policy 
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discourse attached to economically lucrative large-scale parts of the CCI sector. 

Although her language differs from that of Gibson’s usage of “neoliberalism”, and is 

more about the problems of economic rationalism and the one-size-fits-all formulaic 

creative city agendas and top-down approaches, she has identified essentially the same 

problem. She writes about the way in which the themes of small-scale, sustainable rural 

creative production run in opposition to much of the CCI discourse and contrast with the 

discourse of government policy, distanced from “the mainstream of ‘respectable’ 

creative industries research” (Luckman, 2012, p. 28). This work is a strong influencing 

factor in my choices about investigating creative practice in the NSW Central West 

where the small scale, the hand-made is a frequent part of local production. By 

reiterating the position of Luckman I aim to reinforce the argument that this type of 

creative output has a place within CCI debate and should not be marginalised or 

excluded from policy or from organised industry support. 

Like Gibson, Luckman concerns herself with the big-picture ideological thinking of policy 

rather than the intricacies of the mechanisms that can contribute to more even 

development in the field. In Luckman’s book, the examples from interviews with 

practitioners provide some understanding of the ways in which regional practitioners 

need assistance. While Luckman has an interest in small-scale handmade production—

she has written in other publications specifically about craft (Luckman, 2015a, 2015b)—

in her 2012 book she covers the experiences of regionally based practitioners from 

across many of the sub-sectors of CCI. Supported by data from these participants, 

Luckman’s discourse is wide-ranging, covering issues such as precarious labour, the 

challenges of digital connection in rural places, links to tourism, sustainable work and 

the problems of gentrification in rural areas. 

This book filled a gap at the time through providing an in-depth discussion of creative 

practice beyond the major capital cities. The title mentions that it discusses both the 

politics and poetics of rural, regional and remote practice; however, Luckman leaves the 

area of policy development relatively untouched. By the end of the book the author 

advocates for a slow movement in non-metropolitan creative practice while 

acknowledging that the experience found in her research shows that practitioners are 

simply finding their own way without reference to belonging to any wider impetus. This 

book then is a valuable resource in understanding the nature of regional creative 
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practice while leaving the door open to finding appropriate responses through action, 

strategy and policy. 

Another researcher whose case study research in Australia demonstrates that artists 

feel disconnected to any sort of movement or policy is Daniel (2013a, 2013b). This work 

uses coastal regions of northern Queensland (in particular, the major regional centres 

of Townsville and Cairns) to explore the way in which artists operate and the links to 

policy. Daniel identifies that some of the value in his research lies in the fact that there 

has been little previous study of the north-eastern coastal area of Australia. Although 

the point has been made that different areas of regional Australia can vary greatly 

(Gibson & Klocker, 2005), Daniel found that the participants in his study of the coastal 

regions of northern Queensland experienced the same sorts of challenges and concerns 

as those experienced in studies in other non-metropolitan geographical areas: isolation 

and the importance of networking, the need to grow their businesses, and recognition 

of the requirement for access to training, mentoring and support. The participants in 

Daniel’s study had little knowledge of or interest in policy. This tells us something 

important about the way creative practitioners interact with policy and who policy is 

actually for, a finding that has not clearly been shown in other studies. It has implications 

for the way policy is developed, disseminated and implemented. 

Literature from Australia is clearly the most directly relevant to my investigation of CCI 

using a regional area of New South Wales (NSW). There are few examples of research 

that focus on regional NSW, particularly if, in a definition of regional, you do not include 

cities of more than 100,000 people like Newcastle and Wollongong, according to the 

Rural, Remote and Metropolitan Areas index rather than using the Australian Bureau of 

Statistics’ Accessibility/Remoteness Index of Australia4 (Callinan, 2015). A thesis that 

explored the screen industries of the Northern Rivers area of NSW (Henkel, 2010) 

provides insight and commentary on this sub-sector of CCI, but it should be remembered 

that the “hotspot” of that region of northern NSW outperforms other regional areas of 

the state (BYP Group, 2018) and cannot be considered typical. A study of an art gallery 

in a NSW south coast town (Waitt & Gibson, 2013) provides a discussion about how the 

presence of the gallery can contribute to “a sense of self in an otherwise antithetical 

 
4 https://www.abs.gov.au/websitedbs/d3310114.nsf/home/remoteness+structure 

https://www.abs.gov.au/websitedbs/d3310114.nsf/home/remoteness+structure
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social and cultural context” (p. 75), which indicates that further exploration of how arts 

facilities and practice contribute to the social and cultural fabric of regional towns in 

Australia, and in particular NSW, is needed. There are also lessons to be learned from 

several international examples. This does not necessarily include the plethora of 

examples that apply Florida’s creative class approach to different contexts around the 

world with a range of success. These contribute to our understanding of creative 

practice in different locations, but are too numerous to be able to cover in this review. 

I have now read over 50 case studies that have applied Florida’s framework—including 

in Europe (for example, Bontje & Musterd, 2009; Boschma & Fritsch, 2009; Černevičiūtė, 

2011; Lazzeretti et al., 2012; Martin‐Brelot, Grossetti, Eckert, Gritsai, & Kovacs, 2010) 

and especially Scandinavia (K. Andersen et al., 2010; Arvidsson, Malossi, & Naro, 2010; 

Asheim & Hansen, 2009); the UK (Grant & Kronstal, 2010; Houston, Findlay, Harrison, & 

Mason, 2008) and the US (Donegan, Drucker, Goldstein, Lowe, & Malizia, 2008; Grodach, 

Foster, & Murdoch, 2014; Zimmerman, 2008). There are a small number that explore 

the framework in countries less associated with the rhetoric of either CCI or creative 

cities: mostly in Africa and particularly in Senegal (Hungerford, 2013), and in China (Dai, 

Zhou, Keane, & Huang, 2012; Poon & Shang, 2014). Across the range of stances that 

span being negative, positive or indifferent to Florida’s framework, all of these studies 

provide insights into the way the creative economy is working in different settings. 

However, many of them are of limited use in contributing to understanding the 

importance of place-based policy or understanding the way that non-metropolitan 

environments fit the framework. Apart from those that more generally critique the 

creative cities agenda, the most relevant are from Australia and Canada where there has 

also been an interest in investigating smaller urban areas and rural places. 

Beyond the Australian context, various published articles stand out for their relevance 

to both non-metropolitan CCI and to policy. One of the leading examples is a 2010 article 

by Bell and Jayne which uses a case study of rural Shropshire in the UK to explore “the 

neglect of the rural in cultural policy, which is matched by a neglect of the cultural in 

rural policy” (p. 209). The authors make a range of policy findings from their research, 

some of which are surprising. In Shropshire it was shown that rural CCI differ in many 

ways from their metropolitan counterparts: there has been less interest in commercial 

growth, they have not always contributed as much to local value chains as expected and 
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not all of the rural practitioners relied on broadband connection. However, this does 

raise questions of whether the same findings would also emerge a decade later, as much 

has changed in this environment since the publication of this article in 2010. 

More predictably, the three areas of support most needed by the participants in the 

case study were the need for their work to be showcased, for more networking and for 

more creative space, particularly for exhibitions. The range of sub-sectors in the study 

also has implications for targeting policy appropriately: typical rural artforms of craft 

and music were strong, but there was also representation of other contemporary media 

practice, breaking down the rural image of CCI. Perhaps Bell and Jayne’s most revealing 

finding was that the most highly represented areas economically—publishing and 

architecture—barely featured in any of the region’s strategic plans for CCI. The authors 

make a strong case for the need to understand the interactions of place, people and 

creativity in order to provide policy that does more than apply general principles that 

fail to recognise that “there is not one way of doing rural creative work, and the motives 

and rewards (and levels of success) are immensely varied and variable” (p. 217). They 

conclude by recommending that future work requires theorists and policymakers to 

engage more fully with the complexity and diversity of rural creative practice in more 

rigorous and nuanced ways. In a more recent publication (2015), Bell reiterates many of 

these themes and observes that while it is hard in policy to apply existing models of CCI 

in rural settings, it is even harder to develop alternative models. This has led to one of 

the main lines of enquiry in my research, and influenced my decision to consider both 

these options. 

Bell expresses concerns about urban bias and hopes for a time when rural CCI can be 

discussed without needing to reference this issue. Urban bias has been extensively 

written about throughout the literature and is a central theme in another UK case study 

exploring rural CCI practice, this time looking at a very specific project in Cornwall 

(Harvey, Hawkins, & Thomas, 2012). In their study, the authors identify clusters and 

networks as dominant themes throughout UK creative industries policy and use this 

ethnographic study to explore how the commonly city-based model works in an “other 

geography”. Given the prominence of clusters within CCI policy, this paper fulfills its 

purpose in articulating the ways in which one cluster has been able to operate in a non-

metropolitan setting. With its focus on clustering and networking, the paper’s scope 
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does not extend to the many other areas of policy that need to be understood in non-

metropolitan settings. It exemplifies, however, both the value and the limitations of 

many of the case studies of rural and regional CCI, providing detail and understanding 

across a small range of policy options. 

Another case study that merits special attention due to its specific contribution on non-

metropolitan practice comes from the west coast of Ireland (White, 2010). Here the 

communities across several counties genuinely represent small rural places removed 

from major urban centres, with the small city of Galway being the largest centre with a 

population of a little over 70,000. White’s mixed methods approach to data collection 

reveals some useful insights into the motivation of people to live and work regionally 

and also demonstrates the ability of some sparsely populated areas to produce 

surprising results in their ability to perform well in their commercial creative output. 

While this activity may not equate to the output of major cities, White makes a strong 

case for acknowledging non-urban areas as having viable CCI, most of them micro-

businesses that contribute to their communities on cultural, social and economic levels. 

Her choice to relate the research to determining whether the region she studied was 

able to attract Florida’s creative class obscures her more important points about the way 

in which those regional businesses were able to function and offer value to their 

communities. However, it should be remembered that at the time of publishing this 

material in 2010, the application of creative class approaches was the predominant 

theme in CCI case studies. 

The work of McGranahan and Wojan (McGranahan & Wojan, 2007; Wojan, Lambert, & 

McGranahan, 2007) set the scene for much of the discussion on rural CCI in the US, but 

I find their contribution problematic and its influence on policy minimal. Despite an 

extensive study across rural US counties, the research reveals little about actual practice. 

This is because the study was a testing of the Florida creative class thesis when applied 

to non-metropolitan areas, rather than an exploration of those areas themselves. The 

study does provide some understanding of the motivation of people to move to or to be 

in non-metropolitan settings, but the only attributes that McGranahan and Wojan 

consider to be necessary for “rich social and cultural interaction in rural areas” (p. 214) 

is the presence of a number of factors: an active arts community, a rich cultural heritage 

which is displayed, the promotion of public places and the presence of civic associations. 
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In this work the creative class becomes the actual policy for a creative economy with 

little in place to ensure that creative practice is adequately supported. 

This work has been frequently cited and the model for testing the creative class 

approach has been subsequently applied by many other researchers. Sometimes this 

has yielded more substantial findings, such as a UK study that investigated where the 

creative class can be found (Clifton, 2008), a questioning of the creative class approach 

in Sweden (Asheim & Hansen, 2009) and a study in Australia that examined the use of 

the approach in Australian cities (Atkinson & Easthope, 2009). However, too often it has 

contributed to a failure to examine, question and analyse more deeply the processes by 

which change and development within the CCI can be enacted in different places. 

Case studies into non-metropolitan Canadian places provide some policy insights. 

Although there are some similarities between Australian and Canadian contexts, the 

work also highlights some differences. Petrov’s (2007) study of Canadian urban 

peripheries is another example of research based on testing the creative class approach, 

using Florida’s thesis to raise the need to consider other non-metropolitan settings. 

Some of the locations Petrov investigated have been considered “hopeless cases” in 

terms of creativity, a situation that would be replicated in many urban peripheral areas, 

including here in Australia. Petrov believes that many peripheral areas are vital growth 

centres, but that the role of the creative class functions differently in these locations 

compared to the conventional “Floridian” views. At the height of enthusiasm for 

Florida’s ideas, Petrov made an important contribution to questioning their relevance 

to non-metropolitan settings, and he carefully considered both the positive and negative 

critiques already completed by that point. He argues that the Canadian context provides 

a number of non-metropolitan hot spots, contrary to the expectations associated with 

the creative class concept. 

This urban periphery work was built upon in Australia (Collis, Freebody, & Flew, 2013 

with a comprehensive study that used both quantitative and qualitative data to show 

that peripheral areas can challenge the assumptions made about the sites in which 

creative practice flourishes. The authors produced results that ran directly counter to 

the assertion that “only inner cities can provide the socially and culturally diverse 



24 

‘bohemian’ populations which stimulate creative industries activity” (Collis et al., 2013, 

p. 156). 

Lewis and Donald (2010) explored small Canadian cities to see if they departed from 

Florida’s creative class in terms of their performance, presenting the idea that a new set 

of creativity indicators can provide a much more positive interpretation of not only a 

place’s creativity but its liveability. It is questionable whether their proposed new 

indicators genuinely demonstrate the effectiveness of a smaller city to support a 

creative economy or whether they merely show a more liveable and sustainable 

lifestyle. This was echoed by a similar study of the Canadian small city of Halifax (Grant 

& Kronstal, 2010); in this study, the findings challenged basic assumptions within the 

creative cities discourse. Despite the many similarities between Australia and Canada, 

the fact that Lewis and Donald’s “small cities” were defined as between 50,000 and 

500,000 in terms of population, demands caution when applying it to a context such as 

central western NSW in my research where none of the major centres have a population 

over 50,000. Another Canadian small-city study of the city region of St John’s in 

Newfoundland (Lepawsky et al., 2010) also demonstrates this disparity between 

Australian and Canadian regional city size. Furthermore, the authors concluded that the 

specificities of place need to be more carefully considered in creative class literature and 

in policy. 

This work on Canadian small cities builds on studies already done in the UK (Bell & Jayne, 

2009) and Europe (Lorenzen & Andersen, 2009). Research from other areas has 

extended our understanding of CCI in small cities and regions: in Europe this includes 

Italy (Bertacchini & Borrione, 2013), Sweden (Borén & Young, 2013) and a comparative 

study across Portugal, the UK and Finland (Selada, Cunha, & Tomaz, 2011). In Australia, 

the work done in small cities by Gibson, Luckman, Waitt and others, across centres such 

as Darwin and Wollongong (Barnes, Waitt, Gill, & Gibson, 2006; Brennan-Horley & 

Gibson, 2009; Gibson et al., 2010; Luckman et al., 2009; Waitt & Gibson, 2009), 

establishes that such locations need to be recognised as producers of creative content 

and therefore factored into policy development. Even the usually city-centric Los 

Angeles-based researcher Scott (2014) has observed that “many smaller cities and even 

rural areas are increasingly subject to transformation within this cognitive–cultural 

order” (p. 570). 
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In another Canadian example, a paper by Micoo and Vinodrai (2010) examined the 

transitioning of regional economies, using a region within Ontario to understand the 

challenges being experienced in many non-metropolitan settings and the way in which 

some locations have adapted to loss of industries by transitioning to a creative economy. 

This paper identifies potential pathways for the areas in the study to transition and 

revitalise their economies but also outlines some of the challenges of governance, 

tolerance, place-branding and identity, and pre-existing industrial and institutional 

structure and conditions. This level of analysis provides useful guidance for considering 

policy development for creativity-based development in non-metropolitan settings. The 

fact that this study was based in an area transitioning from a previously industrial 

economy reliant on car manufacturing means that the findings, when applied to other 

settings, may differ, but it provides an effective blueprint for helping to comprehend 

what it may mean for a rural or regional area to move to new or different areas of 

economic growth. 

This work is echoed by another Ontario study (Stolarick, Denstedt, Donald, & Spencer, 

2011)--and while this paper focuses on the opportunities offered by tourism, the 

tourism they explored related to arts, heritage and food—all of which are part of, or are 

linked to, the creative economy. Transitioning rural economies in Canada is also the 

topic explored in a paper by Duxbury and Campbell (2011), which focuses on arts-led 

recovery. Rather than being a study, this paper is essentially a literature review which 

identifies familiar rural themes, such as retaining and engaging young people, attracting 

businesses and maintaining community vitality. It goes on to identify and categorise 

ways of responding to these challenges, as found in the existing literature. The authors 

take a holistic approach, arguing that the arts offer economic as well as social and 

cultural benefits. Their organisation of the literature into six main themes gives useful 

structure for thinking about policy, with these themes covering issues of how rural arts 

can look different to those found in cities, capacity and governance, factors associated 

with population and the economy, and critical community-related ingredients. 

An examination of the cross-sector links of London’s CCI (N. Lee & Drever, 2013) has 

value in honing in on one particular benefit of the creative sector that has rarely been 

explored. This study examines the way in which innovation is affected, producing the 

surprising conclusion that the CCI sector is no more innovative than other London 
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industries, but that creatives embedded in other sectors are key drivers of innovation. 

Other case studies have explored ways to engender innovation within CCI firms in The 

Netherlands (Stam, De Jong, & Marlet, 2008), China (Qian, 2010) and in the Scottish 

games industry (Hotho & Champion, 2011). However, the role of creative workers in 

other sectors is a neglected area other than in terms of employment measurement 

(Cunningham, 2011; Cunningham & Higgs, 2009; Higgs & Cunningham, 2008). In addition 

to needing to understand the role of other industries in employing creatives, innovation 

is such a common concept within CCI policy that it needs to be part of the academic 

discourse so we can understand more about what it looks like and the contribution it 

makes to change and growth. 

A single paper by Drake (2003), published in the early days of creative industries 

discourse, does not look at the issues and challenges of regional practitioners, but 

instead explores the way in which place is an important influence in shaping practice, 

using the field of craft metalwork and digital design sectors in the UK. Drake chose to 

focus on individualised creativity. Although my research interest is in building a 

collective movement to progress CCI development in places that offer an alternative to 

the usual metropolitan setting, the role of the individual is still considered; Drake argues 

that the distinction between individualised and collective creativity is often depicted 

simplistically. While the effects of locality on individualised creativity are a central theme 

of this paper, Drake also explores the topic with a wider lens, looking at the influence of 

place on globalised goods. 

Like a number of other authors—such as Luckman (2012) and Felton et al. (2010)—

Drake has an interest in breaking down the misconceptions associated with images of 

space and emotions attached to regional places, although in his case he does not use 

Soja(1989; 1996) as his reference point for imagined geographies, but similarly argues 

that when investigating an individual’s response to space it is important to “see places 

as a subjective, imagined and emotional phenomena as well as objective and real 

entities” (p. 513). Drake’s primary contribution is that he analyses and finds a number 

of ways in which place is a major factor is creative practice: it provides a resource of 

stimuli; local cultural activity can provide inspiration; it can contribute to brand identity. 

Although Drake traces some of the policy history associated with the creative industries, 

his conclusions do not venture into the area of policy. Despite this, the paper has 
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implications for policy and, in particular, the need for place-based approaches that are 

generated locally and which take account of the influence of space on creative practice. 

In recent years two other threads have dominated case studies examining the CCI. One 

thread is an increasing body of work coming from developing countries or those not 

previously strongly engaged with CCI rhetoric, such as case studies of film in Nigeria 

(Bud, 2014) and Colombia (Uribe-Jongbloed & Corredor-Aristizábal, 2020), creativity in 

Rio de Janeiro’s favelas (Dinardi, 2019), Indonesia (Fahmi, Koster, & van Dijk, 2016) and 

policy development in countries such as Vietnam (Gasparin & Quinn, 2020) and various 

parts of Africa (De Beukelaer, 2017, 2019; Mbaye & Dinardi, 2019; Oyekunle, 2017; Shafi, 

Sirayi, & Abisuga-Oyekunle, 2020). The other thread, albeit a rather slender one, that 

has emerged within more recent CCI case studies is a more detailed questioning of the 

impacts of CCI policy interventions, such as Ward’s (2018) critique of creative 

interventions into the UK seaside town of Margate, or a recent Dutch study 

(Wijngaarden, Hitters, & Bhansing, 2019) that increasingly puts the role of place as 

central to the understanding of the functions of the CCI sector. This is also connected to 

a recent increased interest in considering social inclusion within creative developments 

(Banks, 2018; Duconseille & Saner, 2020; Nijkamp, Burgers, & Kuiper, 2018). 

Considering the large number of case studies from around the world which focus on CCI 

practice, including a number that focus on non-metropolitan locations, the question 

arises of whether any additional work in this area is needed. Most of the existing 

literature identifies areas for further research and, so far, not all of these have been met. 

While I believe that McGranahan and Wojan’s 2005 call for further testing of the Florida 

creative class concept has been more than amply met, within this work of creative class 

case studies there have been some useful recommendations. Most relevant are those 

that call for a redefining of the measures used to investigate different geographic 

settings (K. Andersen et al., 2010; Petrov, 2007). There have been attempts to do this, 

such as the case study of the Hungarian city of Pécs (Keresnyei, 2015) which links 

Florida’s sweeping creative class generalisations to more rigorous measurement 

approaches such as the creative trident approach (Cunningham, 2011), and the industry 

classifications of UNCTAD (United Nations, 2008), Howkins (2002), Hartley (2005) and 

others. However, there is opportunity for further work to establish alternative 

approaches and a better shared understanding of the sector. Collis et al. (2013) call for 
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the need to view locations and their CCI activity through statistical methods that do not 

preference inner cities, echoing Brennan-Horley and Gibson’s (2009) concerns about the 

need for a different lens that stops thinking of the sector as an inner-city phenomenon. 

Bell and Jayne (2010) suggest that if future development of the “creative countryside” 

agenda is to succeed, then theorists and policymakers must engage more fully with the 

complexity and diversity of the rural creative economy in more rigorous and nuanced 

ways. 

Another justification for further case study-based research is that much of the existing 

body of work dates back many years, particularly in English-speaking settings such as 

the UK and Australia. Since then there have been changes and development—politically, 

culturally and technologically. There is a clear gap in understanding how non-

metropolitan CCI have adapted and responded to these changes. Furthermore, even 

those studies that have explicitly connected their work to policy have done so using a 

limited palette of strategic interventions. If we are to understand how policy can be 

enacted through strategic intervention across different geographical contexts that must 

take into account the political, economic, cultural and social identity of each place, there 

is clearly a need for more case study-based enquiries that can test these possibilities in 

a range of scenarios. It is also important that these scenarios are not always the 

exceptions that provide remarkable success cases. As Bell (2015) states: “a less othering 

perspective on the ordinariness of rural (and non-rural) cultural work is overdue” (pp. 

225-226). 

Cultural and Creative Industries Policy and Strategic Action 

This second part of the literature review focuses on policy, a topic that is widely 

discussed, either in work that examines particular aspects of creative practice and then 

links it to policy, or in work that is specifically dedicated to policy. Given this vast body 

of literature, the question obviously arises: Why do further research on policy? There 

are several aspects within the answer to this question. In this section I will focus on the 

academic literature that relates to CCI policy; the actual policies and related reports will 

be treated separately in Chapter Four. 
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Tensions between policymakers and policy discourse 

Policy is a broad term which can mean different things to different people. It includes 

stating a philosophical or ideological position which can be used as a basis to guide 

actions or decisions to further the goals associated with this position. It can also include 

the actions themselves which are strategic interventions to achieve the goals of a policy. 

The area of policy is further muddied by the distinctions between creative industries 

policy and cultural policy and arts policy. Within these distinctions, and arguably 

because of them, gaps have emerged, two of which are of interest to me and relevant 

to my research. The first is that the links between academic literature and the practice 

of policymakers is tenuous and needs to be strengthened. The second is that the 

academic literature is strong on exploring and critiquing the philosophical position of 

policy, but far weaker on understanding and exploring the mechanisms that can be 

enacted to achieve outcomes. There is little in the literature that fully explores what has 

been described as the logics of policy (Cunningham & Flew, 2019). The effectiveness of 

strategies has also not been fully explored, with the notable exception of the use of 

clusters (e.g., Chapain & De Propris, 2009; Motoyama, 2008). 

Cunningham and Flew (2019) describe creative industries policy discourse in this way: 

‘Policy discourse can appear dry, boring and opaque to the critic because 
it is a ritualised, procedural, highly repetitious form of public discourse and 
is the expression of firm hierarchies of authority which define its 
intelligibility’ (p. 35). Its purpose is typically to represent and manage 
incommensurate logics and ideals just as it is usually the outcome of 
contending stakeholders. As an ‘assemblage’, it is not the outcome of 
independent, systematic thought. It is strategic, ‘contingent articulations 
among myriad heterogeneous elements’ (https://en.wikipedia.org/ 
wiki/Assemblagetheory). (p. 3) 

This description captures the complexities of policy discourse. It also identifies the two 

areas of policy discourse: what the authors describe as “logics” and “ideals”. My 

contention is that, while the important areas of ideals have had ample discussion 

throughout academic literature, the area of logics—or what I refer to as strategic 

action—has been a neglected area. The literature shows that researchers have been 

very capable of exploring the big questions of what policy should stand for. Furthermore, 

there is now an important developing field associated with an increasing body of 
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literature that explores ways of measuring the value of the CCI sector. Meanwhile, how 

policy is enacted remains a largely neglected area. 

Belfiore has identified this problem, and although she is specifically referring to cultural 

policy, she is an academic experienced in policy work such as co-authoring the Enriching 

Britain: Culture, Creativity and Growth report from Warwick University in 2015. Drawing 

on earlier work by Oliver Bennett (2004), who calls for a balance between evidence-

based research on cultural policy and the considerations of humanities areas such as 

political, cultural and intellectual history, aesthetics, and cultural and media theory—

what Bennett describes as “the torn halves that never add up to the whole” (p. 246) of 

cultural policy, Belfiore expresses concern about prevalent attitudes to the tension 

between “critical” and “instrumental” research (Belfiore, 2016). This echoes a view 

expressed more than a decade earlier by Scullion and García (2005) in their overview of 

the then quite new field of cultural policy. Belfiore is a strong advocate for ensuring that 

academic research is linked to real-life policy development and implementation, and she 

believes that academic research can and should inform policy. Aware of the blurred lines 

between scholarship and advocacy in the cultural policy field, and the uneasy 

relationship between research advocacy and policymaking, Belfiore (2016) states that: 

“Paradoxically, for a discipline with a focus on policy, cultural policy studies has 

seemingly failed to develop a sophisticated, reflexive and critical articulation of its own 

position in relation to its object of study” (p. 206.). In an editorial by Oakley and Ward 

(2018) on how it may be possible to rethink the creative economy, this tension is also 

identified. They comment that the discourse, and the policy prescriptions that often flow 

from it, have been widely critiqued by academics but frequently resisted by those in the 

arts and cultural industries. 

The early years of creative industries policy discourse 

Once the term “creative industries” was established, the contribution of writers quick 

to respond to the new post-1998 rhetoric grew quickly. There can be a sense that this 

literature sprang up as a new field of enquiry, but it is probably better served by being 

viewed as part of the ongoing discourse that had been occurring around creative 

practice for decades, or centuries if we choose to go back to the substantial input from 

previous cultures, in particular the Ancient Greeks. I do not intend to cover this literature 
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here other than to acknowledge the milestone of the work of Adorno and his 

collaborator Horkheimer and the Frankfurt School for establishing a 20th-century 

discourse on the role of culture in their work Negative Dialectics (Adorno, 1973). This 

work was prescient in identifying the themes of future debate but also reflected its time 

and the concerns of a world rocked by the Second World War. For a full historical 

perspective, a work published by the Australia Council for the Arts presents the views 

through the ages of CCI (O'Connor, Cunningham, & Jaaniste, 2011). This work by 

O’Connor et. al. also includes research with Australian creative practitioners, but it is its 

historical scope which is most informative. 

The years immediately after the UK Labour government established the terminology of 

“creative industries”, several writers contributed to the literature with substantial books 

exploring what this meant. Caves was one of the first, and he provided an accurate 

representation of the sector in many ways. The title of his book, Creative Industries: 

Contracts Between Arts and Business, highlights the tensions that were about to emerge 

between the cultural value of creative practice and its economic benefits. Other books 

followed by Howkins (2002) and Cunningham (2006), and with them came a body of 

work critiquing the creative concept for what was rapidly perceived as a neoliberal 

agenda. I have already discussed the contribution to this debate by Gibson and Klocker 

(2005). In the UK, Garnham (2005) was highly critical of both the theoretical and policy 

stakes inherent in the shift from “cultural” to “creative industries” terminology, arguing 

that the various nomenclatures served as a slogan or shorthand reference leading to a 

lack of reflexive thinking around the creative industries and stating that: 

It disguises the very real contradictions and empirical weaknesses of the 
theoretical analyses it mobilises, and by so doing helps to mobilise a very 
disparate and often potentially antagonistic coalition of interests around a 
given policy thrust. It assumes that we already know, and thus can take for 
granted, what the creative industries are, why they are important and thus 
merit supporting policy initiatives. (p. 16) 

The detail of Garnham’s argument also expresses concern about definition that includes 

software development in addition to other areas of activity considered more creative, 

but it is this paper that most clearly articulates those early concerns in the UK that all of 

the value of cultural and creative activity was being interpreted only as economic and, 
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thus, neoliberal. This was also argued by Gibson and Klocker (2005) in their 

interpretation of the same issue but in an Australian regional context. 

The perception of creative industries as a neoliberal concept has been tackled by 

numerous writers. Some authors—like McGuigan (2004, 2005), Harvey (2009), Coombe 

(2005) and Newsinger (2015, Newsinger & Green 2016)—have provided focused attacks 

on neoliberalism within creative industries policy, while others have taken aspects of 

neoliberal agendas to explore specific issues such as work conditions (Banks, 2006; 

McRobbie, 2002a; S. Taylor, 2015) or diversity (Saha, 2015). The problem of the creative 

industries’ links to a neoliberal policy agenda persists. Oakley and O’Connor (2015b) 

wrote several years ago “that the creative economy is perfectly compatible with the 

most egregious forms of exploitation, inequality and economic disenfranchisement. If 

the creative economy is going somewhere it is not clear where to or who it is taking with 

it” (p. 5). Although some authors in both policy and academic discourse have moved to 

a terminology and commentary of CCI that reflects an intent to move way from 

neoliberal arguments and purely economic focus, the tensions around this sector have 

not disappeared. 

The next wave of global CCI discourse 

The early examples of writing about the creative industries agenda were dominated by 

work from the UK—not surprising given that the agenda was led by the UK government. 

It was echoed in those early years by several other English-speaking countries, especially 

Australia (for example, Cunningham, 2002; Gibson & Kong, 2005), New Zealand (Prince, 

2010) and Canada (as discussed earlier). The output from Queensland University of 

Technology’s ARC Centre of Excellence for Creative Industries and Innovation was a 

major part of the Australian content, but it also had strong links with UK researchers, 

employing some of those early UK authors such as Hartley and Potts (originally from 

New Zealand) who did the original creative industries mapping in the UK (Department 

of Culture, Media, & Sport, 1998; Department of Culture Media and Sport, 2001). 

Cunningham and Flew have both produced a large output of work about policy from 

QUT over many years—both individually and together (Cunningham, 2007, 2009, 2013, 

2014, 2018; Cunningham & Flew, 2019; Cunningham & Higgs, 2009; Flew & Cunningham, 

2010). Flew’s (2010) book on creative industries policy provides a good and clear 
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overview of many of the issues of CCI policy development. Other QUT researchers have 

relocated to other universities and continued to contribute to policy and policy debate, 

such as O’Connor (O'Connor, 2018; Oakley & O'Connor, 2015a; 2015b), demonstrating 

that, alongside the contribution with Gibson and associates from the University of 

Wollongong and various others, there are many voices within the Australian context of 

CCI policy discourse. 

In other countries the discussion about policy for the creative sector has been couched 

in different terms. In the US, alternative terminology has been used, such as the 

“copyright industries” and the “entertainment sector”. After the 2002 publication of 

Florida’s first book on the creative class, much of the policy discussion centred on the 

use of his concepts, already discussed in relation to literature on place. Beyond the 

creative class discourse, a leading contributor to policy debate and analysis in the US 

was Allen J. Scott, who was interested in creative economies and the agglomeration 

found within cities (Power & Scott, 2004; Scott, 1999, 2004; 2006b, 2008). As a 

geographer from the Los Angeles School, Scott has an interest in place and his work is 

highly critical of the “creative city” policy agenda associated with Florida (Scott, 2006a, 

2014). In Europe too there was a strong influence from Florida’s creative cities agenda 

in academic discourse, but a strong focus remained on “cultural industries”. A 

movement also emerged that took a more leftist approach to cultural development and 

the creative economy, with the Operaismo authors—such as Virno (2003), Negri (Bonet 

& Négrier, 2018; Brouillette, 2009) and Bertacchini (Bertacchini & Borrione, 2013; 

Bertacchini, Bravo, Marrelli, & Santagata, 2012)—concerned with workers’ rights and 

the benefits of a creative sector to society. 

Meanwhile, in the UK, after the initial wave of literature that had explored what the 

creative industries were and how they operated, a new wave of influential 

commentators on CCI policy emerged. Hesmondhalgh and Pratt were instrumental in 

this, writing both individually and collaboratively, and they were able to advance the 

understanding—or at least the need for understanding—of a range of CCI issues. Their 

paper on policy (Hesmondhalgh & Pratt, 2005) expresses concerns with measurement 

of the industry and the need for a better evidence base for policymaking, the 

uncomfortable lack of fit for policy that caters for large multinational corporations and 

small and medium-sized companies. The vexed question of the definition and 
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parameters of the term “creative industries” was also discussed. Pratt was concerned 

about the way in which policy has placed too much emphasis on consumption rather 

than production (Pratt, 1997, 2004, 2008), an issue that arises for a number of authors 

(Conor, Gill, & Taylor, 2015; Cronin, 2004; Keane, Ryan, & Cunningham, 2005; Negus & 

Pickering, 2004), and one that has a direct impact on non-metropolitan areas as centres 

of small-scale local production (Gibson & Klocker, 2005). Returning to my original point 

about the need for further work within the academic literature about the ways in which 

policy can be implemented, Hesmondhalgh and Pratt (2005) wrote: 

It is an easy point to make and a difficult one to resolve but policy is nothing 
without implementation (see Barrett and Fudge 1981). As Pratt points out 
elsewhere in this issue, the context and the action of policy making and 
application can add or subtract as much as the ostensible ‘objectives’. 
Closer attention to, and analysis of, the processes and institutions of policy-
making and implementation would be helpful. (p. 15) 

Another author who emerged from the UK during this period is Oakley, who adds voice 

to concerns about neoliberal agendas by interrogating the policies and approaches of 

the UK Blair government (Oakley, 2006, 2011). Her policy expertise continues to 

contribute to debate, keeping abreast of the nuances and changes in policy approaches 

(Oakley & O'Connor, 2015b; Oakley & Ward, 2018). Other important contributions 

during the first decade of creative industries in the UK include that of Comunian who 

introduced an element of place into discussions. Her work with Chapain and Clifton 

(Comunian, Chapain, & Clifton, 2010) identifies four factors that determine CCI growth 

in different places: infrastructure, governance, soft infrastructure such as networks and 

place identity, and markets. These remain suitable determinants for investigating the 

ability of places to support CCI activity. 

The literature regarding place during this first decade is also enhanced by the work of 

Foord, who, in her review of international practice (Foord, 2008), looked at many 

policies around the world and their strategies for creative growth. This paper is another 

of the rare examples of literature that considers how policies can be implemented, and 

she provides analysis that summarises her findings into useful categories that can be 

applied by other researchers and policymakers. This includes types of interventions—

property and premises, business advice and development, grants and loan schemes, 

fiscal initiatives, physical and information technology (IT) infrastructure, and soft 
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infrastructure. Foord also provides categories for levels of development—dependent, 

aspirational, emergent and mature—and she spends some time investigating clusters 

and draws some conclusions that can assist with understanding their development. 

Foord’s work in this paper contributes to our understanding of policy implementation in 

clear and practical ways, although the continued lack of comprehensive and clear 

approaches in some policy work would suggest that her analysis could have been applied 

more widely and successfully than has been the case. 

In 2008, UNCTAD published its first report on the creative economy. This report collated 

information from across the world and presented information about many strategies in 

different countries. The introduction to the report makes its purpose clear, stating that 

it seeks a better understanding of key issues underlying the development of the creative 

economy, outlining the conceptual, institutional and policy framework, and the strategic 

choices for concerted inter-ministerial policy action (United Nations, 2008). This report 

and its subsequent iterations (UNESCO Institute for Statistics, 2009; United Nations, 

2010a, 2013, 2015) provided a level of global CCI policy analysis with a wider scope than 

had been seen before. The reports identify the many ways in which CCI can be 

encouraged through policy and actions. Despite the influence the UNCTAD reports have 

had on awareness of CCI policy, there remains a reluctance within academic discourse 

to interact with the mechanisms of policy action, and much of the academic literature 

remains concerned with what is possibly seen as the more worthy area of philosophical 

positioning of CCI policy rather than the logics or mechanisms of the delivery of policy 

outcomes through strategic action. Work by Cunningham and Flew has reflected on the 

first decade of creative industries policy and summarised the practice in different parts 

of the world into four models, each with their own attributes and different emphases. 

They observed that: “Although policy discourses are tending to settle around creative 

industries, if not necessarily converging, the gulf between creative industries theory and 

policy discourse and the positions of critical theorists remains wide” (Flew & 

Cunningham, 2010, p. 118) 

The other significant organisation that has made an ongoing contribution to policy 

discourse is the UK-based Nesta, particularly the work of the Director of their Creative 

Industries Policy Evidence Centre, Hasan Bakhshi. Although their policy work will be 

discussed further in Chapter Four (focusing more on advocacy within policy discourse), 



36 

it should be acknowledged that Nesta’s work reaches into the world of academic 

literature. Indeed, the research they have undertaken provides a good body of evidence 

and many of their authors span both the policy space and academic disciplines (e.g., 

Bakhshi & Cunningham, 2016; Oakley, Pratt, & Sperry, 2008). 

In Australia, in addition to the QUT output, another example of cross-over between 

university-based research and industry advocacy and support is the now disbanded 

Creative Industries Innovation Centre at the University of Technology Sydney (UTS), with 

output that included reports and toolkits (L. Andersen, Ashton, & Colley, 2015), but also 

journal articles (L. Andersen et al., 2010). While a distinction is often made between the 

academic discourse of CCI policy and advocacy in the sector (Belfiore, 2016; Belfiore & 

Bennett, 2010; Duxbury, Kangas, & De Beukelaer, 2017; Juncker & Balling, 2016), this 

division can be seen as a constructed dichotomy. There are sufficient examples of 

universities working in the policy space to see that links between policy advocacy and 

academic discourse can and do exist, with QUT, Warwick University, the former UTS 

centre, and work by authors such as Gibson, O’Connor, Pratt, Oakley and Cunningham, 

all serving as examples of this cross-over. 

Increasingly, authors have started exploring specific issues within policy. Clusters have 

dominated this discussion, arguably excessively (Chapain & Comunian, 2010), but other 

topics include the problems of precarious work, diversity in the CCI workforce, the role 

of placemaking and links to other sectors such as tourism. Some of this work will be 

discussed later in the chapter that identifies the main themes of strategic action within 

policy, but it plays an important role within the academic literature. 

Precarious work in the cultural and creative industries. Precarious work gradually 

emerged as one of the big issues of CCI, although it took some time for the problem to 

be fully recognised. The concept of precarious labour in the broader economy had been 

established for many years, with issues of insecure work and poor conditions in CCI 

raised by several authors in the first years of the century (Eikhof & Haunschild, 2007; 

Miller, 2004; Neff, Wissinger, & Zukin, 2005), but usually precarity was associated with 

a workforce that was unskilled and low-paid, which was not necessarily the case in the 

CCI sector. By 2008 awareness had begun to grow that this same issue applied to many 

workers in CCI despite their much higher education levels and pay rate. 
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Several authors led the discussion about the work conditions of the creative sector. Ross 

(2004, 2008, 2009) led the charge in raising awareness of this issue. His 2004 research 

explored the work culture in two “Silicon Alley” companies where he identified the 

difficult and unacceptable choices between workplaces that provide gratifying work and 

those that are fair. This lay the groundwork for subsequent publications looking at how 

the creative sector had had so much focus on generating its employment statistics with 

no policy focus on the quality of that employment. He expanded this argument further 

in 2009 to look at the exploitation within the neoliberal model of creative industries 

employment, including realities such as low and no pay, and accepted workplace norms 

that fail to protect workers’ rights and conditions. Gill and Pratt (2008) also entered the 

debate at this point, drawing on the work of the Italian Marxist writers of the Operaismo. 

In Gill’s case this links earlier work in which she had already established her interest in 

work conditions through investigating gender-related labour issues (Gill, 2002), 

alongside the work in this area of McRobbie (2002b, 2007). 

It seems surprising now that it took some years for the problem of precarity to emerge 

as a policy issue in the CCI. Since then it has been widely discussed. Hesmondhalgh and 

Baker (2010) used interviews to identify many of the issues for creative workers: pay, 

working hours and unions; insecurity and uncertainty; socialising, networking and 

isolation. Ways of reducing precarity have also been discussed, such as education on 

rights-based labour policies and business acumen (Farr-Wharton, Brown, Keast, & 

Shymko, 2015; Miller, 2010; Murray, 2015; Murray & Gollmitzer, 2011). De Peuter has 

emerged as a leading critic of precarious labour. His work also draws on concepts from 

the Operasimo, but he also works to identify the mechanisms that may be able to bring 

about change, such as workers organisations and policy proposals, sometimes writing 

alone (de Peuter, 2011, 2014; de Peuter & Cohen, 2015). 

Much of the creative sector has a non-unionised workforce (Coles, 2016), and it is 

difficult to find evidence of successful interventions to improve these conditions. 

Hennekam and Bennett (2017a) conclude their investigation of precarious work in 

Australia, Canada and The Netherlands with a clear set of policy recommendations and 

actions to mitigate the problems, including initial and ongoing education to make 

students and workers aware of their legal and legislative rights and obligations as they 

relate to creative and other work. In recent years the gig economy has seen a further 
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rise in precarious work (Shukaitis & Figiel, 2020). Recent restrictions as a result of the 

COVID-19 pandemic have further exposed the precarious nature of much creative 

employment (Comunian & England, 2020). 

A concept that has emerged in the literature is that of “good work”, or work that is 

perceived as having a moral base (Banks, 2006; Banks & Hesmondhalgh, 2009; Neff et 

al., 2005). Other authors have built on this idea (Hesmondhalgh & Baker, 2010; Luckman, 

2012; Oakley & Ward, 2018), providing a basis for the need to create workplaces that 

are fair and respectful. It also highlights the disjunct between the business of creativity, 

in which the economic bottom line often shapes employment practices, and the 

motivation of creative practitioners whose primary interest is often in the creative 

process itself. 

Diversity in the cultural and creative industries 

All types of diversity are an issue within the CCI, but one of the biggest issues within 

employment is the gender imbalance within the sector as well as work cultures that can 

be difficult for women. The two authors who have been responsible for leading 

awareness of this inequity within the CCI are McRobbie and Gill, who have now been 

joined by many other researchers, mainly women, who are capturing the ways in which 

locations around the world experience and deal with this problem. The problem is not 

only the imbalance in the numbers of people employed, but a culture of sexual 

harassment, bullying and exclusion that has arisen (Hennekam & Bennett, 2017b; Leung, 

2016). 

The gender inequality within the creative industries sector is clearly demonstrated by 

the statistics. Gill summarises this in response to gender figures exposed in a 2010 

Skillset report into the UK sector: 

In terms of gender, there is a more complex picture. In some industries 
(e.g. computer games), women are barely present at all—averaging 5% 
across the different component fields (online, multimedia, etc.). In others, 
the issue is one of occupational segregations. … Overall, women working in 
the media and cultural industries are significantly better qualified than 
their male counterparts, with a greater proportion being graduates and an 
even more significant difference in the numbers of women, compared with 
men, with higher degrees (Skillset 2010). Moreover, women are 
significantly more likely to have undertaken industry-specific training. 
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Nevertheless, they earn on average of 15% less than their male colleagues 
and are much less likely to be promoted or to make it into senior positions 
(Skillset 2010). (Gill, 2014, p. 513) 

The Skillset figures paint a concerning picture about low levels of diversity in the UK CCI 

sector and, despite Australia’s multicultural population, the sector here remains an 

industry dominated by middle-class white people with an gender imbalance at 

management level, although pockets of activity that buck this trend can be found 

(Stevenson, 2020). 

As arguably the writer at the forefront of discussion about gender issues within the 

creative industries, McRobbie (2010) is highly critical of the large body of work that has 

“failed to foreground gender, or indeed to knit gender and ethnicity into prevailing 

concerns with class and class struggle” (p. 60), in spite of exploring issues associated 

with precarious, immaterial and affective labour. She is particularly critical of the work 

that has emerged from the political discourse espoused by the “workerism” of writers 

of the Operaismo, led by Hardt and Virno (2003). McRobbie asserts that Hardt and Virno 

and other writers of the Operaismo show an attachment to the political discourse of the 

factory floor, making the application of these values more ideological than connected to 

the realities of working in the cultural sector, particularly for women. 

McRobbie identifies many of the attributes of women working in the creative industries 

sector and argues that that their under-representation—especially at senior levels—

needs to be analysed. She states that women working in the creative industries are 

young and mostly graduates, they are the beneficiaries of second-wave feminism, many 

are childless, and they are constantly changing to fit in with new sets of conditions in 

their industry. Female participation in the creative industries is predominantly white and 

middle class and has been influenced by access to training and education. While other 

writers have acknowledged that the entrepreneurial environment is sometimes not an 

easy fit for women (Conor et al., 2015; Nixon & Crewe, 2004), McRobbie raises the 

question of what a feminist politics of women’s entrepreneurial activities ought to be, 

arguing for the need to confront the problem head-on (McRobbie, 2010). She also raises 

questions about whether the creative economy has been good or bad for women, the 

effects of gendered neoliberalism, and whether women are ambassadors of new 

capitalism or simply flexible workers in the new creative economy, in the “permanently 
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transitional” job market which has been the subject of extensive attention in recent 

years, where self-employment (or freelance work or even cultural entrepreneurship) is 

something quite different from being conventionally employed (McRobbie, 2010, 

pp. 72-73). 

Gill is the other predominant author who looks at the way women operate within the 

creative industries sector. In her work she goes beyond excuses of child-rearing to 

identify some of the reasons women do not enjoy either the participation rates or the 

success rates of seniority within the sector, as well as the barriers they experience (Gill, 

2014). She outlines three areas of focus: that there are “new, mobile, subtle, and 

revitalised forms of sexism in circulation” (p. 509); that there is a dominant post-feminist 

sensibility which suggests that “all the battles have been won” (p. 509), and therefore 

renders inequality increasingly difficult to voice; and that—as mentioned in the previous 

paragraph—"the new forms of labouring subjectivity required to survive in the field of 

cultural work may themselves be contributing to the inequalities in the field, by 

favouring an entrepreneurial individualistic mode that disavows structural power 

relations” (p. 509). Gill argues that the inequalities of gender, as well as of race and class, 

found in the labour force of the creative industries is at odds with the image projected 

by the sector itself of being open, inclusive and progressive. In relation to the absence 

of gender debate in much of the creative industries literature, Gill (2014) argues that 

“inequalities in cultural labour have been under-explored—particularly those relating to 

gender—almost as if academic research priorities are reflecting the wider post-feminist 

complacency that regards gender inequality as a thing of the past” (p. 513). 

McRobbie and Gill were not lone voices throughout the early years of the creative 

industries discourse. There is a peppering of literature, mainly by women, that 

recognised the gender inequalities with the CCI. Both Weeks (2007) and Wissinger 

(2007) have applied a Marxist lens to the affective and immaterial labour of women in 

some parts of the CCI, later followed up by Jarrett (2014), but while these articles all play 

a role in raising the issue of devalued women’s work, they are so conceptual in their 

approach it is difficult to draw any implications for policy responses that address the 

issue. A slightly later paper by Banks and Milestone (2011) discusses the same issue and 

apparent mismatch of a sector considered to be open and egalitarian with a reality rife 

with gender inequality and discrimination, although they do see opportunities for 
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supporting women’s ability to adapt and develop reflexive roles, building on McRobbie’s 

(2010) reflection on feminism and immaterial labour within a current political culture of 

neoliberalism. 

Another strand that runs through the gender-based literature is that of female 

entrepreneurship (Brush & Cooper, 2012; Ekinsmyth, 2014; Jennings & Brush, 2013; 

McGowan, Redeker, Cooper, & Greenan, 2012; Verheul, Stel, & Thurik, 2006). This work 

provides valuable insights into the value of women’s entrepreneurial work, the 

challenges they face and the way in which women manage their workload to fit in their 

other responsibilities. Nixon’s work on masculinity (Nixon & Crewe, 2004) also has a vital 

place in helping to comprehend the issues of work environments dominated by male 

culture. Understanding these issues has policy implications for the CCI sector. Within the 

work on female entrepreneurship, research that is very useful in challenging the 

expectations of women’s place in the creative workforce has been conducted by Dodd 

(2012), who has investigated women’s leadership. This UK study not only shows the 

gender imbalance of the sector and gender polarisation in firms, but identifies the 

different management styles of women and recognises the future needs of the sector 

to ensure that both men and women develop skills in both transactional and 

transformational leadership styles. 

A seminal year for gender equality debate within the CCI was 2015. One of the key 

factors contributing to this development was the publication of an issue of The 

Sociological Review edited by Conor et al. (2015), focused entirely on gender and 

creative labour. The 12 articles in this issue exposed a great range of challenges and 

experiences across many parts of the creative sector and showed that gender needed 

to be on the radar of those working in CCI, including policymakers. That same year (2015) 

also saw a comprehensive overview of gender issues (Milestone, 2015) as a chapter in 

the Routledge Companion to the Cultural Industries (Oakley & O'Connor, 2015b). 

Milestone’s (2015) article argues “that recruitment strategies, organisational cultures 

and behaviours prevalent within the sector directly and indirectly discriminate against 

women” (p. 509). 

Since then gender has continued to be discussed as one of the areas in CCI in need of 

change. Some of the literature has taken old themes and interpreted them within a 
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contemporary framework, such as the impact of parenting on work advancement (Dent, 

2020; Percival, 2020) and the de-valuing of female-dominated activities such as craft 

(Bouette & Magee, 2015; Luckman, 2015b). In addition, the challenge for women of 

fitting into a male work culture previously explored by McRobbie (2002a) has appeared 

as a recurring theme in the literature (Eikhof & Warhurst, 2013; O’Brien, 2014). In recent 

years the topic of sexual harassment in the CCI—rarely mentioned in the CCI literature 

since it was raised in a paper in 2005 (Neff et al., 2005)—has become a theme within the 

gender discourse (Hennekam & Bennett, 2017b; Kleppe & Røyseng, 2016). As the effects 

of the MeToo movement continue to be felt, it is likely that this area of research will 

increase. 

Gender is certainly not the only type of diversity that needs to be considered in creating 

policy that supports and encourages a diverse creative workforce; however, other types 

of diversity are not as strongly represented within the academic literature, despite the 

fact that the creative workforce in Western countries has been described as white, male, 

young and highly qualified (The CIC Skillset Skills Group, 2012). Some authors have 

addressed the question of diversity across a range of minorities (Edensor, Leslie, 

Millington, & Rantisi, 2010); Leung, 2016), while others have targeted specific areas of 

marginalisation. 

There are a number of studies and discussions investigating cultural and linguistic 

diversity (CaLD) in the CCI. While the work of Yúdice (2003) was a substantial 

contribution in the early years of CCI, the contribution of Saha (Hesmondhalgh & Saha, 

2013; Saha, 2013, 2015) has brought an articulate and sophisticated voice into the 

literature, calling for recognition of ethnic minorities within CCI discourse, as well as the 

need to stop the use of ethnic stereotyping. Several specific studies support the growth 

of understanding in this area; of particular relevance is a study of Arab-Australian artists 

(Idriss, 2016) that discusses the challenges of career trajectories in an environment 

which is typical of the “classed, exclusionary and hierarchical nature of the creative 

industries” (p. 406). 

There has been little discussion on the employment of people with disability in the CCI 

sector. Darcy and Taylor (2009) provides information about the way the sector interacts 

more generally with people with disability by investigating complaints, referring to both 
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United Nations initiatives and the Australian Disability Discrimination Act. This paper 

demonstrates that there are issues in the sectors, but it also shows that there is a need 

for much more research on disability within the CCI. Likewise, the topic of age within CCI 

employment is a neglected field, but a study of older creative workers in The 

Netherlands (Hennekam, 2015) does provide a snapshot of the lived experience of a 

sample of workers and the challenges they face. This topic needs further work to support 

and extend the findings in Hennekam’s study. 

It is also surprising how little has been written about First Nations people in the CCI. In 

Australia there have been some case studies published (Seet, Jones, Acker, & Whittle, 

2015; Warren & Evitt, 2010), and Gattenhof (2019) provides some valuable discussion 

on a de-colonisation process through respectful engagement. The work on policy in 

Darwin (Luckman et al., 2009) asks important questions about who inclusion is for, and 

includes debates about what Aboriginal inclusion can involve and how to consider the 

sensitivities of post-colonialism. Another type of diversity that needs to be considered 

is class and how to ensure that socioeconomic background does not provide an 

insurmountable barrier to entry into the CCI; analysis of this issue is provided by 

Crompton (2008, 2010), who emphasises the negative consequences of the 

“individualist turn”, and the need for a continuing emphasis on structural measures such 

as employment class. Her research is based in Britain, but the findings can be related to 

other contexts including Australia. 

Before leaving this brief summary about diversity in the CCI there is one paper which 

merits more attention. Eikhof’s (2017) research spans many areas of diversity. Her 

literature review across areas of gender, disability, age, class and ethnicity is valuable in 

its own right, but what is of great interest is that she uses her research about attitudes 

to employing people from minorities to inform a conceptual framework that 

“understands workforce diversity and opportunity as outcomes of decisions that directly 

or indirectly influence opportunities for workforce participation and advancement” 

(p. 303). There is a strong methodology that has been applied to the development of 

this framework and it offers a way of potentially affecting much-needed change in this 

area. 
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Policy frameworks 

Most of the authors who have researched the field of CCI have ventured into the field 

of policy, but rather than look at those who have merely referred to the need for policy 

development, I want to focus here on those that have made more substantial 

contributions focused specifically on policy, and those that have offered frameworks or 

concepts. I have chosen to include in this review those with some relevance to my area 

of research, investigating how policy can be enacted through strategic actions to create 

place-specific responses. There are numerous books on the broad subject of cultural 

policy and, while I have used some of the ideas from writers associated with these books, 

the more specific area of CCI policy is the area I wish to target. 

There remains an ongoing debate about the terminology of CCI. Garnham (2005) and 

Cunningham (2002) are both right when they state that the shift of language from 

“cultural” to “creative” was a targeted move to put the focus on the economic benefits 

of commercial creative activity and is therefore rooted in capitalism. Galloway and 

Dunlop (2007) also entered the cultural/creative debate and its implications for policy 

in what feels now like a historic snapshot of this debate about definitions. The distinction 

does need to be made, however, between “cultural” and “creative” and I agree with 

Foord (2008) that interchangeable use of the two terms is confusing and fails to make 

that distinction. In 2002, Cunningham provided a rationale for this distinction and, as 

recently as 2019, he and Flew reiterated this stance, drawing on previous work by 

Bakhshi and Cunningham (2016) which argued that the separation of cultural and 

creative activity allows for a clearer assessment of goals and a clearer focus on industrial 

policy. It also allows for better measurement able to take full account of each sector and 

the substantial overlaps, while appreciating the policy rationales that differ between the 

economic values of the creative sector as opposed to the cultural values of the cultural 

industries. However, they do make the point that both cultural and economic wellbeing 

are of equal importance to government. 

O’Connor provides an alternative view in work that is actually co-authored by 

Cunningham along with Janniste (O'Connor et al., 2011). O’Connor questions the need 

to separate the two sectors and suggests instead that the arts and creative industries 

should be seen as parts of the same spectrum. There are detailed discussions about the 

notions of cultural value, cultural participation including production and consumption, 
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the democratisation of culture, and the need for the creative industries’ justification to 

be more than purely economic. In the process, O’Connor concludes that a contemporary 

democratic cultural policy must deal with three broad creative industries sectors: art–

media–design. He also finds the idea of a spectrum of practice a more useful way to 

understand the sector. This fits with my knowledge of the lived experience of regional 

creative practitioners, which is also supported by the research of Markusen (2006), who 

found that creatives move between the subsidised not-for-profit sector and the 

commercial sector on an almost daily basis. For this reason, I reject the suggestion by 

Cunningham and Flew that the terms “cultural” and “creative” need to be separated or 

de-coupled and have instead chosen the term “cultural and creative industries”, keeping 

the image of O’Connor’s spectrum in mind. 

The debate about the terminology and definition of the sector remains unresolved. A 

2019 paper by noted policy researchers (P. Campbell, O’Brien, & Taylor, 2019) continues 

the discussion, but the debate has become more specific, discussing contested areas of 

CCI inclusion such as software development—the contention Garnham so strongly 

argued against in 2005—but delving into another level of understanding about what this 

sort of practice looks like. In the end, while it may be convenient to have a global 

definition of what is included in the CCI or even what name the sector should go by, it 

seems likely that different jurisdictions and players will continue to take a range of 

positions on the terminology of the creative sector. 

Some key researchers in policy 

Throughout this literature review some names have recurred throughout the discussion, 

and clearly their contribution has been substantial. This includes the work of 

Cunningham, Flew and other QUT researchers, O’Connor, Oakley, Banks and others, but 

the following section now focuses on several policy discussions that produce clear 

direction for policy implementation. 

One of the landmark articles on CCI policy is by Evans (2009). His international 

comparative study analysing creative city policies shows an in-depth knowledge of 

different policy approaches, the pitfalls of policymaking and the need for real 

evidence—rather than what Evans describes as quasi-science policy rationales. Evans 

brings together a large amount of policy theory and information and there is also much 
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to be learned from the methodology applied in the study. For example, we can learn 

about the range of different priorities in policy rationales and the hierarchy of subsidy 

for different sub-sectors of the CCI. Even though his research is focused on cities, it has 

many implications for non-metropolitan practice, particularly as Evans is very aware of 

the need for policy methodologies to consider the local level as well as the political 

environment. He is critical of the unquestioning application of cluster concepts and the 

over-reliance of unproven models of intervention and employment growth. Evans uses 

the same categories of policy interventions as Foord (outlined earlier); the two of them 

have worked on research together. The 2009 article is now over a decade old but it still 

stands up as one of the most thorough examples identifying policy issues in the CCI. 

Although the research was focused on the creative cities agenda that grew out of 

Florida’s research, Evans’s approach and the points that he makes can be transferred to 

other current contexts. 

Another example of policy analysis comes from Kong (2014), who tracks the changes in 

the sector to identify seven main areas of challenge for policy rethinking. She expresses 

concerns over a theoretical backslide of creative industries discourse and believes that 

consideration of these seven issues can lead to better policymaking. Many of these 

issues intersect with those that I have been discussing in this review, and they are wide-

scoping enough to be relevant to any setting in CCI development. 

Markusen, sometimes writing with Gadwa, has made a contribution to the discussion 

from the perspective of urban planning. This is a discipline which has a major role in 

shaping the way places interact with culture and its influence can easily be overlooked. 

Even though Florida comes from an urban planning background and has been hugely 

influential, Markusen (2006) has been highly critical of his work. She has an interest in 

the way artists work in their spaces (2006) and is one of the authors exploring policy 

who has spent time investigating rural areas (2007). Markusen expresses concern about 

policy approaches that she sees as problematic, and there is much to be learned here 

about the suitability of intervention in small towns and rural centres. She critiques the 

poor use of measurement indicators (2013) and the inappropriate application of 

consumption-based approaches in regional settings (2007), but is very supportive of the 

positive effect that artists bring to social and urban transformation. She makes a strong 

case for those wanting to implement cultural policies to be better informed about the 
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situation in which they are operating, reviewing evidence of causal relationships, and 

analysing stakeholders and citizen participation in cultural planning, ensuring that their 

goals are stated in ways that can be monitored (2010a). This view from urban planning 

and the advice that Markusen offers make a valuable contribution to the CCI policy 

literature in ways that are a little different from the literature in some other disciplines. 

Grodach has also emerged as a writer of substance in cultural and community 

development and policy. His interests are not dissimilar to those of Markusen, but his 

research goes into new areas. He has investigated artists and the way they operate as a 

response to their place, and the way in which the social and institutional context of arts 

or CCI activity affects urban development (Grodach, 2011). His work in analysing the way 

in which creative cities policy is really used in both Toronto and Austin (Grodach, 2013) 

provides original insights into the way policy actually operates. His analysis includes 

identifying five policy models; this awareness provides a framework for better 

understanding of the different ways in which policy can be used, meaning that more 

informed choices can be made. As result of his findings he makes a welcome call for 

further analysis work in the policy space that goes beyond the creative cities agenda. 

Now based in Australia, Grodach has been writing with other leaders in CCI research 

(Grodach et al., 2017) to explore connections between crafts sections of the CCI and 

manufacturing, shifting the debate to “redirect urban and cultural policy toward a more 

progressive research and policy agenda centred on material cultural production” (p. 17). 

Grodach’s interest in place as well as policy, and his ability to see new and more 

productive directions of enquiry, make him relevant and valuable in informing my 

research. 

The other concept helpful in shaping good policy is that of the “triple bottom line”. 

Originally developed as a business approach that considers the financial, social and 

environmental impacts of action, the triple bottom line has been adjusted to suit the 

needs of the cultural and creative sector, to promote economic, social and cultural 

growth (Cunningham & Flew, 2019), although the concept of needing “cultural growth” 

is a contested one (Banks, 2018). I question whether growth needs to be the aim, but I 

do believe that developing policy that supports the CCI to deliver outcomes in all three 

areas will produce approaches that can fully respond to local needs and contribute to 

making locations better places to live and work. Therefore, taking the triple bottom line 
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into account, I would like to finish the review by examining some of the literature with 

policy implications in each of these three areas. 

The triple bottom line: Economics 

Understanding the economic contribution of the CCI sector may seem the most 

straightforward measurement of the three parts of the triple bottom line, but the CCI 

ecology is complex. Understanding the sector’s contribution to the Gross Domestic 

Product (GDP) has obvious measurements attached to it, but the employment and the 

value chains associated with the sector can be obscured. 

For this review, I have selected a small number of authors writing about the economic 

workings of the industry. I believe that this core of authors—Harvey, Thrift (sometimes 

working with Amin), Throsby and Towse—provide a comprehensive understanding of 

the issues of economic activity in CCI. They provide positions on economic approaches 

as well as analysis of the workings of the sector. 

To start with Harvey, his long history of writing about the economics of cultural work 

show his long-standing relationship with Marxist thinking within geography. In this 

respect his work sits uncomfortably with the capitalist nature of the post-1998 rhetoric 

of the “creative industries agenda”. His questioning of commodification, discussion on 

globalisation and concern about exploitation (Harvey, 2009) provide a critique of 

economic issues that can provide an awareness of the potential problems that poor 

policy in CCI can engender. From his work back in the 1970s through to more recent 

publications he has had an interest in place—mainly cities—but he has also contributed 

to non-metropolitan place-based research (D. Harvey et al., 2012). The influence of his 

thinking can be found throughout the work of many of the main commentators on CCI 

practice, such as Pratt’s use of his ideas about consumption in his call for a spatialised 

approach to culture production (Pratt, 2004), or Banks’s reference to Harvey’s insights 

on post-modernism (1989) in discussion of the concept of moral economy (Banks, 2006). 

Harvey has a large output spanning more than 40 years. I have found his exposé of 

neoliberalisim (2007), and his analysis of the workings of capitalism (2014), to be 

valuable in helping to approach policy development from a position that aims to avoid 

seeing cultural and creative development in exploitative and narrow economic terms. 
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Whereas Harvey’s position is clear-cut, the work of Thrift is harder to summarise in 

simple terms. His work on understanding capitalism (Thrift, 2005) does not have the 

anti-neoliberal position so apparent in Harvey, but his interest in both culture and 

geography (Amin & Thrift, 2007) mean that his work assists in understanding the 

economics of culture and of place (Thrift, 2008). In helping to find one’s position on 

economic growth in CCI I have found Thrift’s work useful for its links to space and place, 

but more valuable if used alongside the more clearly defined stance of Harvey. 

For understanding the actual economic workings of the CCI a comprehensive coverage 

is provided by the various publications of Throsby. The details of production, 

consumption and distribution are explained, the complexity of value chains and the 

composition of the sector are all covered (Throsby, 1994, 2001, 2015). He has created 

new models for understanding the make-up of the sector (Throsby, 2008a, 2008b). He 

has also used his knowledge to provide guidance on the creation of cultural economic 

policy (Throsby, 2010). Although his reach is global, he knows the Australian sector 

where he is based very well, having led research for the Australia Council for the Arts 

over many years (Throsby & Hollister, 2003, Throsby & Zednik, 2010, Throsby & 

Petetskaya, 2017). Nor is he afraid to commentate on actual policy, or in Australia’s case 

in recent years, the lack of it (2018). 

Another constant presence within the cultural and creative economy discourse is that 

of Towse (Towse, 2010a, 2013; Towse & Handke, 2013; Towse & Khakee, 2012). Her 

writing is informative and guides the reader through an understanding of cultural 

economics, without the same level of political or policy positioning found in authors such 

as Harvey or Thrift, although she has taken a stance on intellectual property (IP) (Towse, 

2010b). Much of her work acts more like textbooks on the cultural economy, and as such 

has a valuable role to play for those working in CCI policy who are not trained in the field 

of economics. 

The combination of these authors provides a working knowledge of how the cultural 

economy operates and the issues associated with CCI economics. There are overlaps in 

their content but between them they provide the ability to interpret economic positions 

and consider them in relation to developing and implementing policy. 
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The triple bottom line: Culture 

It may seem to be obvious that creative and cultural practice would have positive 

cultural outcomes and benefits, but the perception of excessive focus on economic 

outputs has left some feeling that the cultural benefits of the sector are ignored or 

underestimated. There are also a number of pressure points about what cultural 

benefits look like. It raises questions of differences between high art and popular culture 

(Gibson & Kong, 2005; Keane et al., 2005), arts versus creative industries (Pang, 2015), 

contrasts between traditional artforms and high-tech mass distribution of product, and 

the importance of cultural activity in placemaking, creating or maintaining identity. 

These are all issues that have been raised by authors concerned about the neoliberal 

aspects of CCI policy as they have attempted to make the case for valuing the sector for 

reasons other than economic value. The literature of cultural policy is filled with 

rationales centred on cultural value (e.g., Bonet & Négrier, 2018; Lury, Parisi, & 

Terranova, 2012; Mulcahy, 2006), but it is harder to find this same detail about cultural 

value within actual policies beyond a passing reference in the introduction of some 

publications. 

One of the problems with ensuring that cultural benefit is configured into policy 

approaches is that it has always been difficult to measure cultural benefits or to 

articulate the case for them on a political level, where economics are often seen as the 

only bottom line. Reference to this problem has been acknowledged by many authors, 

and in recent years there have been developments in addressing the problem. Much of 

the work in measuring cultural value is being led by the UK. In advocating for the triple 

bottom line in the Warwick Commission report (Warwick University, 2015), Holden 

proposes three registers to consider: intrinsic value, instrumental value and institutional 

value. In 2012, the Arts & Humanities Research Council (AHRC) Cultural Value Project 

was established as an attempt to better understand the value of arts and culture to 

individuals and society, while at the same time contributing to understanding secondary 

outcomes and providing evidence for policy. The work-in-progress paper by the project 

leaders (G. Crossick & Kaszynska, 2014) outlines strong and sometimes creative 

approaches to methodologies. Their focus on the reflexive individual has value, but it 

may be at the expense of capturing some of the collective outcomes of cultural activity. 
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This major project has now produced two reports and advocacy for the establishment 

of a centre for cultural value (Crossick & Kaszynska, 2018; Kaszynska, 2018). 

Work in Australia has developed in this area. Tabrett’s (2014) account from an arts 

bureaucrat’s perspective of the process of trying to establish national cultural indicators 

shows a well-intentioned attempt to find a framework of national relevance, but it also 

highlights not only the challenges of finding consensus across a federal system, but of 

investigating cultural value itself, and not just its secondary benefits. A more detailed 

earlier account of the ongoing process of finding national cultural indicators was 

provided by Ferres, Adair and Jones (2010), who not only engage with questioning what 

the process and priorities need to be, but place the Australian experience within a 

broader knowledge of international approaches. Although some of the political 

relevance of this article is now lost a decade later, it also highlights the current problems 

in Australia of articulating and measuring cultural value when there is no national policy 

from the government to act as a reference point. Further, the account by Hong (2014) 

of New Zealand’s cultural indicators has lessons for the incorporation of indigenous 

values into choosing what and how to measure cultural impact. Finally, a discussion of 

Canada’s approach to understanding cultural value (McCaughey, Duxbury, & Meisner, 

2014) demonstrates the need for alternative approaches that do not rely on the 

standard statistical measurements favoured by national arts bodies. 

The over-reliance of statistical data as a measurement for cultural value comes from 

another set of Australian researchers (Meyrick, Barnett, Robinson, & Russell, 2019), who 

argue for the use of narrative in the evaluation of cultural programs and events. The 

arguments in favour of narrative which are so often heard within the sector but less 

often elucidated within academic literature are made clearly in this paper, but Meyrick 

and his co-authors not only make the case for the value in capturing and assessing 

activity and also advocating at government level, they also provide guidelines about how 

to produce narrative that provide well-founded evidence. Another consideration in the 

literature about effective evidence of cultural value, made by Newsinger and Green 

(2016) but included in the arguments of others such as Ferres et al. (2010), is the need 

for the creative practitioner voice to be present within the process. 
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Before leaving the topic of cultural value, I would like to again mention the contribution 

of Belfiore to this debate. Considering that my own research has involved the 

development of a scaffold to strategic action development, the value I place on Belfiore 

and Bennett’s dismissal of toolkit approaches to cultural evaluation may seem strange 

(Belfiore & Bennett, 2010). However, they respond to the problem of cultural impact 

studies that have historically tended to seek simplistic approaches to investigating 

complex contexts with the hope of finding answers that are not necessarily in the 

interests of cultural value, but rather feed into positive impacts in the area of social 

benefits. These two authors are able to find many positives in the emergence of a debate 

and initiatives interested in an evidence base for the public good of cultural activity, 

including initiatives by Arts Council England (Neelands, Easton, & Robles, 2015). Recent 

publications by Belfiore show an ongoing interest in this topic, including finding effective 

ways of measuring impact outside of cultural policy (Belfiore & Lee, 2020) and raising 

questions of how to interpret the value of culture from perspectives that have been 

frequently left out of the debate up until now (Belfiore, 2020). Belfiore builds on the 

work of many researchers before her that have sought to find ways of delivering and 

assessing cultural value work, but she continues to push the debate into difficult and 

more complex areas. The questions she raises are important ones, even though they 

may not have easy answers. 

Cultural or artistic motivation may drive many of the creators working within CCI, but 

the case for cultural value arguably remains the weakest of the three parts of the triple 

bottom line. It is often either over-ridden by the perception that economic value is of 

greater importance or conflated with social values. It is a feature of cultural policy but 

neglected within the case for CCI. 

The triple bottom line: Social value 

The arts have long been associated with social impacts, but the argument that the CCI 

contribute social capital has not been as prevalent. However, the argument has been 

made by researchers that the CCI do have the ability to assist with social cohesion and 

social outcomes. This has been associated with location and the way in which the 

presence of CCI has a direct impact on social measures within those communities. 

Herslund (2012) goes so far as to claim that the economic benefits within rural 
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communities are so negligible that it is only the social impacts that are of value in these 

locations. Mulcahy (2006) states that cultural policy is a public commitment to realising 

the possibilities offered by civil society and socioeconomic pluralism, not dependent on 

profit motives or validated by commercial values. However, CCI policy is not 

synonymous with cultural policy, so the challenge is to consider in what ways social 

impact can be present within CCI policy. 

Although authors focus on the individualised benefits of CCI social impacts, policy that 

is focused on place needs to consider collective effects. While placemaking projects may 

be focused on the identity of places, social problems and the need for social cohesion 

within these places need to be understood if any policy is to implement actions aimed 

at addressing social needs. While the arts have a long history of demonstrating social 

benefits from cultural interventions, questions arise about how activity that is 

commercially based can produce the social capital to instigate change at a social level. 

The main motivation of creative practitioners is rarely money (Gibson & Stewart, 2009; 

Hesmondhalgh & Baker, 2010; Ross, 2004; Rowan, 2012). Many have a wish to 

contribute to society (Daniel, 2013b). The social impacts of creative practice have a 

strong basis in place, as societies operate in physical space (Bertacchini et al., 2012). 

A recent paper by Duconseille and Saner (2020) investigates placemaking to ask how it 

can be stimulated in urban environments for social integration. Using one of the 

UNESCO Creative Cities Network’s Sustainable Development Goals to make cities and 

human settlements inclusive, safe, resilient and sustainable, this study activated 

projects in a number of different urban settings. Despite my concerns with this piece of 

action research—the process involved bringing external artists from various parts of the 

world in to these urban settings to develop placemaking approaches which I would 

question as being the most appropriate way in which to reflect a sense of place—and 

the fact that their evidence of changing social factors had not been clearly established, 

it raises interesting questions about the factor of place in creating social impact. It is also 

arguable whether this may be even more relevant for smaller, more close-knit regional 

communities. 

A 2009 study by Anwar Mchenry makes the case for these smaller non-metropolitan 

places, investigating the way in which the arts can revitalise Australian rural 
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communities. Although her focus is the arts and not the broader view of CCI, her interest 

includes income generation, employment opportunities and links to tourism, all CCI 

issues. Anwar Mchenry does not include her own research other than a brief overview 

of a survey carried out in rural Western Australia, but her paper is a literature review 

that summarises the work done in this space to date in 2009. Importantly, Anwar 

Mchenry identifies what she sees as the gaps and weaknesses of social impacts of the 

arts, pointing out that there is a lack of quantitative evidence, and rarely any distinction 

between metropolitan and regional areas. 

Anwar Mchenry’s work helps understand social impact from a rural spatial perspective, 

but it is still essentially about the arts. A paper released at the same time as Mchenry’s 

also explores the use of creativity to revitalise Australian rural communities (Dunphy, 

2009). This work takes a broader view of cultural and creative work and its impacts, 

including the social benefits that can affect health and wellbeing, social inclusion and 

educational achievements, as well as having its own intrinsic value. Dunphy is more 

analytical and practical in approach, with outcomes that provide a range of policy factors 

that can potentially provide support in these rural communities. These include more 

support for the RADO network and for volunteers, ensuring recognition of the value of 

local cultural products and practices, training and reduction of bureaucratic obstacles. 

The most fundamental way of supporting rural creative initiatives is the necessity of 

government commitment at all levels. Some recommendations about the role of cultural 

work in revitalising rural communities are echoed in work from Canada (Duxbury & 

Campbell, 2011), which also identified six areas needing development: understanding 

the nature of creative activities in rural communities, capacity issues, community factors 

and local ingredients, population-related issues and opportunities, economic issues, and 

governance factors. None of these six areas is explicitly about social value but they are 

implicit within their approach which arises from the identification that rural 

communities in Canada experience “declining and ageing populations problems with 

youth retention, limited economic and social opportunities for residents, depleting 

natural resources, loss of local services, and higher costs of living” (Duxbury & Campbell, 

2011, p. 111). 

An understanding is therefore needed of the sort of benefits to locations provided by a 

healthy CCI sector. Ways of measuring these benefits are needed to make the case for 
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supporting creative activity in all sorts of locations, but the methodology for this 

evidence is lacking. There is, however, some good quality discourse in more general 

terms on social benefits of the cultural economy. Banks, for instance, has had a long 

engagement with this topic. His 2006 study of Manchester creative entrepreneurs 

demonstrates ways in which they can achieve moral and ethical outcomes. Almost a 

decade later (Banks, 2015), he discusses the value of the creative economy in its own 

right, and expresses concern about the lack of clarity in this area. More recently (Banks, 

2018), his discussion about what he considers to be the fallacies of growth in the cultural 

economy led him to make the case that growth should not only be limited, but it needs 

to be more evenly and equitably redistributed in terms of benefits and rewards. This 

involves re-conceiving growth in the CCI “in terms that afford greater priority to non-

economic values and human prosperity indicators” (p. 367). Pratt is another author who 

has done more than make a passing reference to social benefit within the CCI, 

particularly in a 2010 paper focused on the tensions within and between social, cultural 

and economic development. The regional work of Gibson (discussed earlier) has a strand 

of social benefit throughout it linked to location (Gibson & Argent, 2008), as does the 

work of others such as Comunian (Comunian, Chapain & Clifton,2010; Comunian & 

Mould, 2014) and Luckman (2012). 

There appears to be no clear case of evidence produced to support the idea that the CCI 

contribute to the social health of the communities in which they are located, but there 

is a body of work that makes the case for the impact of the arts and some frameworks 

that have been developed to measure these impacts. Matarasso (1997) has contributed 

to this body of work including compiling a list of 50 indicators that can be used to 

measure social impact and continues to work in this space with an interest in 

placemaking. A wellbeing measurement for the arts and sport was developed in the UK 

for the Department of Culture, Media and Sport (Fujiwara, Kurdna, & Dolan, 2014), but 

while there are times when we need to quantify impacts of interventions in monetary 

terms, this framework does so at the expense of a deeper understanding about the ways 

in which arts interventions can change lives and communities. Various states in Australia 

have worked on social impact frameworks for the arts, with Western Australia leading 

some of this work (Pracsys & Knell, 2012). One of the few places in which there has been 

interest in the measurement of social impacts within the cultural economy is the 
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research page of the website for Americans for the Arts,5 which brings together various 

models including working with business, but this still is not really looking at CCI practice. 

While it is possible that some of the work done into social impact in the arts (rather than 

the CCI) could inform an approach to measure the social impact of the CCI, and that 

some of the recent work in measuring cultural value does cross over into the area of 

social impact, understanding and measuring the social value of the CCI requires further 

research and development. 

It is possible to find within the CCI discourse examples that investigate areas related to 

social impact. Cooke and Schwartz (2008) argue that the benefits of producing economic 

growth in regional areas perceived as “lagging” will also produce social benefits. 

Comunian and Mould (2014) question the social benefits of creative regeneration 

projects. There is research measuring the social demographic of people attending arts 

events (Hanquinet, O’Brien, & Taylor, 2019). Another study demonstrates that the social 

dynamics of a place influence its ability to attract creatives (Grant & Kronstal, 2010). 

These studies have value, but they do not aim to prove the policy claim that the CCI 

contribute to social wellbeing. An author specifically focused on social impacts is 

Brazilian researcher Carla Fonseca Reis, who has written extensively on the subject of 

social benefits for individuals—particularly in the context of developing countries, 

finding that “the creative economy provides an opportunity to rescue citizens – 

integrating them into society – and consumers – including them into the economy” 

(Fonseca Reis, 2008, p. 15. 

There have been warnings against expecting too much from the CCI in relation to social 

impact, and to be aware of the tensions between the competing agendas of economic 

value and social value. Oakley expresses her concern with expecting creative industries 

to deliver social outcomes. Her concern is not in the interest in broader social policies 

such as regeneration or diversity, but that there is an inherent tension between social 

and economic goals that are too easily buried under the mantle of creativity (Oakley, 

2006). She goes on to discuss in the same paper her belief that creative industries policy 

has contained an incoherent social policy agenda that is based on flawed assumptions. 

She states that policies for social inclusion or enhanced equality need to be developed 

 
5 https://www.americansforthearts.org/research 

https://www.americansforthearts.org/research
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in their own right, not as an adjunct to economic development. More than a decade 

after this paper, there has been limited progress in this area. 

Place-specific policy has a part to play in responding adequately to any desire to link 

creative industries outcomes to social inclusion, but it is also problematic. The topic of 

culture within space and place brings with it implications of class and taste (Bourdieu, 

1984), and the unevenness of development in different places can too easily be 

conflated with particular cultural characteristics (Gibson & Klocker, 2005; Oakley, 2006). 

There are many cultural interventions that have been used to show economic and social 

outcomes, such as Melbourne’s cultural places program (Shaw, 2014). However, there 

remain challenges in making a robust case for the value of the cultural economy in 

achieving social benefits, enacting ways of measuring this value, and finding ways to 

develop policy and approaches that are place-specific and include actions to implement 

change. 

The triple bottom line is a useful way of viewing the CCI sector, its impact and the way 

policy can be used to develop approaches that are suited to particular locations and 

which will have an effect on those locations. The discourse about policy is not static, and 

we are experiencing changes in the world that will require an ongoing re-shaping of the 

way in which we approach operating within the CCI and articulating its value. Issues such 

as sustainability—in its many forms—are appearing in the literature (Oakley & Ward, 

2018; Skrede, 2016). Within academic discourse there are voices calling for a cultural 

democracy and ways to support a holistic and socially responsible view of CCI 

development (Duxbury et al., 2017; Gross & Wilson, 2020; Juncker & Balling, 2016). 

Banks and O’Connor (2017) reflect on their long history of working in this space and ask 

important questions about how this may move forward: 

The question might now be on what grounds we might seek a culture in 
common—not the hard billiard ball cultural sphere of the nation-state, but 
a space in which we can both be open and state our belonging? And what 
kind of system of local (and global) cultural production, participation and 
distribution could underpin such an inclusive commons—what would that 
even look like? Perhaps to try and imagine this ought now to be the focus 
of our collective energies. (p. 649) 

Policy in the CCI is not only for governments; it is for everyone involved in CCI to 

consider. The opportunities for bringing positive change to communities in all sorts of 
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locations exists through thoughtful and appropriate action to support the people 

working in that sector. To do this, a thorough knowledge of the issues and barriers that 

creative practitioners face is needed, along with an understanding of how opportunities 

can be taken through actions that are well-targeted and place-appropriate. For the most 

part, the literature provides the basis for this understanding of the challenges and 

strengths of the sector. There remains further work in providing the basis for developing 

the action plans to enable support at local levels as well as at all levels of government. 
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Chapter Three: 
 

Theoretical Framework and Methodology 

This chapter outlines the influence of both Bourdieu and Soja in shaping 
the research. It then discusses the bricolage approach in using mixed 
methods to collect data. The use of interviews, observation, statistical 
evidence and the analysis of policy documents allowed for a grounded 
approach that could respond to the new themes that emerged through a 
coding process. Due to the researcher’s work in supporting cultural and 
creative industries practitioners, cycles of action research were also 
applied, testing the relevance of the themes that emerged and influencing 
the findings. 

The theory that informed and underpinned the process of my research has several 

influences, but foremost is the work of Bourdieu, in particular his theory of practice and 

the concept of habitus (Bourdieu, 2013). This provided the framework to build an 

understanding of the complexities of human behaviour with the cultural and creative 

industries (CCI) in different geographic settings. My research interest is not in 

understanding the cultural and creative industries (CCI) as a set of statistics that 

represent the output of businesses and individuals, but the way in which the people, the 

actors of the CCI sector, operate and interact, their challenges and their strengths. By 

understanding the way in which the actors of the sector operate and the influence of 

place on these actions, it is then more possible to see the ways in which strategic action 

based in policy decisions can support them to succeed. 

Bourdieu’s theory of practice was first published in the early 1970s, before the influence 

of neoliberalism, the political force that emerged in the 1980s and which remains 

strongly influential today; the influence of Marxism also permeates his work. In this 

context, Bourdieu’s work fits well with the framework for my research which, in the 

process of understanding and responding to the needs of creative practitioners within 

the CCI, aims to eschew the neoliberal aspects of CCI to create an interpretation of policy 

options that present a more broadly based set of benefits for the communities in which 

CCI are based. 
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Bourdieu’s Theory of Practice 

Bourdieu developed his theory of practice because the structuralist and existentialist 

thinking prevalent in post-war years was not, in his opinion, able to account for the 

complex manifestations of human behaviour. His own experience told him that people 

did not always fit into norms and rules but were the product of different influences in 

their own backgrounds and in the settings in which they operated. In response to the 

need for a way of theorising and interpreting the actions of human behaviour, he 

developed “habitus”: 

a system of lasting and transposable dispositions which, integrating past 
experiences, functions at every moment as a matrix of perceptions, 
appreciations and actions and makes possible the achievement of infinitely 
diversified tasks. (pp. 82-83) 

This concept suits the investigation of non-metropolitan creative practitioners because 

it considers the actions not only of themselves, but also in terms of the social conditions 

that have engendered them and the conditions in which they are operating. It is this 

conjuncture of influences that creates an understanding that appreciates the limitless 

ways in which people may act. Not only does this provide a way of understanding the 

complexities and variety of behaviours found in the non-metropolitan creative 

practitioners of my research, it also engenders a more open-ended approach to 

developing policy directions and strategic actions which take account of this variety, 

avoiding the dangers of policy that is unable to respond to the range of factors that 

shape each individual’s actions. 

Bourdieu’s theory of practice combines the actions and responses and dispositions of 

habitus with two other concepts: “capital” and “field”. He describes three types of 

capital: economic, cultural and capital. This aligns with the triple bottom line concept of 

cultural development as discussed in Chapter Two. Bourdieu’s framework enables a 

perspective that can encompass any of these three types of capital in shaping creative 

practice within the cultural economy. His concept of field is not a space of geographical 

parameters but a structured social space; in the case of my research it does have a 

spatial element, being the field of non-metropolitan CCI. 

The standard way in which these factors are used to investigate human behaviour is 

presented by Bourdieu as an equation: 
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(Habitus x Capital) + Field = Practice 

There have been criticisms that this approach is formulaic, and my own observations in 

seeking out examples of how to apply his theory have confirmed that Bourdieu’s theory 

of practice can produce shallow and formulaic approaches (Savage & Silva, 2013). This, 

however, does not fully appreciate that his approach was explicitly designed to avoid 

such reductionist approaches and to instead find a way of investigating behaviour that 

reflects the way in which each combination of these factors has the potential to produce 

different responses. In my research, each individual’s history, skills, interests and 

abilities combine with economic, cultural and social capital within the CCI—which 

themselves operate differently across different spaces due to a combination of 

influences. It is an understanding of these factors that can then inform the best way to 

create action plans that support the needs of these practitioners. 

Another seeming tension within this choice of framework in my research is that 

Bourdieu’s approach allows an understanding of the individual, while my interest in 

policy and strategic action is based on the development of plans aimed at the collective. 

The CCI are recognised for offering a level of autonomy to those working in the sector 

(Gill & Pratt, 2008) which also suggests that the focus needs to be on the individual. I 

argue that by understanding the ways in which individuals operate in a spatial context 

by identifying the patterns that emerge due to the influence of place, plans can then be 

developed that respond to these insights. Furthermore, while each individual or creative 

business will have their own specific needs to be addressed, policy and their attached 

action plans have to offer a collective good in order to be suitably worthwhile. 

Balancing the needs of the individual within a collective movement is a consideration 

for anyone involved in the enactment of policy through action. While alternative 

approaches such as Latour’s actor theory would offer a way of considering the collective 

and the workings of the CCI ecology, a Bourdieusian analysis provides the depth of 

understanding that enables a policy response that has both enough general 

understanding to have relevance to many within the CCI collective, and enough 

specificity for individuals to find their own version of relevance within strategic action. 

Change is best achieved as a collective action (G. de Peuter & Cohen, 2015), but 

collective action itself is made up of the work of many individuals—and the tension 
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between collectivism and individualism needs to be reconciled (Chapain & De Propris, 

2009). 

Imagined Geographies 

The stereotypes associated with the image of the regional creative practitioner can be 

addressed through Ed Soja’s (1989) framework of looking at three interpretations of 

space: perceived, conceived and lived space. He makes the case for ensuring that any 

interpretation of behaviour needs to be spatialised, and that the seemingly innocent 

social spatialisation can hide the relations of power and discipline and be filled with 

politics and ideology. This enables us to question what is imagined space as opposed to 

the lived experience. 

Although Soja’s focus was very much the city, his framework can assist in perceiving, 

representing and defining regional places and the human behaviour that operates 

within these spaces. The Australian bush is full of iconic images that give rise to a range 

of imagined perceptions, particularly in a country where much of the population cling to 

the coastal fringes with little experience of inland areas where many places are 

experiencing population decline (McManus et al., 2012). In the past there were stronger 

ties between city and rural areas, with trips to the country to stay with relatives a 

common experience (Connell & McManus, 2016). 

The New South Wales (NSW) Central West region where this research was located 

produced the two most famous bush poets of Australia, Banjo Patterson and Henry 

Lawson, as well as 19th-century stories of the goldrush and agricultural activity that 

contributed to Australia’s wealth. These images all feed popular perceptions of the NSW 

Central West, alongside the alternative perceptions of a region with poorer outcomes 

than cities in key areas such as health and education, an unsophisticated level of cultural 

activity, conservative thinking, a problematic relationship with the history of 

colonisation and diminishing economic growth (Chan, 2018). 

Neither of these perceptions are necessarily the reality of today’s lived experience of 

the complexities of regional life, which is why Soja’s approach of interpreting space not 

just through perception, but also through understanding conceived space and lived 

space, is important. The danger of these imagined geographies is that they have real and 
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material impacts on policy, behaviour and the built environment (Collis et al., 2013). My 

research investigating the factors that enable non-metropolitan CCI to succeed relies on 

policy as the instrument of change, but it is informed—as it must be—by the reality of 

the lived experience of creative practitioners in these regional and rural communities. 

Methodology for this Research 

In order to uncover and understand the behaviour of non-metropolitan creative 

practitioners and to respond to the problems of strategic plans in the CCI sector that are 

not place-appropriate, a mixed methods approach was adopted. This involved 

interviews, observation, accessing and using existing statistical data, and analysis of 

documents relating to policy and strategy. In doing this, I took a bricolage approach, 

using the bricoleur’s method of “making do” with the various data collection options 

available to me (Lévi-Strauss, 1972). Having collected a range of data through these 

mixed methods, I was able to apply coding through the use of a number of databases 

that included NVivo and several databases that I constructed myself. This sat alongside 

a multi-tab Excel spreadsheet containing existing quantitative data that enabled me to 

explore the best way of representing regional practice through statistical data, creating 

new graphs and diagrams that are presented throughout this thesis. The findings and 

contribution to originality included increased insight into creative practice in a region 

not previously researched and a new scaffold for future use in policy development. 

Bricolage 

The term “bricolage” was introduced by Lévi-Strauss in the 1960s to describe a concept 

and process he referred to as “making do with what is at hand” (Lévi-Strauss, 1972, 

p. 17). The passage below describes the way a bricoleur works: 

Unlike the scientist, the individual bricoleur acquires, compiles, and stores 
materials for future use. The awareness of their eventual application 
remains unformed in the early stages of resource acquisition, creating 
flexibility for their later deployment for whatever purpose is at hand. The 
tools not only shape their end purpose, but the purpose is also shaped by 
the resources available. (Di Domenico, 2010, pp. 684-685) 

What this means for me is that that I have been able to use many things that are at hand 

because of being based in a region, and working with creative practitioners and with 
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policymakers. Resources have been available to me through my employer Arts OutWest, 

through being based on the campus of a university (Charles Sturt University [CSU]) and 

through my own professional connections. 

There may appear to be tensions between the choice to use a framework based on 

Bourdieu’s theory of practice while also using a methodology based on the work of Lévi-

Strauss. Bourdieu was highly critical of Lévi-Strauss, repeatedly addressing in his Outline 

of a Theory of Practice (2013) what he saw as weaknesses in Lévi-Strauss’s work, but it 

was the abstract nature of his structural method that Bourdieu disapproved of rather 

than his bricolage approach of making do with what is at hand. In my research I have 

had a number of things at hand in terms of data collection to which I have then applied 

a Bourdieusian lens, interpreting this data in terms of habitus, capital and field. 

This accurately describes the process I went through in developing both my theoretical 

framework and my methodology. At the beginning of the process I did not realise that 

my search for appropriate theoretical underpinnings was going to result in a bricolage 

approach, I was simply looking for the best way to tackle my research topic. Over time I 

found that no single approach was going to provide the breadth I required. In developing 

my methodology it became clear at an early stage that I would require a variety of data 

to make the case for the importance of place within CCI awareness and support, and my 

position as an arts worker already embedded within the field gave rise to the 

opportunity to access data that was “at hand”. 

Bricolage has been more generally criticised because it is perceived that its 

interdisciplinarity is, by its inherent nature, superficial. While even proponents of 

bricolage acknowledge that superficiality can result when scholars or researchers fail to 

devote sufficient time to understanding the different knowledge bases and discipline 

fields, it has also been argued that “given the social, cultural, epistemological, and 

paradigmatic upheavals and alterations of the past few decades, rigorous researchers 

may no longer enjoy the luxury of choosing whether to embrace the bricolage” 

(Kincheloe, 2001, p. 355). Bricolage allows for multiple perspectives and provides the 

ability to address the complexities of different domains including the social, cultural, 

psychological and educative (Denzin & Lincoln, 2000). 
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Bricolage also gave me the reasoning to avoid what I observed as the pitfalls of applying 

an existing theory in ways that, rather than give a structure and credibility to the 

research, could lock it into a formulaic approach that diminished the strength and depth 

of research. Clearly this does not always happen when using one predominant theory to 

investigate a subject, but in a research topic like mine that spans different disciplines, 

this was a real danger that needed to be avoided, as it has been noted that when dealing 

with matters that are complex or diffuse, traditional social science methods are “not 

well adapted to the realities of global complexity” (Law & Urry, 2004, p. 403). To address 

this, the bricoleur views research methods actively, rather than passively, which leads 

to the researcher actively constructing methods with tools at hand rather than accepting 

and using pre-existing methodologies (Yee & Bremner, 2011). The bricolage approach 

also enables my research into regional CCI to intertwine with my professional work in 

supporting and developing regional arts and cultural practice. Because I am constantly 

engaging with practitioners and stakeholders and I work with related policy within the 

field of creative industries, I have often adapted this exchange in the way that a bricoleur 

uses what is at hand. 

The combination of the different strands of methods also provides the best way of 

bringing together the many components that demonstrate the nature and value of non-

metropolitan CCI. The methodology of my research attempts to bring together a 

diversity of practices into a cohesive body of work that interprets regional creative 

practice, and then finds how strategic action can be developed that can respond to their 

needs. 

Data Collection 

In this section I describe in more detail the data collection that I undertook for this 

research. This data falls into four main categories: interviews, observation, statistics 

accessed from existing bodies of data and document analysis. The selection of these four 

data collection methods demonstrates a mixed methods approach and reflects a 

pragmatism that is part of being a bricoleur, related to the “pragmatic approach” 

espoused by Morgan (2007). Mixed methods usually refer to a mix of both quantitative 

and qualitative data (Johnson & Onwuegbuzie, 2004; Tashakkori & Creswell, 2007). 

Although there can be tensions within the mix of methods and approaches (Denscombe, 
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2008), my choice to use these methods goes beyond the pragmatic aspect of what is 

available; they have been chosen for their ability to integrate and provide multiple 

perspectives on the subject and to create a more comprehensive portrayal of non-

metropolitan creative practice through the interplay of data across various issues. 

1. Interviews 

Forty-four creative practitioners and 16 policymakers or implementers were 

interviewed in the research, making a total of 60 interview participants (see 

Appendix B). The interviews were conducted over a period of several years. Most of the 

creative practitioners’ interviews were conducted early in the study, and were based on 

the themes that emerged in the literature review but were done before policy analysis 

had led to the identification of policy themes. Therefore any comments they made that 

linked to policy were not prompted by the semi-structure interview process but instead 

contributed to a grounded theory approach that involved an ongoing coding process. 

Creative practitioners were selected for a range of reasons. They needed to be working 

professionally in their creative practice, gaining all or at least a large proportion of their 

income from their creative practice, or aspiring to do so and actively working towards 

that aim. Hobbyists were excluded from the sample. This ensured that all the creative 

practitioners who were participants in the research had the potential to be affected by 

policy in their professional work and income. In selecting these participants, I wanted to 

ensure that they represented a spread of locations across the NSW Central West region 

and that the group included many different artforms and types of creative practice. They 

included sole traders, and people working in not-for profit organisations, local 

government councils and companies. This range of employment structures was 

important in representing the different types of CCI work which are too often seen as 

only including commercially based businesses. The reality of the sector—working from 

the widely accepted definition of what constitutes creative industries—includes all types 

of employment. In non-metropolitan areas of NSW, councils are the biggest employers 

of cultural workers. All the participants who were contacted with a request for an 

interview willingly agreed to take part, although the practicalities of finding a time to 

conduct the interview meant that several of these were unable to go ahead. 
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The creative practitioner interview participants were drawn from the 11 local 

government areas (LGAs) of Arts OutWest, with two exceptions for creative 

practitioners who live just outside the area in the neighbouring Mid-Western Council 

but who also work as arts workers in the Arts OutWest area. The location of the 

interview participants covers all the 11 LGAs in the region. 

Figure 1 represents the range of council areas covered by the 44 interview participants 

including the Mid-Western Council outside the Arts OutWest area. 

 

 

Figure 1. Location of interview participants by local government area. 

Some of these LGAs include a range of settings, such as Bathurst Regional Council, a 

large area which in my study included people based in the regional city, people located 

in surrounding villages such as Hill End and one person who lives in the bush. This 

contrasts with the other regional city of Orange where the area covered by the LGA only 

includes the city area. Where practitioners live in a village but operate their creative 

employment in a town or regional city, I have represented them as being based in a city. 

This spread over different locations is represented in the graph in Figure 2. The 

interpretation of the six types of locations in relation to population size and nature of 

the place is: 

• Regional city = > 40,000 people 
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• Large town = 15,000–40,000 people 

• Small town = 1,000–15,000 people 

• Village = < 1,000 people 

• Rural = no major settlement, cultivated land 

• Bush = no major settlement, uncultivated land 

 

Figure 2: Type of location of interview participants. 

The selected interview participants represented a wide range of creative practice within 

the CCI. The selection did not include all the artforms included in definitions of creative 

industries because the region itself does not have strengths in areas such as architecture 

(two architects agreed to participate but busy schedules meant that the interviews did 

not proceed) or film (there was only one film practitioner interviewed who also was the 

only game design practitioner in the research). Twelve of the 42 interviewees were 

operating across more than one artform, although this included those who, like myself, 

were working as arts workers as well as being active in their own creative practice. I 

therefore created a special category for arts workers, festival organisers and heritage 

workers, but it should be noted that all but one of these participants also had a creative 

practice in another artform. Another problematic artform was photography; I listed the 

three photographers interviewed as working in visual arts even though all three worked 

across advertising and in documenting work such as arts projects. The design category 

included diverse practice, covering graphic design, furniture making and millinery. 
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The graph in Figure 3 shows the artforms included. Some practitioners were counted 

twice as they were active in more than one artform. The spread of artforms correlates 

with other research that shows that non-metropolitan areas are usually strongest in the 

solitary artforms of visual arts and writing (Australia Council for the Arts, 2017a). 

 

Figure 3. Artforms of interview participants. 

The selected participants also represented diversity in terms of gender, age and cultural 

identity. Twenty-nine were women (69%) and 13 were men. The average age was older 

than national averages. Both of these statistics are typical of regional workforces which 

are older and have a higher percentage of women than in metropolitan CCI. Several of 

the participants came from non-English speaking backgrounds but the numbers were 

lower than in the general population—again, another typical feature of non-

metropolitan communities. Four of the participants were Aboriginal. Only one 

participant mentioned having a disability but a further three spent some of their time as 

carers. 

The interviewees involved in policy were from all over regional areas of NSW, giving a 

broader perspective to the challenges and advantages of being regionally based. Some 

were employed in local government, and many were employed in the regional arts 

network, responsible for both developing their own organisation’s policy and delivering 
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strategic action to develop and support the CCI activity in their own regions, and for 

lobbying, advocating and working with policymakers within the various levels of 

government. A number of those interviewed also sat on funding assessment boards at 

state or national level. Two of those interviewed worked in creative industries support 

bodies or consultancies. 

The creative practitioner interviews were all conducted as semi-structured interviews 

consisting of 14 open-ended questions. Along with an information sheet about the 

research and their consent to participate (see Appendix C), the interview questions were 

sent to the participants in advance (see Appendix D). There were two separate ethics 

approvals that were required for the research (see Appendix A). The first approval was 

to interview creative practitioners to understand the way in which their location 

affected their work. The questions for this part of the research were included in this 

process. The semi-structured approach allowed me to respond to participants’ answers 

by following up with further questions to either clarify what they said or to further 

explore the point that they were making. This format allowed for flexibility and the 

ability to pursue emerging themes, but it also provided the rigour of consistency across 

the sample of creative practitioners. 

The interviews were mostly conducted individually, but three of them were done in pairs 

with people who worked with each other, and there was one group interview conducted 

after a symposium with four of the attendees, one of whom had already done an 

individual interview. One participant preferred to write their answers and return them 

by email. Most of the interviews were conducted at the participant’s place of work but 

eight of them opted instead to come to the Arts OutWest office. All the interviews were 

recorded and fully transcribed. 

The subsequent coding of the content worked on a grounded theory basis in which new 

themes were added to the database as they emerged, adding to the themes that had 

already emerged in the literature and to those that were part of my original “hunches” 

based on my experience of working in the field. The advantage of grounded theory is 

that it avoids the researcher making assumptions (Denzin & Lincoln, 2000) and, in my 

research, it was helpful in allowing new and unexpected themes to be recognised. It was 

expected that these interviews would then provide some basis for understanding the 
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sort of policy directions that would benefit creative practitioners’ development. While 

this happened to some extent, it became clear that there were opportunities to explore 

in more depth the suitability of different strategic approaches that had been identified 

through the analysis of policy. 

The process of developing the interview questions, doing the interviews, coding and 

then returning to refine the interviews was one that was undertaken over several years. 

The interview questions were developed as part of the initial research proposal and 

ethics approval, informed both by the general CCI literature and by Bourdieu’s work on 

habitus. They were designed to uncover the way in which the practitioners operated in 

their field of CCI and in their location. For this reason, the questions asked the 

practitioners to describe their practice and their work environment. Other questions 

were more directly informed by the literature of CCI, asking about their markets, their 

networking and their motivation. There were also questions that were seeking 

information about policy, asking the creative practitioners about what assistance they 

had received to date and the areas in which they felt they needed help. Other questions 

about the advantages and disadvantages of being regionally based as well as a question 

specific question aimed more at First Nations artists about connection to country were 

informed by a mixture of applying the Bourdieu concept of habitus, an understanding of 

how they operated within their industry sector as well as by Soja, where I sought to 

expose the true lived experience of regional practitioners rather than either an idealised 

and romantic picture of the rural or a highly negative view in which regional areas are 

assumed to be lacking in cultural activity. The responses to questions about the 

advantages and disadvantages of being regional located revealed that the participants 

experienced aspects of both of these perceived stereotypes, showing an enthusiasm for 

the beauty and quietness of rural setting as well as issues of isolation and distance, but 

the interviews also allowed for participants to discuss these issues in enough depth to 

provide a nuance that avoids the pitfalls of Soja’s concerns about imagined geographies. 

The coding process was done using an NVivo database. It started by simply coding the 

responses according to the questions asked. Once this was done and the responses were 

read where they could be viewed together in relation to the topic of the question, a 

deeper level of coding was undertaken in which the issues within their answers were 

identified. The data proved to be rich in providing an understanding of the way in which 
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these practitioners operated, giving insights to why they lived where they did, the way 

they accessed the markets for their products and the ways they connected to their 

communities. Further coding was able to segment these responses even further to 

provide greater detail to these areas. For example, initial coding included the 

importance of community to many practitioners, while deeper level coding enabled me 

to identify the different ways in which these practitioners engaged with their 

communities through their work and to identify four main areas of community 

engagement experienced with regional and rural CCI practice.  

Despite the value that this data provided in demonstrating the habitus of regional 

artists, the implications for policy were not initially as great as I had hoped. In my 

research I had always planned that the understanding of practitioners’ habitus would 

then lead to exposing the areas of policy that needed to be addressed. It was at this 

point that it became clear that having a palette of policy interventions would provide 

greater structure to explore how regional creative practitioners could be better 

supported. After undergoing more work in analysing literature and policy documents to 

ensure that all possibilities were being considered, I then developed further questions 

to be put to both policymakers and some creative practitioners. These needed to go to 

a second ethics approval and I was then able to work with people from both these 

groups to explore what type of policy approaches had been tried and which ones had 

the potential to be relevant to them. This second round of interviews was done through 

several individual interviews as well as two group interviews in which we were able to 

discuss some of the ideas put forward by participants. The structure of using twenty 

themes that had emerged from the coding process of policy documents using a 

Filemaker Pro database that I developed myself. This second round of interviews gave 

the participants the opportunity to explore examples of successful policy support that 

they had experienced as well as some discussions about creative solutions that could be 

possible, providing a more comprehensive view of the role of policy in supporting 

regional CCI. It showed what was already working but also where there were gaps, such 

as the problems of regional practitioners having poor broadband or the fact that none 

of the policy makers had been able to liaise with international trade agencies. The fact 

that the policymakers were drawn from across regional NSW also meant that a range of 

views and contexts were understood, leading to the realisation that the right questions 

within policy development could be applied to any location, enabling the process of 
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place-appropriate policy development. The case studies of the research were very much 

focused on the context regional NSW, but the implications for place-specific policy 

extended much further. 

2. Observation 

Observation occurred in two ways throughout the data collection phase of the research. 

The first type was the more general collection of observations that happened in the 

everyday course of my work as I interacted with creative practitioners, organisations 

and their staff, and government departments and other sectors, which I recorded in a 

journal. The second type of observation occurred through my visits to practitioners in 

order to complete the interviews for the research. As I went into the various work 

environments, I had informal conversations about the spaces and their influence on 

creative practitioners’ creative process and often took photographs to assist in this 

process. Notes from these observations were also added to the journal throughout the 

research process and influenced the way that location was able to be understood as a 

factor affecting creative practice. The observations and documenting of the interview 

visits were used directly in the analysis of the data, while the observations made in the 

course of my work were more important in their ability to fuel my hunches and guide 

my interviews. Unlike the interviewees who gave written consent, the people involved 

in these observations were not active participants and so no details of their individual 

practice were written up in the thesis. 

3. Statistical data 

Existing statistical data were used in the research to strengthen the evidence and 

complement the picture of regional practice illustrated by the qualitative data. The main 

source of data was from the Australian Bureau of Statistics (ABS). Although some of this 

data was easily accessible from the ABS website, other information was not publicly 

accessible. My access was made possible by the support provided by CSU’s spatial 

analysis unit, SPAN (Spatial Data Analysis Network).6 Staff from SPAN were able to use 

the geographical information I provided to find the employment statistics in the CCI 

sector for each of the 11 LGAs in the Arts OutWest region, including the breakdown of 

 
6 https://www.csu.edu.au/research/span 

https://www.csu.edu.au/research/span
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sub-sector, gender and age. The data came to me as numbers in Excel spreadsheets. I 

then used this statistical data to create charts and make comparisons that enabled me 

to build a picture of the region’s creative practice in a way that had not been done 

before. 

The ABS data on employment used industry classifications based on the Australian and 

New Zealand Standard Industrial Classification known as ANZSIC (Australian Bureau Of 

Statistics, 2016). In my use of data, I did not attempt to show the more complex “trident” 

of CCI employment that includes not only creative practitioners employed in the sector, 

but also creative practitioners employed in other sectors and non-creative employees 

of creative industries enterprises. Not only was that difficult to show with the resources 

at hand, but my interest was in making the case that creative industries practice is active 

in non-metropolitan areas, and this was best shown by understanding the way in which 

practitioners operate within the sector. 

This data was supplemented by the Arts OutWest database. This database holds the 

details of many of the practitioners based in the 11 LGAs of the Arts OutWest region in 

central western NSW. The long history of Arts OutWest as an arts organisation meant 

that there was a stronger representation of the traditional arts fields of visual arts, 

writing, and performing arts including music, theatre and dance. While the database 

also includes practitioners in screen arts and design, some of the more commercial 

aspects of the region’s creative industries were under-represented. However, the 

database proved to be very useful in assisting in understanding the make-up of the 

region’s creative practitioners as well as the balance between those focused on 

professional practice and those who were more hobbyists. 

Several other sources of statistical data were accessed to understand the region of NSW 

which this research focused upon. This included the data shown in the Regional Australia 

Institute’s tool “Insight”, an interactive map charting regional performance.7 Other 

sources were the studies in Australia on arts participation (Australia Council for the Arts, 

2014, 2017a; Throsby & Hollister, 2003; Throsby & Petetskaya, 2017) and the Australian 

Government’s 2017 yearbook on progress in Australian regions (Australian Government, 

2017)—the 2017 book was used even though 2018 and 2019 yearbooks were available, 

 
7 www.regionalaustralia.org.au/ 

http://www.regionalaustralia.org.au/
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because this kept the data more consistent with the other data being used such as the 

2016 Census data. 

4. Document analysis 

In order to understand the development and application of CCI policy, I compiled a 

database of policies and reports starting from 1998 with the UK Creative Industries 

Mapping (DCMS, 1998) through to the present. The database includes the background 

of each document, the document as an attachment and some basic analysis of each 

document. While by no means a fully comprehensive body of all CCI documents, the 

database held one 115 entries by the end of the process. A list of these is included as 

Appendix D. 

The range of these entries tells a lot about the history of policy, measuring, reporting 

and action in the areas of CCI. The database I created features many more reports than 

actual policy. The number of policy documents from industry bodies outweighs those 

from government. The database content shows a bias towards English-language policy 

which was hard to avoid as I was searching in English, but I endeavoured to ensure that 

non-English speaking regions from other continents were also included. Searching using 

the terminology of “cultural and creative industries” resulted in the dominance of 

documents from countries where that terminology is prevalent, such as the United 

Kingdom (UK) and Australia. Documents from the United States (US) were found more 

often through search categories such as “media and entertainment” or “copyright 

industries”. European content was covered comprehensively because of two sites that 

summarised most of the European countries. The United Nations, through the United 

Nations Conference on Trade and Development (UNCTAD), has put significant effort into 

researching and presenting work in developing countries, ensuring that some 

representation of areas in Africa and Latin America was included. Nevertheless, the UK 

dominates the composition of the database, partly because of the large output of the 

UK-based foundation Nesta, whose reports cover many important topics within CCI 

debate. Several documents that focused on digital industries were included in the 

database because the link to CCI was clear. Several documents in the database also 

specifically explored rural and regional development. 
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Creating the database highlighted the range of documents and the different purposes 

of each. These included: government policies; government green papers and white 

papers; policies of political parties (usually pre-election releases); reports that showed 

facts and figures but with no recommendations; advocacy documents about the value 

or quality of a sector; reports that identified ways of developing the sector with clear 

recommendations; action plans; and methodologies. 

Document analysis can appear a straightforward way of researching existing data but 

nevertheless presented challenges in data selection, interpreting both the objective 

factual content of the documents as well as their more subjective positions and allowing 

the themes within the sources to emerge.. Policy had been presented in my original 

research proposal as an area that would be covered in my research, but I had anticipated 

that the policy discussion within the literature review coupled with the data that would 

emerge from my interviews would point to the policy-related conclusions. It was only at 

the point around half way through the interviewing of creative participants that I 

realised that while both the academic literature and the interviews were able to identify 

issues in which some sort of policy intervention may be required, neither were 

producing clear directions for the sort of policy actions that could be applied and that 

were being used in other contexts. It was at that point that I decided that, to be able to 

explore policy in more tangible and active terms, I needed to have a fuller understanding 

of the content of actual policies. Document policies are often explicitly distinguished 

from research literature as records generated without the intervention of a researcher 

(Bowen, 2009). By using a range of texts from industry groups and from government, it 

is possible to attain an overview of policy issues and debates, see the historical trajectory 

of political and regulatory developments, the emergence of new concepts and to see 

the different positions of various stakeholders.  

A database was chosen as the best way to allow the comparison of different positions. I 

could have chosen to group the content of the selected policies according to the issue 

that they were trying to address, but the documents frequently often did not provide a 

full rationale about the underlying issue that their actions would mitigate or support. I 

chose instead to categorise the documents according to the type of intervention itself. 

This enabled me to group information together and then analyse the different ways that 

they had been applied, the types of contexts in which they had been used and the 
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varying interpretations of how such interventions would assist in CCI development. I also 

chose to use a database that I developed myself because I wanted a range of layouts 

where the comparisons could be viewed easily alongside each other so that the 

differences, similarities and contexts could be analysed and critiqued is a strongly visual 

way. 

The process of document analysis would seem to be straightforward due to the strongly 

factual nature of the content of the documents, unlike the academic literature in which 

interpretation and commentary is expected. However, all documents have elements of 

being socially created documents that are framed in a certain light (Karpinnen & Moe, 

2019). As I worked through the content I was not so much seeking to understand the 

effectiveness of the actions within as this could not be adequately tested through 

document analysis, but instead was seeking to understand the breadth of responses to 

issues with CCI practice and to capture the full range of interventions explored to date. 

I also wanted to be able to compare the use of policy actions to find the different ways 

in which jurisdictions had responded to circumstances, to see if place was influencing 

their response. For example, I could see that the European documents – particularly 

those that were coming from broad collaborations across all of Europe, were far more 

socially driven than those that I was analysing from Australia. Industry groups and think 

thanks were usually far more aspirational than those by governments. 

Karpinnen and Moe (2019) argue that a comparative textual analysis is best done with 

the content fully decided at the outset. This was not the case with my research and may 

have been strengthened by having the both the documents and the themes established 

before the analysis started. Instead, I worked from a grounded theory perspective of 

working through content and gradually adding additional themes as they became 

apparent. This was time consuming and resulted in having to revisit many of the 

documents to ensure that I had not missed the presence of some themes. However, this 

process did result in a list of policy areas that truly reflects the ideas that have been 

presented by policymakers throughout the last twenty years. It was noticeable that the 

prevalence of certain themes showed a marked difference to those most often discussed 

with the academic literature. In this sense, the document analysis process bridged an 

important and sizeable gap that exists between the academic research of CCI and the 

policymaking of the sector (Belfiore, 2016). Another factor was the selection process of 
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documents was an ongoing process because I wanted to ensure that my research was 

current and so therefore needed to add new documents as they were published. I was 

also aware of the challenges of what has been described as “policy silences” described 

by Freedman (in Van den Bulck, Puppis, Donders, & Van Audenhove, 2019) as the means 

by which alternative options are silenced or marginalised, so had to keep questioning 

whether I had effectively captured the full range of existing sources that genuinely 

reflected differing views and contexts. My own experience of working in policy also 

meant that some public-facing documents did not tell the full story of the processes that 

had led to that document. 

Eventually twenty themes were settled on as the basis for existing policy development 

in CCI. In the first iteration of the scaffold that developed from this analysis, the twenty 

themes were not grouped in any way. However, in developing a document that could 

be used in policy development, I realised that it assisted people to group the themes, 

and from this the four main areas were selected: space and facilities; communication; 

business development and career development. Space and Facilities covered the areas 

of clusters, built infrastructure and place-making. Communications included 

networking, raising awareness of CCI and social outcomes and wellbeing. The third 

section focused on the policy interventions associated with business development such 

as finance, tax, start-ups, incubators, growth, intellectual property, linking to other 

sectors, reporting and measuring and developing trade links. The fourth section 

explored supporting career and the workplace through career pathways, training and 

education, leadership, work conditions and diversity. These twenty themes that sit 

within the four main areas then provided a structure for interviews with people working 

in CCI policy, while still allowing room for alternative policy approaches to be discussed. 

Two other important areas that persistently appeared within policy documents, 

innovation and creativity, were identified as important qualities that permeated 

approaches rather than sitting as separate policy interventions in themselves.  

The document analysis then directly informed the remaining interview process. While 

the creative practitioners’ interviews were then completed with little further reference 

to the policy themes, they directly influenced the way in which interviews with people 

involved in policy development and implementation. A new set of interview questions 

was developed that directly referenced the work that came out of the document 
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analysis, requiring a second ethics approval. The document analysis also influenced the 

way in which the interviews were analysed, searching to see if there were any references 

to the policy themes that had arisen in the previous interviews with artists, even though 

the policy questions put to the artists had been very open-ended. The document analysis 

therefore played an important role in shaping the way in which the interview and 

observation data collected in this research was organised and discussed according to the 

twenty themes that emerged in this process. 

 

The Action Research Element of this Study 

At Arts OutWest, myself and my six staff team members support creative practitioners 

in the NSW central western region. We give advice to practitioners, help them find 

funding and finance, run professional development training courses, promote their 

activity, and further our strategic priorities through creative projects, employing around 

100 creative contractors each year to work on these projects. Because of being actively 

involved in policy, and because we understand the need to develop strategic action 

plans both for our organisation and for those we work with and support, my research 

into regional CCI was suitable for action research. This research has been spread over 

many years, which has enabled an ongoing action research cycle to be in place. This has 

informed the way in which we provide our services. For example, the research enabled 

me to understand that people needed better ways of presenting their professional 

practice, which led to us formulating a program of digital portfolio development with 

emerging practitioners. Another factor that emerged was the sense that many 

practitioners felt shut out from recognition in major cities, so we developed an 

international exchange program that could give regional practitioners experience of 

working in other countries, which improved their credentials as practising artists. We 

also realised that, although at Arts OutWest we were aware of almost all the creatives 

in the region, the creatives themselves were not cognisant of who else was practising 

across the region. As a result, we set up networking sessions and online networks, 

showcasing events and platforms and promotional avenues to raise awareness of the 

region’s successes in creative practice. All these interventions have grown from the 

evidence collected and then been subject to an action research cycle of testing, 
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evaluating and refining. Due to this, the research has, in many ways, become a tool for 

aiding the development of Arts OutWest, and the learning is being shared with the other 

regional organisations in NSW who have also had input to the process. 

Ensuring a Rigorous Research Process 

There is an element of autoethnography in the methodological approach taken. Because 

I am embedded within the field that I have chosen to study – regional creative practice 

in the NSW Central West, both as a working musician and as someone responsible for 

supporting the region’s CCI through developing and implementing policy, I am 

undeniably an ‘insider’. It has been stated that auto-ethnographers speak against or 

provide alternatives to dominant or taken-for-granted scripts (Adams, Ellis & Homan-

Jones, 2017). My insider knowledge led me to question the dominant narrative that 

many seemingly unremarkable regional areas of Australia do not have strong or thriving 

creative practice or CCI activity. However, while the insider experience has offered both 

informed starting points and access to CCI participants and provides the opportunity for 

reflexivity on my own practice – particularly as that practice has also taken place over 

many years in a variety of urban and regional settings in several different countries 

making me very aware of the influence of place, the study was never intended to be 

centred on my own experiences. The methodology was therefore constructed to tap 

into the experiences of other practitioners and to seek out and understand others’ 

approaches to supporting CCI in order to find what may work in regional settings.  

To ensure that the process of this research was rigorous it was necessary to address 

issues of researcher bias as well as checking that the methodology provided both 

reliability and validity. Being an arts worker embedded in the field of research was a 

great advantage in many ways, but it also meant that I needed to be aware of the 

dangers of bias, particularly as I already knew most of the interview participants 

professionally. Because of this it was important to have a clearly established approach 

and maintain consistency with the interview questions. While setting up an interview 

environment which made it easy for the participants to talk about their practice in their 

own space, and by responding to their answers and encouraging them to talk 

conversationally, I endeavoured to avoid making any comments about my own views. 

By fully transcribing every interview I also ensured that I accurately represented what 
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the participants said and the context in which they said it. The fact that the interviews 

led to data that introduced some unexpected themes and different views to my own 

indicates that the open-ended questions, the conscious decision to not ask leading 

questions and to ensure that these views were recorded accurately and used throughout 

the thesis indicate that the pitfalls of being researcher who is an insider were 

successfully avoided.It was also important that all participants understood that their 

involvement gave them no additional access to the benefits that the Arts OutWest 

organisation I manage provides. Nor would there be any reduction in Arts OutWest’s 

services to them should they choose not to participate. This was made very clear both 

in the initial email information inviting them to participate and in the participant 

information sheets that accompanied their participant consent forms (see Appendix C). 

As with most qualitative research, the methodology employed in this research raises 

questions of reliability and validity (Kirk, 1986). It is arguable that a different set of 

participants could have yielded a different set of results to those found in my research 

due to the unique experiences of each creative practitioner. However, the sample size 

was large enough to be able to find common themes throughout the collected data that 

were experienced by many of the participants, with the use of quantitative data 

strengthening some of this evidence. The questions were structured to find the truth in 

people’s own experiences rather than their opinions, in keeping with the work of Morse 

and Richards (2002) on well-structured questions and making trustworthy data. While 

many now argue that reliability and validity are measures that are not appropriate to 

apply to qualitative research, I found it useful to apply some of the standard checks (for 

example, the CASP Critical Appraisal Skills Program developed in the UK) in this area to 

satisfy myself that the methodology was robust and well suited to the aims of my 

research. 

The role of an anti-neoliberal position  

In order to critically examine regional creative industries, it is important to situate the 

arguments in relation to the criticisms that are frequently made about the neoliberal 

nature of the creative industries concept. Harvey described neoliberalism as a “ theory 

of political economic practices proposing that human wellbeing can best be advanced 

by the maximisation of entrepreneurial freedoms within an institutional framework 

characterized by private property rights, individual liberty, unencumbered markets and 
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free trade.” (2007) Over the years since the sector was identified with the nomenclature 

of creative industries, many writers have expressed concerns about the policy shift of 

governments from the more socially and aesthetically driven values of the ‘cultural 

industries’ to the largely economically motivated rhetoric of the ‘creative industries’ 

(Garnham, 2005; Hesmondhalgh & Pratt, 2005). Within these critiques there exists a 

range of issues. These include the commodification of culture (Gibson & Klocker, 2005; 

Prince, 2010), local imbalance of production and consumption of culture (Gibson & 

Kong, 2005; Keane, Ryan, & Cunningham, 2005; Pratt, 2008), exploitation of labour (Gill 

& Pratt, 2008; Miller, 2010; Ross, 2008a), a strong and arguably excessive emphasis on 

intellectual property within the creative industries (Flew, 2010) and the effect of 

globalisation on cultural production (Appadurai, 1990; Cunningham, 2009; James, 

Martin, & Sunley, 2008). 

While there is a large and arguably robust body of literature making the claim that the 

creative industries developments from the late 1990s onwards suffer from an overly 

economic emphasis that aligns the sector with neoliberal ideology, a number of writers 

have questioned if this is a fair and accurate criticism of creative industries. Flew and 

Cunningham point out that in Cunningham’s analysis of 1200 policy documents 

(Cunningham, 2007, 2009) in the creative industries that there was “a high degree of 

incrementalism, policy variance, and attention to local contextual factors, rather than 

an unreflexive blanket imposition of neoliberal rational–comprehensive orthodoxies 

about the proper culture–economy relationship” (2010, p. 117). They observe that 

critics of creative industries as a neoliberal phenomenon feel that the creative industries 

agenda promotes neoliberalism and furthers “the hegemony of multinational corporate 

capital over the cultural sphere” (p.118). Alternatively, those concerned with the 

neoliberal influence in creative industries and in particular creative industries policy 

view the re-prioritising within the creative sector as limiting and sometimes exploitative 

(M. Banks & Hesmondhalgh, 2009; Scott, 2006a).  

One of the concerns within the neoliberal debate in the creative industries is that policy 

which seeks to develop and give preferment to initiatives with strong economic 

potential gives rise to the commodification of culture (Garnham, 2005; Pratt, 2010). 

Critical accounts argue that the creative industries represent “the latest step in the 

ongoing commodification of culture, here being performed by a neoliberalising state 
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apparatus intent on creating markets that can govern culture through their particular 

incentives and constraints, while opening new territories for capitalist exploitation” 

(Prince, 2010, p. 120) . Harvey explained why proponents of the arts are keen to avoid 

this commodification of culture when he wrote:  

That culture has become a commodity of some sort is undeniable. Yet there is 

also a widespread belief that there is something so special about certain cultural 

products and events (be they in the arts, theatre, music, cinema, architecture or 

more broadly in localized ways of life, heritage, collective memories and affective 

communities) as to set them apart from ordinary commodities like shirts and 

shoes. (2009, p. 93) 

Zukin looks at the way class identity and social circumstances have changed since 

Bourdieu discussed the topic in 1884 (Bourdieu, 1984; Zukin & Maguire, 2004). Creative 

industries are placed in a central position in relation to the commodification of culture, 

both because the sector produces and sells cultural work and because it is responsible 

for advertising and promoting much that is being commodified in society. Garnham puts 

some of the history of culture commodification into context when he writes that the 

commercialism of culture is seen as vulgarisation, charting the contrasts in approaches 

from Adorno and Horkheimer to the early twenty-first century and the tensions is the 

terms culture and industry (Garnham, 2005, p. 17). Frederic Jameson argues that: 

So, in postmodern culture, "culture" has become a product in its own right; the 

market has become a substitute for itself and fully as much a commodity as any 

of the items it includes within itself.  ... Postmodernism is the consumption of 

sheer commodification as a process (Jameson, 1991, pp. ix-x). 

Neoliberal ideology has asserted itself at various times but it was the resurgence of these 

ideas from the 1980s onwards that has had such an influence on current economic 

policy, flowing on to an ideology that has affected arts and cultural policy. Many writers 

have examined the history and progress of the way that the laissez-faire approach to a 

free market and the ‘user pays’ philosophy of neoliberalism affects many facets of life, 

including Foucault (Rowan, 2012) and in much of the current critique of neoliberalism’s 

presence within creative industries policy and practice, the term is used pejoratively, 

such as in Gibson and Klocker (2005), Hesmondhalgh and Baker (2010), Gill and Pratt 

(2008) or Taylor (2015). Various arguments have been made that creative industries 
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discourse subtly endorses neoliberal marketisation (Hesmondhalgh 2008), has been 

inappropriately used as consultancy-speak (Miller 2009), “gives a positive spin to the 

activities and products of global media corporations (Kellner 2009), and ignores the 

plight of precarious labour (Rossiter 2006)” (Flew & Cunningham, 2010, p. 118). 

Neoliberalism is perceived to have reduced arts funding and diminished workers’ rights 

(Brook, 2013; Mould & Comunian, 2014; Murray & Gollmitzer, 2011). This has been 

amplified by the impact of Richard Florida’s ideas.  

The field labelled as cognitive capitalism has and the Italian ‘Operaismo’ writers and 

reference Marx in relation to production and labour (Sherman, 2015). There is a concern 

about governments who implement policies which seek to exploit cultural commodities, 

intellectual property and goods and services within the creative sector (M. Banks & 

Hesmondhalgh, 2009; Garnham, 2005) and writers have sought to understand “the 

production of a set of schemes, policies, plans, economic models, modes of labour, 

regulations and discourses that have been designed in order to transform cultural 

practices into economic activities” (Rowan, 2012, p. 2).  

Hand in hand with the precarious nature of employment in the creative industries is the 

expectation that creative practitioners operating in a neoliberal environment need to 

be entrepreneurial (Flew & Cunningham, 2010; Peck, 2005; Shearmur, 2010). This is in 

spite of the fact that many practitioners have entered the creative sector because of 

their creative skills rather than their business knowledge (Rowan, 2012) and often have 

no training in business (L. Andersen, Ashton, & Colley, 2010). Although some evidence 

points to the fact that many creative practitioners do prove to be quite adept at 

negotiating through the competitive business environment that they find themselves 

working in (Burrows & Ussher, 2011), it is nevertheless an uncomfortable fit for many 

workers in the creative industries who would see themselves as artists and creatives far 

more than as entrepreneurs. This is a difficult point to grapple with for many, as their 

success may depend on their ability to embrace the need to self-promote which in turn 

has fed the criticisms about the neoliberal aspects of the creative industries sector (A. J. 

Scott, 2006b; S. Taylor, 2015). 

This conflict between the creativity required of practitioners and the business skills to 

operate within the industry is mirrored in the ongoing tension of arts funding as opposed 

to economically self-sustaining creative enterprises and the move by some governments 



85 

in the world to change expectations of arts organisations to increasingly operate as 

income generating businesses (Keane et al., 2005; J. O'Connor et al., 2011). Such policy 

approaches have fuelled a response from many academics and observers of the creative 

industries wanting to ensure that the sector is understood more holistically in order to 

balance the over-emphasis placed on the economic success of the creative industries - 

which fits so well into a neoliberal ideology - and to avoid the binary debate of arts 

versus creative industries. O’Connor expresses some concern with the effects of the 

move to creative industries terminology by governments because “it establishes a 

reliance on an economic justification, which is difficult to turn around. For many, indeed, 

the introduction of creative industries policy is precisely about emphasising their 

economic importance. But the appeal of this new agenda was always broader than the 

purely economic” (J. O'Connor et al., 2011, p. 84). 

 

Many see neoliberalism as being connected to globalisation. The free market approach 

of neoliberalism has influenced the cultural sector in many ways including positives such 

as opening up new markets and negatives such as loss of control of intellectual property 

rights due to uneven approaches to legal protections internationally. While countries in 

all parts of the world have turned their attention to developing their creative industries, 

some have been criticised for seeing the sector and its entrepreneurism as a potential 

economic saviour (Sørensen, 2008). Previously communist countries are now 

experiencing shifts to capitalism that have been interpreted as a neoliberal turn. For 

example, Kim (2015) argues that China’s engagement with the creative cities agenda 

and neoliberalism has seen creative city policy emerge as a new form of urban politics 

in East Asia.  

The perceived association between creative industries and neoliberalism has caused 

some amount of resentment of the sector, particularly by practitioners who see the 

reduction of their work to purely economic terms as unpalatable (Garnham, 2005). 

While the economic returns of the cultural and creative industries make the sector an 

attractive and valued part of many countries’ development agenda, many people have 

not been able to reconcile the neoliberal connection that is consequently made. The 

uncomfortable relationship between making money and making art continues for 

creative practitioners and for arts funding bodies. There are those in the arts who 
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actively wish to dissociate themselves from the creative industries sector. It is important 

to avoid the trap of presenting the sector only in terms of economic data such as input 

to GDP and employment. While these are certainly strengths of the creative industries, 

such a focus plays into a neoliberal agenda which misrepresents the reality of those 

actually working in the creative industries. In order to avoid that trap it is vital that 

research into the cultural and creative industries captures the complex workings of the 

sector and represents its many facets. Investigating creative industries in a way that 

extends well beyond the economics of the sector is more difficult but has the advantage 

of reflecting the sector more profoundly and in a way that can move it away from some 

of the more unpopular associations with neoliberalism.  

 

Relevance of neoliberalism to my research: the rebuttal of neoliberalism impacts on 

my research in a number of ways. It has fuelled the resolve to ensure that my exploration 

of non-metropolitan creative practice is not focused only on economic values, but takes 

a holistic view of the sector. By taking this approach that looks at the many parts of the 

cultural and creative industries rather that viewing them only for what they contribute 

to the economy, the complexity and value can be captured more comprehensively.  

Within countries such as Australia and the UK the voices espousing neoliberal values 

have had a platform which has given them influence; other views are needed to balance 

this influence. The approach that I have taken offers this balance with a degree of 

flexibility. It recognises the opportunities for economic recompense for creative 

practitioners and businesses while also valuing the contribution the sector makes in 

other areas. It does not completely reject the consideration of interventions such as the 

removal of taxes, trade tariffs and other free market actions, but does so in the contest 

of a sector that can provide social and cultural outcomes for communities.  
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Chapter Four: 
 

From Policy to Action: The 
20 Themes of Strategic Action 

In this chapter I outline the 20 themes that emerged from the analysis of 
115 policy documents and reports. I discuss what these themes are and 
connect them to the policy documents that include them. I explore some 
of the ways in which they can be used to implement cultural and creative 
industries policy. Policy itself needs to outline a position or a vision, but 
these themes represent the types of actions that can then be enacted to 
achieve an articulated vision. 

Is Policy Important and Does it Make a Difference? 

The topic of policy has been persistently raised by authors when discussing every aspect 

of the cultural and creative industries (CCI). It is usual for researchers to uncover a 

problem and, in their conclusion, to recommend that policy addresses the issue. It is less 

usual to see specific recommendations of what this policy should look like and the 

actions that could be implemented to change a situation. In my research, I sought to 

understand the real role of policy within CCI development, to identify when and how it 

is necessary to develop policy and what pathways may be used to find the most effective 

or more direct and local ways of implementing change. This raised initial questions 

about the role of policy: Who is policy for? Does policy make a difference? What sort of 

support will enable growth? At whom should support be directed? Is there anything 

missing from current policy debate? 

Policy needs to be associated with a vision for growth or change. However, in the early 

post-1998 days of new creative industries policy a strong emphasis was placed on 

justifying the importance of this new strand of development by measuring the sector to 

demonstrate its economic importance, particularly in the United Kingdom (UK) 

(Garnham, 2005). Around the same time as Garnham was questioning policy 

approaches, Cooke and Leydersorff (2006) argued that the “policy imperative to devise 

mechanisms by which non-metropolitan regions may, in future, participate in the 

knowledge-based economy is clearly overwhelming” (p. 9). Since then there has been a 

steady development in the scope of the cultural content that the CCI sector 
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encompasses, and an increasing awareness of location as a factor in making local policy. 

Even when developing policy at large-scale international levels, it is important to 

consider how such policy can also be enacted at local levels, as this quote by Irina Bokova 

and Helen Clark in their foreword for UNESCO’s 2013 United Nations Conference on 

Trade and Development (UNCTAD) special report on CCI demonstrates: 

Notwithstanding the importance of national-scale policy interventions, the 
next frontier of knowledge generation rests on understanding interactions, 
specificities and policies at local levels and how the creative economy 
might be practically promoted in communities, cities and regions. (United 
Nations, 2013, p. 10) 

These practicalities that Bokova and Clark wrote about, the understanding of 

interactions and specificities of policy interventions, are the basis of this chapter. This 

quote captures the way in which large-scale policy is translated into the many small-

scale actions that can occur at local level. It is only by analysing the policy actions and 

responses of policy itself, as well as the reports and promotional material of those 

organisations working in the policy advocacy space, that the full range of current 

approaches can be understood. This in turn can then inform a discourse that is more 

able to consider the full range of policy approaches to CCI development. 

Policy is shaped by who it is targeted at. Some policies appear to be advocacy documents 

designed to convince readers of the importance of the sector, hence a predominant 

focus on presenting the economic and employment figures that show the sector as an 

opportunity associated with economic growth, such as the documents released by the 

Australian Government’s Trade Commission on cultural precincts (Australian 

Government, 2013) and digital games (Australian Government, 2014). There are 

documents targeted at protecting rights associated with the sector such as those 

concerned with intellectual property (IP) rights, for example, the work done by the 

World Intellectual Property Organization (WIPO) in producing the Guide on Surveying 

the Economic Contribution of the Copyright-Based Industries (WIPO, 2015). There are 

substantial differences between policy documents that provide some understanding of 

the sector without setting out a pathway for development, through to those that outline 

actions and targets associated with growth, development and change. 
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Australia has had an intermittent relationship with policy in arts, culture and CCI. My 

policy analysis included Creative Nation, the 1994 policy of the Australian Government, 

then a Labor government under Prime Minister Keating. Although developed more than 

a quarter of a century ago, this is a document that stands up well today. Its purview 

included arts, culture and new digital media, and it included a dedicated section on 

cultural industry development, as well as one dedicated to cultural tourism. The 

document was explicit in articulating values in a way which would probably be surprising 

in a policy today, with comments such as “culture is the expression of a society's 

aesthetic, moral and spiritual values, indeed of its understanding of the world and of life 

itself” (Australian Government, 1994, p. 6). After the Howard Liberal/National Party 

Coalition came into power in 1996 there was no policy. Labor introduced a creative 

industries strategy in 2011 (Australian Government, 2011) and, after extensive 

consultation, the Labor Gillard government introduced an arts and culture policy just 

before losing power. Since the Coalition came into power in 2013 there has been no 

policy for arts and culture or for CCI. 

In the past decade, most Australian states have developed policies or at least reports to 

support CCI (e.g., SC Lennon & Associates, 2013; Victorian Government, 2015). In New 

South Wales (NSW) there have been several policy documents developed. In 2013 an 

industry taskforce produced a report with a series of actions for the NSW Government. 

Both this report and the government’s response have been included in the document 

analysis (NSW Government, 2013; NSW Government: Creative Industries Taskforce, 

2013). In 2018 a new draft creative industries plan for NSW was written but never 

released, although I have also included this document in my analysis (BYP Group, 2018). 

There has been ongoing input into policy advocacy, including work by the Australia 

Council for the Arts (2014, 2015, 2016, 2017a, 2017b), the Queensland University of 

Technology (QUT Digital Media Research Centre, 2017) and various consultants, as well 

as industry information from the Australian Government (2013, 2014, 2016, 2017). 

Examples of cultural and creative policies in NSW include those from the City of Sydney 

(2016) and the Regional Arts Development Organisation Arts Northern Rivers (Positive 

Solutions, 2009). 
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Two Sides of Policy Development 

One side of policy development involves the articulation of aims, a vision. The other half 

consists of the strategic actions, the mechanisms, that will enable such a vision to 

achieve its aims. This chapter focuses on these types of mechanisms: what they are and 

how and where they appear in policy. 

I have made a distinction between “policy” and “strategy”. The semantics of these two 

terms is problematic, with opposing views on the relationship between them. The usage 

I have selected is that policy as a term represents an ideological position with over-

arching aims and it may also include specific goals. The term strategic action represents 

the interventions and actions that need to be taken to achieve those aims. 

The analysis of policy documents showed such disparity that it is difficult to find any 

common ground in the way in which organisations and governments choose to express 

any vision they may have. When I commenced analysing policy documents I was 

interested in policy as a whole, but over time I came to realise that while policy positions 

were covered extensively in CCI discourse there was little discussion about the strategic 

actions that I was identifying within these policies and their effectiveness in bringing 

about change and development. I started a database of the documents and began 

coding the types of actions that were being included in the approach to actioning policy. 

Over time these were consolidated into a list of 20 themes, which were then grouped 

into four areas: space and facilities; communication; business; and career. Two 

additional themes also appeared throughout many of the policy documents: innovation 

and creativity. I chose to treat these two areas differently as they were qualities that 

policies often wished to engender rather than actions in themselves aimed at achieving 

strategic change. 

To make this knowledge available to others, I organised the information into a document 

that could help people with whom I work and advise. Initially I called this a “toolkit” 

because it had information and examples that I believed would provide people with the 

tools for finding their own place-specific approach to supporting CCI at a local level. 

However, the term toolkit became problematic, largely because it is often associated 

with being a “how-to manual” with an implication of providing people with a one-size-

fits-all approach to policy development. 
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There were several examples of toolkits for cultural development that I was able to look 

at (M. Cohen, Gajendran, Cohen, Lloyd, Maund, Smith, Bhim, & Vaughan,, 2018; P. 

Collins, Cunningham, Murtagh, & Dagg, 2013), but none of them were aimed at the 

development of the CCI sector. Instead, they were more focused on explaining how to 

put in place a process of community consultation and planning. Some were emphatic 

that a “cookie-cutter” approach to cultural development was detrimental. This concern 

was particularly interesting given Belfiore’s (2016) concerns about toolkit approaches to 

impact measurement arising from the desire for people to have simple solutions. 

This was the opposite of what I was aiming for. In my work I had long been concerned 

about requests to develop scalable and replicable models of projects with no regard for 

their suitability across different contexts. The need in the sector was not for another 

document outlining the processes involved in consultation to develop community plans; 

I believe these processes are already widely understood and practised. What was 

needed was the information about strategic actions that could provide policymakers 

with enough information to be able to make informed decisions about all the options 

available to them. By providing a suite of themes with examples and questions, I realised 

that what I was providing was not so much a toolkit as a scaffold to allow policymakers 

to work through their own process from a position of being better informed, without 

having to search through multiple sources for that information. 

In view of this, I will now present and discuss the 20 themes that are at the core of the 

scaffold I have created to assist informed policymaking and strategic planning. 

Considering that these 20 themes emerged from the body of existing policy documents, 

the question arises of whether there are strategic actions that have not yet appeared 

strongly throughout existing policy but have the possibility of being effective in future. 

To date, my research shows that these 20 themes cover all the existing approaches to 

supporting CCI development. 

When presented as the scaffold with associated questions for planners to develop their 

local action plans, it is not suggested that they need to engage with all 20 themes; doing 

so would be likely to create too big an agenda that would be difficult to achieve. 

Although the diagram in Figure 4 depicts the areas separately, the more appropriate 

depiction would be as a Venn diagram of overlaps as there are interrelationships across 



92 

all these policy areas. This scaffold provides people with the knowledge of all the 

strategic action options so that they can make informed decisions about which ones 

would provide the best opportunities in their setting for change or development. I have 

called this “ACCISS: Actioning Cultural and Creative Industries Strategy Scaffold”. 

 

 

Figure 4. Summary of ACCISS showing the four areas of development 

with a menu of 20 areas of potential action. 

1. Space and Facilities

a. Clusters

b. Built infrastructure

c. Place-making

2. Communications

a. Networking

b. Digital connection

c. Raising awareness of CCI

d. Social outcomes

3. Business

a. Finance and funding

b. Tax incentives and allowances

c. Start-ups and incubators

d. Small business support and 
entrepreneurship

e. Intellectual property

f. LInking to other sectors

g. Definitions, measurement and reporting

h. Trade and exports

4. Career

a. Education, training and mentorships

b. Career pathways

c. Leadership, champions and advocates

d. Work conditions

e. Diversity in the workforce

CCI development: 
ACCISS
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I will now provide a brief overview on each of these 20 areas and the way they are 

presented within policy. Later, in Chapters Six, I will relate these themes to the views 

expressed in interviews with people involved in policy and with those of regional 

creative practitioners, connecting the concepts of CCI strategic action with the lived 

experience. 

ACCISS Part One: Creative Space and Facilities 

1a. Clusters and creative hubs 

The development of clusters is the most prevalent CCI development strategy that 

appears in both the academic literature (Chapain & De Propris, 2009; Evans, 2009; 

Foord, 2008) and in the policies themselves. Contemporary arguments are influenced 

by the work of both Porter (1998) and Florida (2002), but the practice of developing 

creative hubs as part of city regeneration projects was already established before these 

authors’ ideas became prominent (O'Connor et al., 2011). Clusters and creative hubs 

occur when a number of creative enterprises, organisations or individuals are located in 

close proximity to one another, what Porter (2000) describes as geographic 

concentrations of interconnected companies. They are generally regarded as being in 

geographic proximity although I have heard people in the industry refer to virtual 

clusters—I would argue that a virtual cluster is in fact a network. Clusters can grow and 

develop independently (United Nations, 2008), but they are often the result of policies. 

Although some of the impetus for the development of clusters has been connected to 

urban planners (Edensor et al., 2010; Gibson & Kong, 2005; Jensen, 2009), it is a concept 

that is often welcomed by those working in the CCI sector who see the advantages of 

sharing ideas (Clare, 2013) and collaboration (Drake, 2003; Motoyama, 2008), as well as 

the economic advantages such as reduction of production and transaction costs, 

increased efficiency of factors of production and enhancement of dynamic efficiency 

(Branzanti, 2015). 

I share the concerns of those who have concluded that there has been an over-reliance 

on the idea of clusters (D. Lee, Hesmondhalgh, Oakley, & Nisbett, 2014) and that the 

effectiveness of cluster policy is linked to a variety of adverse effects, including Mould 

and Comunian (2014) who express concerns about the “predominately economistic, 

dichotomous and simplistic framework of clusters” (p. 1) and the deleterious effects 
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associated with high rents and gentrification that are sometimes the unintended 

consequences of such interventions. Alternatively, there are many successes cited of 

creative clusters that have served as positive economic models for businesses located in 

them and for their contribution to making places attractive locations. A case study of 

Shanghai (O’Connor & Gu, 2014) is a good example of research that identifies ways of 

making adjustments when problems arise from unintended consequences of cluster 

policy. Cluster policies have been targeted within place-based city environments (Scott, 

2006a), and although they are a predominantly urban intervention, they have also been 

used in some non-metropolitan settings with varying degrees of success (Baum, 

Yigitcanlar, & O’Connor, 2008; Bertacchini & Borrione, 2013; C. Taylor, 2006), often with 

links to other sectors. 

Not all policy documents mention clusters or creative hubs, but around 70% of those 

analysed in my research included some discussion of or advocacy for clusters within the 

CCI. Two documents published by Nesta are especially useful in gaining a deeper 

understanding of clusters: Creative Clusters and Innovation (Chapain, Cooke, De Propris, 

MacNeill, & Mateos Garcia, 2010) and, for a view within the broader discussion about 

CCI, A Manifesto for the Creative Economy (Bakhshi, Hargreaves, & Mateos Garcia, 

2013). Although these publications were written specifically for the UK context, their 

nuanced discussion on the topic remains relevant for other contexts, including 

Australian settings which are often more challenged when it comes to implementing 

successful cluster approaches in areas of lower population density. 

The manifesto document (Bakhsi et al., 2013) includes a seven-point guide to cluster 

development that outlines the need to be pragmatic, data-driven, to think 

systematically, listen, to raise visibility and strengthen networks, to invest in people as 

well as buildings, and to leverage anchor institutions such as universities. Nesta’s 

Creative Clusters and Innovation document (Chapain et al., 2010) sees clusters as having 

an important role regionally, and although the regional context in the UK is very different 

to what we experience within an Australian interpretation of that term, they see it as a 

local development approach which is linked to innovation and the opportunity to 

connect to other sectors. This report is full of cautious and judicious advice linked to an 

evidence-based approach, in contrast with some other documents that look only at the 

positive outcomes of clustering. The advice in this report includes ensuring that other 
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existing latent clusters are not overlooked before creating new ones, that talent is 

nurtured by being within a cluster, and that a balance is reached between collaboration 

and appropriation. 

Many other reports advocate for clustering but without this level of detail. In Australia 

there are a number of reports linked to government that embrace clustering as a policy 

(Deloitte, 2015; Municipal Association of Victoria, 2014). The 2015 Creative Victoria, the 

state’s first creative industries policy, listed among its actions the development of new 

co-working spaces and hubs in partnership with councils, property owners, 

philanthropic supporters and other stakeholders. One action named Bendigo as a 

regional hub for development, a project which is now coming to fruition. The City of 

Sydney’s (2016) Creative City: Cultural Policy and Action Plan 2014–2024 has also had a 

positive response within the industry and provides a framework in which cultural 

precincts and clusters—or creative villages—play a prominent role. 

1b. Built infrastructure 

The topic of built infrastructure and creative space extends beyond clusters and can 

include other examples such as new-built facilities developed for creative use, 

innovative redevelopment of existing spaces and finding new uses for buildings. 

Practitioners frequently name the need for creative space as a high priority (O'Connor 

et al., 2011), and infrastructure is regarded as one of the main factors in determining 

the creative potential of locations (Comunian et al., 2010), as well as one of the ways in 

which policy interventions can be made (Foord, 2008). Policy and advocacy documents 

often list infrastructure as an area of development (for example, Newbigin, 2010), and 

examples of successful built environments are sometimes cited. 

In non-metropolitan NSW, cultural infrastructure is mostly built by councils (Local 

Government NSW, 2014). This includes galleries, theatres and museums. There are 

significant costs involved in owning and maintaining these buildings which then also 

require staffing. A 2014 report into the added value of council cultural venues in the 

seven regional cities that participated in the NSW regional promotion program 

“Evocities” found that in one year they generated an additional $23.84 million in the 

combined economies of the seven Evocities, also generating a total of $32.35 million in 

gross regional product and $15.4 million in household income (Huxley, 2014). These are 
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substantial figures and go against a widespread perception that cultural infrastructure 

only costs councils without providing any commensurate return (Infrastructure 

Australia, 2016). These facilities offer cultural and social value to the communities in 

which they operate, but although they rarely operate on a for-profit basis, they also have 

an economic worth through the value-add that goes into their communities as a direct 

result of their activities. 

The development of privately owned built infrastructure is challenging but is recognised 

in some policy documents for the value of stability that it offers creative practitioners 

(Creative Industries Council, 2014; United Nations, 2013). Government policy finds it 

difficult to uncover ways in which to support the development of privately owned 

infrastructure for the CCI, although the NSW Regional Cultural Fund has included 

privately owned buildings in its recipients, and there are some recommendations to 

support CCI-friendly planning regulations, and to create and develop more cultural 

spaces (UK Government, 2014; Victorian Government, 2015; Warwick University, 2015). 

1c. Placemaking 

Placemaking appears in many policies. Despite this, the definition of what placemaking 

constitutes is not well understood. One description that summarises placemaking well 

states: 

In creative placemaking, partners from public, private, non-profit, and 
community sectors strategically shape the physical and social character of 
a neighborhood, town, city, or region around arts and cultural activities. 
Creative placemaking animates public and private spaces, rejuvenates 
structures and streetscapes, improves local business viability and public 
safety, and brings diverse people together to celebrate, inspire, and be 
inspired. (Markusen & Gadwa, 2010b, p. 3) 

Although placemaking is not always a feature specific to the CCI activity, the links to the 

sector are strong. The concept of “sense of place” is central to placemaking. This idea 

has been explored for many years and is prevalent within the field of human geography 

(Hubbard & Kitchin, 2010; Tuan, 1979). Doreen Massey (1991, 1993) has been influential 

in building an understanding of the fluid ways in which space varies when viewed from 

different people’s perspectives. She positions sense of place within political and social 

debates about development, later explored by Zukin (2011) in her examination of 
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authenticity of place and its role in “social, cultural, and economic efforts of local 

entrepreneurs to create a distinctive and authentic sense of place” (p. 161). Some have 

expressed concerns that these processes can have unexpected negative consequences 

and may displace or marginalise some communities through the gentrification process 

(Barnes et al., 2006; Zukin, 2011), although Grodach et. al (2014) put forward a way of 

managing arts interventions that progresses development while avoiding unwanted 

outcomes of gentrification. Nicodemus (2013) found that placemaking strategies 

include—in order of prevalence—design and public art installations; arts engagement 

efforts; design for artist spaces and cultural facilities; cultural planning efforts including 

public art plans for cultural mapping; projects focused on creative entrepreneurship; 

and support through training and incubator space. 

An example of a policy that has a strong placemaking component is the City of Sydney’s 

(2016) Creative City: Cultural Policy and Action Plan 2014–2024. This policy has been 

recognised for being innovative and for its thoroughness in setting out priorities, actions 

and ways of measuring progress that make it a good model. It clearly explains that 

strategic priorities, particularly its first area of “Precinct distinctiveness and creativity in 

the public domain”, are based on placemaking approaches. Another good example is 

Tasmania’s Creative Island policy (O'Connor, 2018), which provides sector analysis of the 

state’s CCI. Both the Sydney policy and the Tasmanian report provide discussion about 

placemaking, drawing on the work of authors such as Markusen and Gadwa (2010b) and 

Massey (1991). Other policy documents give prominence to placemaking approaches as 

part of development in the CCI sector (for example, Deloitte, 2015). The British Council’s 

mapping and toolkit document (BOP Consulting, 2010) named placemaking and city and 

regional branding as one of five main areas for development. The NSW Government has 

released detailed placemaking toolkit (Cohen et al., 2018) that provides valuable guiding 

principles through definitions, value indicators and access to toolkits, methodologies 

and measurements. 

ACCISS Part Two: Communication 

2a. Creative networks 

There are many advantages of developing networks, and it is widely recognised that 

creative practitioners will benefit from having a network of professional contacts. In 
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some parts of the CCI this can mean access to work as the sector is known for relying on 

networks, word of mouth and insider jobs (McRobbie, 2016; Ross, 2009); networking 

can also provide knowledge, training, support and opportunities for collaboration (Flew, 

2010; Scott, 2014). 

The importance of networking is so widely acknowledged within CCI discourse that it is 

surprising that there is not more coverage of it within policy documents. Although the 

word featured in 70% of the documents analysed in this study, many of them do little 

more than acknowledge networking as a generally good thing. The United Nations 

UNCTAD documents consistently give it prominence and, in their 2010 report, they 

name one of the options for policy makers as: organise networking and sectoral 

associations; and facilitate partnerships, joint ventures involving different stakeholders 

including NGOs (non-government organisations) and academia. The UK Creative 

Industries Council’s 2016 document Create Together outlines ways of encouraging high-

level strategic collaboration across the sector, while a paper from a European working 

group report on maximising the potential of the CCI (European Union, 2010) advises on 

the creation of open and public network-based innovation environments with the 

purpose of integrating creative economy knowledge into corporate innovation. At the 

other end of the scale, a report written to advise the then-member for the Australian 

federal electorate of Indi (a regional electorate in Victoria) makes a case for networking 

in the arts, stating: 

There [are] very few places or events artists can attend to talk to about 
their art, be it painting, dance, writing and so forth, without attending an 
exhibition of the medium. A support group or space which would allow 
artists to come together to talk about art would not only stimulate the 
cultural economy through the creative exchanges and possible 
collaborations, but would give artists in the region an opportunity to talk 
about their work without the risks involved in paying for an exhibition or 
showcase. In arts all the connections and steps forward are made by 
people, and a support network to allow those connections to flourish 
would boost the cultural economy of Indi. (Holloway, 2015, pp. 33-34) 

This grassroots level of networking contrasts with the highly strategic networking of 

major corporations, industry bodies and government, but both have benefits. The 

relative paucity of networking strategies within policy may be due to the frequent 

conflation of networking and clustering, but networking can operate separately to 
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clusters and does not depend on having shared or proximate space. Indeed, networking 

can be virtual (Creative Industries Council, 2014), although there is evidence to suggest 

that it is more effective when experienced face-to-face (Bathelt & Turi, 2011; Storper & 

Venables, 2004). Recent activity due to the COVID-19 pandemic has resulted in a much-

increased level of online networking across the sector, so it will be interesting to see if 

this has ongoing effects for the ways in which the sector networks in future. 

2b. Digital connectivity 

Digital connectivity has become a vital part of most CCI businesses, either as a tool to 

create product or to distribute or promote that product. It is also essential in connecting 

and communicating with others. Location is a factor in digital connectivity, both because 

of the increased need to be connected when geographically removed from markets, 

suppliers or other business connections, or because of the uneven provision of digital 

connectivity in Australia and in other parts of the world. Policy plays a role in advocating 

for good digital connectivity as well as supporting new ways of working digitally. 

Digitisation of the creative industries has contributed greatly to the growth of the sector, 

so it is therefore important that poor digital service in some regional locations not be 

allowed to hinder regional CCI growth. Opportunities to connect from a non-

metropolitan location to the rest of the world have the potential to be transformative 

for some regional creative practitioners (Bowles, 2008; Daniel, 2013b; Henkel, 2010; 

Micoo & Vinodrai, 2010; White, 2010), but the reality up to now in Australia has been 

that for many poorly serviced areas, the lack of digital connection has done the opposite 

and acted as a barrier to growth and opportunities. The level of digital connection, and 

the many ways that digital activity has developed, have gone through enormous 

transformation and development. Policy has struggled to keep up with many of these 

changes. Many locations have adequately addressed digital connectivity at this time, but 

this leaves those with poor connectivity at an even greater disadvantage, including many 

rural areas. 

In policy documents I found that the frequency of recommendations for improving 

digital connectivity has reduced in recent years, but that it remains an issue in some 

locations. This is another area in which the recent COVID-19 pandemic has exposed the 

unevenness in access to good broadband. There are reports, such as the 2016 Top 
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Markets Reports: Media and Entertainment. A Market Tool for U.S. Exporters (United 

States Department of Commerce, 2016), that rather than discuss the issue of access to 

broadband, instead present ideas about ways to present product that maximises the 

opportunities from increased access to digital content. Issues of technology 

convergence and the disruption to markets is a major topic within the media and in 

academic discourse, but less visible within most CCI policy. 

2c. Raising awareness of the cultural and creative industries sector through promotion 
and media campaigns 

Many people do not know what the CCI sector is or the value it offers. This includes 

decision makers in all levels of government, community and sometimes creative 

practitioners working in the sector. There is a clear need to build awareness of the sector 

through communications programs and promotions. The value of the CCI is likely to be 

further appreciated if its successes are more effectively shared. If the value—economic, 

cultural or social—is understood, decision makers are more likely to respond to 

measures that support the sector. Promotional campaigns can build awareness of how 

creativity and the outputs of the sector can enhance innovation and economic returns 

(Micoo & Vinodrai, 2010; White, 2010). Economic statistics have effectively been used 

to promote the value of creative industries to the regional economy (for example, 

Gibson & Stewart, 2009), but there is work to do in also developing a more nuanced 

understanding of place-based approaches. 

The potential to raise awareness of the sector’s value and change attitudes to 

supporting the sector based on realistic aims and possibilities is referred to in around 

10% of the policy documents analysed for my research. The 2018 draft creative 

industries strategy for NSW named as its first aim: “promote NSW creative industries as 

leaders in a global setting” (BYP Group, p. 23. This builds on a NSW Government 

document from a decade earlier which stated that there was inadequate general 

awareness, interest and understanding of the positives of the industry, and that there 

was a need to promote the economic advantages of the sector (Nous Consulting Group, 

2009). 

UNCTAD’s 2013 Creative Economy report provides examples from around the world of 

campaigns that have succeeded in raising awareness of the sector. There are different 
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targets for such campaigns. A report on culture in Commonwealth countries (Nowottny, 

2008) wants political awareness to be raised, while a UK government report (2008) 

switches the emphasis around to make the case for working with business and public 

sector organisations to ensure buyers and investors are aware of what the sector offers. 

A 2017 review of the UK’s creative industries states that an attraction strategy is needed 

to inform and excite young people, their teachers and parents about careers in the 

creative industries (Bazalgette, 2017). A UK report Enriching Britain: Culture, Creativity 

and Growth (Warwick University, 2015) sets out a series of strategic actions in order to 

“celebrate Britain’s arts in order to make our cultural landscape more visible to the 

public and to reconnect the public with culture at national and local levels” (p. 39). 

There is frequently an element of place bound up in the decision to market the CCI 

sector. There is an opportunity for campaigns to develop an understanding in regional 

decision makers about the benefits of developing regional places and to have diversified 

income streams and wellbeing factors. Examples can be found in a report by UNESCO’s 

Institute for Statistics (2009), along with another that covers cases from across Europe 

(European Union, 2010). Promotional campaigns can also be aimed at the sector itself 

to help create a cohesive industry able to lobby and support. 

2d. Linking to social outcomes and wellbeing 

If a triple bottom line approach to policy is to be adopted, this section outlines a vital 

part of that approach. Social value is often mentioned in CCI policy. While policy 

documents explicitly focused on economic outcomes have no need to make the case for 

the benefits of wellbeing that may flow from the activity in the creative economy, it is 

remarkable that the report that came from the period of the Australian Government’s 

Creative Industries Innovation Centre (SGS Economics and Planning Pty. Ltd., 2013) 

managed to completely avoid any mention of social value. Most, however, do discuss 

the social benefits of the CCI, albeit in varying degrees of depth. 

There are policy documents specifically focused on social outcomes. Nesta has a report 

into the social impacts of the sector in Wales (Dixon, Allinson, & Smith, 2017), which 

establishes an evidence base aimed at assisting organisations to use arts activity to 

address issues such as poverty and disadvantage and to build more diverse audiences. 

An example of broader policy that includes an action point aimed at social inclusion can 
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be found in a policy from a document produced by a collaboration of European 

organisations. Inspiring Creativity: Promoting Culture and Creative Industries Across 

Europe (European Territorial Cooperation, 2014) includes an objective of promoting 

social inclusion and combating poverty, stating that intercultural activities are a well-

proven tool used to raise awareness and foster social engagement, and recommending 

that funding should be open to financing such activities for the benefit of European 

regions. Other documents may not be aimed at putting forward strategic actions, but 

instead provide insights in their discussion of CCI. A Nesta document, A Dynamic 

Mapping of the UK’s Creative Industries (Bakhshi, Freeman, & Higgs, 2013), makes the 

point that sometimes the political interest lies in the ability of the CCI sector to 

contribute beyond itself in areas such as urban regeneration, rural development or 

social cohesion. 

The importance of measuring this social value has been discussed in the literature 

review (presented in Chapter Two). Two UK reports on the impact of culture (Fujiwara, 

Kudrna, & Dolan, 2014; P. Taylor, Davies, Wells, Gilbertson, & Tayleur, 2015) can be used 

to inform decisions as they include exploration of the social impact of culture in relation 

to health, wellbeing, crime, social capital, education, “multiple impacts”, and the effect 

on population sub-groups, as well as looking at heritage. There have been criticisms in 

the arts that there is a lack of robust evidence about the social impact of the arts (Dixon 

et al., 2017; Ramsey White, 2005; Rentschler, Bridson, & Evans, 2015), and this criticism 

could be extended across the CCI sector. In Australia, the work done is widely regarded 

as being led by the Western Australian framework (Pracsys & Knell, 2012). The research 

led by Crossick and Kaszynska (2014; 2016) in the UK, and the reports and 

recommendations that have followed, is a substantial piece of work that can measure 

both cultural and social value of CCI activity. 

A search of policy documents showed that 89% included the word “social”, with around 

half including the term “social outcomes”. Some reports worked towards quantifying 

the social impact of the sector (Dixon et al., 2017; Stroombergen, 2015), and yet very 

few strategies aimed at delivering social outcomes could be identified. The NSW 

Creative Industries Action Plan identifies in the top level of their diagram outlining the 

priorities in the plan that an outcome would be that “NSW Creative Industries are 
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recognised as crucial to the State’s future economic prosperity and positive social 

outcomes” (NSW Government: Creative Industries Taskforce, 2013). 

If the premise that the creative sector contributes to social good in communities is to be 

upheld, policy development can benefit by considering two factors: first, policymakers 

need to find ways to strengthen the evidence of the impact of creative practice on the 

social wellbeing of communities; and second, they need to look at policy interventions 

that can actively support this work, including funding models, productive partnerships 

and approaches that assist in building social capital through creative practice. 

ACCISS Part Three: Business 

3a. Finance and funding 

One of the barriers to starting and growing creative enterprises is access to finance or 

funding, regardless of location. This is exacerbated by the perception that creative 

businesses are riskier than other businesses, even though this is not supported by the 

evidence (Burrows & Ussher, 2011). In recent years this has started to be explored more 

extensively within policy, with two UK reports dedicated to the topic: Repayable Finance 

in the Arts and Cultural Sector (MTM London, 2018) and The New Art of Finance: Making 

Money Work Harder for the Arts (Nesta, 2014). These are both UK reports, but most of 

their recommendations have at least some relevance for the Australian context. The 

Nesta report is peppered with case studies—including an Australian example from 

Tasmania. The report Risky Business (Burrows & Ussher, 2011), released by UK think-

tank Demos makes a strong case for better access to finance for CCI businesses, 

demonstrating that, contrary to common perceptions, creative enterprises present no 

greater risk than other businesses, and are in fact less risky than some other parts of the 

economy. 

The rhetoric of finance/funding exhibits some very different approaches to gaining 

money between the commercial and subsidised ends of the CCI spectrum. Arts funding 

is often unavailable to many in the CCI sector because, aside from the limited availability 

of funds, businesses may not fit the eligibility criteria for arts funding programs and 

many creative practitioners find the options of business funding both complex and 
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daunting. The film sector has been an exception to this with individuals and businesses 

receiving funding support, even though it is highly competitive. 

3b. Tax incentives and government allowances 

Throughout the world governments have taken many approaches to providing 

concessions and rebates, or allowances that assist creative businesses. Tax incentives 

may be defined as a provision in tax legislation that departs from the benchmark tax 

structure and favours CCI, resulting in a reduction or postponement of tax income for 

the government (Hemels & Goto, 2017). Examples include tax concessions or rebates, 

ways of ensuring the law protects copyright, putting procurement policies in place in 

favour of local practitioners, or having income support schemes or income averaging for 

practitioners whose work is sporadic. Hemels and Goto’s 2017 book on tax incentives in 

the CCI brings an international perspective to this topic and provides information about 

types of tax incentives, their advantages and disadvantages, and detail about specific 

sub-sectors, including tax incentives for artists themselves. 

Using tax incentives to support CCI growth is something that governments are aware of, 

and it therefore appears in many policy documents, especially—although not exclusively 

—policies by governments. It is worthwhile taking time to understand the different ways 

in which tax incentives have been used in different countries. In Australia the support 

for the film industry has been widely applied through tax incentives, fluctuating in its 

generosity over some decades, and there have been schemes to support the buying of 

art. Depending on their structure and business, arts organisations can fit into the cultural 

category of the Australian Tax Office’s conferred status of Deductible Gift Recipient 

(DGR), meaning that donations made to that organisation will be tax deductible for the 

donor.8 Luja (2017) is critical of some of the European Union’s tax incentives, but there 

is value in understanding some of the initiatives that have been applied there that go 

well beyond anything that has been considered in Australia. This includes government 

support for creative practitioners through housing, transport assistance and income 

subsidies that acknowledge the inconsistent nature of creative income. 

Some of the detail of UK tax incentives can be found in Risky Business (Burrows & Ussher, 

 
8 https://www.ato.gov.au/Non-profit/Getting-started/In-detail/Types-of-DGRs/Register-of-Cultural-
Organisations/ 

https://www.ato.gov.au/Non-profit/Getting-started/In-detail/Types-of-DGRs/Register-of-Cultural-Organisations/
https://www.ato.gov.au/Non-profit/Getting-started/In-detail/Types-of-DGRs/Register-of-Cultural-Organisations/


105 

2011), including the government’s tax credits for research and development, suggesting 

reduced taxation for new creative intellectual property (IP), and the Enterprise 

Investment Scheme. A UK government document (UK Government, 2014) discusses 

many schemes, some of which are more about allowances and subsidies than tax 

concessions: tax relief for video games, tax relief for involvement in apprentice schemes, 

the extension of the film tax credit system to the audio-visual industry and the 

consideration of targeting other sub-sectors of CCI are matters raised. There are many 

other examples of discussion about tax incentives from the body of UK policy work 

(Neelands et al., 2015; Warwick University, 2015). One example that introduces issues 

of place and supporting creative practice is the recommendation in the report Leading 

the Field: A Review of the Creative Industries (Woodward, 2015) that specific tax relief 

in areas away from the high activity of London and the South-East should be increased 

by five per cent. Some understanding of the effects of tax incentives in the US can be 

gathered from documents about the Los Angeles region (Los Angeles County Economic 

Development Corporation, 2014) and New Orleans (Landrieu, 2014), discussing 

exemption of sales tax in areas deemed cultural districts, particularly for original art, 

payroll exemptions for some sub-sectors such as gaming and film, and discussion about 

the tax raised from the sector. 

There is less discussion of tax incentives in Australian policy, although KPMG do provide 

some commentary in their document measuring the economic impact of the Victorian 

arts and cultural sector (KPMG, 2013). Various United Nations documents raise the topic 

of tax and their 2010 report recommends support for artists and the arts, both direct 

(via taxation, social security) and indirect (private sector support, training, professional 

associations, laws). 

3c. Start-ups and incubators 

Examples of start-up support programs and incubators for creative industries can be 

found in many locations around the world. Start-up policy can include an array of 

approaches to encourage new businesses. Being in a creative cluster can aid start-up 

development. Media City in the UK has been used as a highly successful example of a 

cluster that has assisted start-up growth (BOP Consulting, 2017). Support for start-up 
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businesses in the creative industries is widely acknowledged as a valuable policy 

approach, but there are few examples within the literature. 

A spatial study in Portugal found that start-up benefits derived from agglomeration; 

diversification of industries to create cross-sector connections; university presence; and 

areas that actively promote innovation (Cruz & Teixeira, 2014). Successful actions 

included financial support; premises and services such as reduced rent; access to advice 

and mentoring; participating in “pitch” competitions in order to gain support; 

participating in a cohort of start-ups in order to share and learn; access to promotional 

opportunities; and assistance with governance. One study (Freire-Gibb & Nielsen, 2014) 

found both advantages and disadvantages for start-ups in rural areas compared to those 

in metropolitan areas; while urban areas offered more support and more competition, 

the advantage of social networks being more active within rural start-ups acted as a 

counter-balance. 

Incubators are distinguished by their focus on start-up businesses in shared space. This 

is not a new practice (McRobbie, 2012), but the use of such approaches within the 

creative sector has shifted the aims to an emphasis on creating economic opportunity 

for new creative entrepreneurs (Essig, 2014). The services and advantages offered by 

incubators vary. Subsidised rent, sometimes progressing through a scale over the first 

difficult years of trading, is one common feature of incubators, but others include 

assistance with business planning and advice, joint marketing opportunities, shared 

meeting spaces, office administration space and services, shared technical services such 

as printing, broadband and information technology (IT) support, and a pleasant 

reception area (Montgomery, 2007). Some spaces may offer places to showcase work, 

and the environment can offer opportunities for collaboration, learning from one 

another and trading with each other. 

The policy documents provide further information on start-ups, showing that it is an 

issue that has been addressed in many policies. Gaining the capital is discussed in 

relation to a number of schemes; microfinance schemes are recommended (United 

Nations, 2008, 2010b) for their ability to develop small-scale enterprises to a point 

where they become more attractive to investors, using a model that is flexible and can 

adapt to specific local conditions. Seed funding schemes have been established 
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successfully in some locations (Warwick University, 2015). Venture capital is seen as 

problematic in the sector (Woodward, 2015) as its fast timeframe is not well suited to 

the pace of the growth cycle of many new creative enterprises. 

Although a UK government report in 2008 suggested that some of the investment in 

start-ups may be misplaced and would be better targeted at more mature businesses at 

a point where they have more ability to develop long-term objectives and increase 

employment, most policy work does not question whether supporting start-ups is 

beneficial but, rather, focuses on how to do it well and how to differentiate those with 

more chance of success. It is recognised that, despite start-up schemes in many parts of 

the world and a high growth rate in the CCI sector, the barriers to entry remain high 

(Burrows & Ussher, 2011; Centre for Economics and Business Research [Cebr], 2008). 

There is a need to support start-ups with business skills training and seed funding, and 

to strengthen links with education institutions such as universities that can often lead 

incubator projects (European Commission, 2010; UK Government, 2008). 

3d. Small business support and entrepreneurship 

With small to medium enterprises (SMEs) making up a large part of the CCI sector, policy 

has responded by often targeting small business for growth strategy. While growth is 

certainly desirable for many SMEs, it should be noted that not all businesses want to 

grow (Banks, 2018; Bouette & Magee, 2015). This may be more prevalent in regional 

settings where people may have chosen to operate in a location that puts less pressure 

on their business to perform highly or where older practitioners may be consciously 

winding down in the later stages of their career. Work has been done on identifying the 

types of barriers that hinder SME business growth and innovation: government 

regulations, policy actions, relative access to funding, weak contract enforcement, local 

labour markets, levels of networks and relationships or knowledge networks, local 

environmental characteristics, management capability, expert skills, time, and internal 

funds, as well as knowledge systems, structures, cultures and norms, and leadership 

(Hotho & Champion, 2011). 

Policy documents and reports frequently mention the need to address some of these 

issues (Burrows & Ussher, 2011; Nous Consulting Group, 2009; UK Government, 2014). 

Some documents outline broad goals such as building a vibrant sector, the need for 
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funding models or unspecified actions such as “cutting red tape”. SMEs have to consider 

questions of scale, as their size means they will not benefit from economies of scale 

(United Nations, 2010a). For this reason, policy needs to consider investing in skills, 

education, training and infrastructure to ensure that there is local capacity building. 

Encouraging take-up of these opportunities is also needed. Engendering an environment 

conducive to entrepreneurial behaviour is needed, an aspect of SME support that is 

extensively discussed in academic literature (e.g., Chaston & Sadler-Smith, 2012; 

Sørensen, 2008). A document that is useful for exploring both incubators and the role of 

entrepreneurism in the CCI, Incubators for Creative Entrepreneurs – Based on 27 Case 

Studies (Chambers & Serup, 2011), has advice that can extend to anyone trying to 

support SME activity in the CCI. 

Back in 1994, Australian policy in Creative Nation (Australian Government) stated that 

there was a need to improve awareness within the industries included in federal, state 

and local government programs and services for business support and industry 

development. This remains the case. Business support centres exist that can offer 

assistance with business plans, funding and training across all industries.9 

3e. Intellectual property protection and copyright issues 

Issues about IP and copyright feature strongly in CCI policy and reports, connected to 

policy for innovation (Foord, 2008). The topic is political (Ross, 2009): legal rights can be 

affected by legislation, and financial protection through copyright for practitioners and 

businesses can impact on economic outcomes and Gross Domestic Product (GDP). While 

measurement of IP rights activity often selects success by the number of patents (for 

example, the Regional Australia Institute’s measurement of innovation uses the number 

of patents as one of its indictors),10 the CCI sector is more likely to benefit from copyright 

than patents, and the fees and royalties associated with IP royalties. Indeed, IP rights 

can be treated as a form of capital (Cooke & Leydesdorff, 2006). Gibson and Kong (2005) 

argue that the cultural economy is essentially a sector dominated by the trading in and 

protecting of IP rights. There are many challenges within IP policy: piracy is an issue 

(Keane et al., 2005) and new social production models have disrupted and transformed 

 
9 https://www.business.gov.au/ 
10 http://www.regionalaustralia.org.au/home/tools-and-products/insight/ 

https://www.business.gov.au/
http://www.regionalaustralia.org.au/home/tools-and-products/insight/
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IP rights (Bathelt & Turi, 2011; Flew & Cunningham, 2010). Despite the prominence of 

IP within policy, there is evidence to show that trademarks, patents, cultural amenities 

and industrial districts have no significant effect on employment growth (Piergiovanni, 

Carree, & Santarelli, 2012). Although policy places great importance on the role of IP 

within the CCI, other research (Oakley & O’Connor, 2015b) suggests that the emphasis 

on IP is misplaced. 

With so many policy documents raising issues of IP it can be difficult to sort through the 

volume of content. An overview can be gained from the reports by WIPO, and resources 

can be found on their website.11 There is also information in 2016 Top Markets Reports: 

Media and Entertainment. A Market Tool for U.S. Exporters (United States Department 

of Commerce, 2016). Even though this document is intended for an American audience, 

the issues of world copyright problems are well discussed. In terms of Australian IP law, 

there is a report about IP by the Australian Government Productivity Commission (2016), 

although the submission by Arts Law Australia (2017) to the Productivity Commission 

provides better access to understanding the particular issues for makers of creative 

content. This is a space that will continue to change, and policy is constantly running to 

catch up with the ways in which content is shared in a technological and globalised 

world. 

3f. Linking to other sectors 

There has been much written about the complex ecology of the creative industries but 

fewer examples that uncover the links between the CCI sector and other parts of the 

economy, even though policy development ideally needs to position itself within the 

wider economy (Bakhshi, McVittie, & Simmie, 2008). Many of the studies that do explore 

links to other sectors do so only from a perspective of what the creative industries and 

the creativity inherent in the sector can offer other industries—usually in terms of 

innovation (Bakhshi et al., 2008; Cooke & De Propris, 2011; Müller, Rammer, & Trüby, 

2009). Policymakers need to stress these benefits and look for ways to enable better 

knowledge transfer or “spillover” (Cooke & De Propris, 2011), rethinking their 

frameworks to target “stimulating innovation links between creative businesses and 

firms outside the creative industries” (Bakhshi, Hargreaves, et al., 2013, p. 5). For non-

 
11 https://www.wipo.int/portal/en/news/2020/ 

https://www.wipo.int/portal/en/news/2020/
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metropolitan locations, the lack of critical mass can mean that regions may lack the key 

attributes and characteristics needed to develop a strong CCI sector, but may benefit 

from recognising and nurturing the creative talent they have embedded in other sectors 

of their economy (Henkel, 2010). 

Daniel’s (2013b) study in regional Queensland found that participants in the creative 

sector had little knowledge of policy and saw themselves as “divorced from the 

mainstream and less likely to access opportunities available to other sectors of the 

economy” (p. 125), while Micoo and Vinodrai’s Canadian study (2010), drawing on 

evidence from the OECD, indicated the need for more diverse approaches to regional 

economic development to move beyond traditional rural sectors to invest in areas such 

as information and communications technology (ICT) and tourism, which would present 

opportunities for collaboration across various levels of government, the private sector, 

NGOs and community stakeholders. Cooke and De Propris (2011) identify the need for 

an industrial mix in order to build a resilient economy. 

Some of the strongest work within policy documents came from the United Nations 

reports (2008, 2010, 2013)—they made the point that the CCI do not operate in a 

vacuum, and that in order to make links to other sectors it is necessary to understand 

who the stakeholders are and how they relate to one another. Deloitte’s (2015) paper 

on building Western’s Sydney’s cultural economy looks at how to link with technological 

companies, and the links to then transform the perception of place associated with 

Western Sydney. The links to tourism and to festivals are well recognised and are made 

within many documents (Landrieu, 2014; Neelands et al., 2015). Some of the links made 

in a European Union report (European Territorial Cooperation, 2014) are particularly 

interesting, both because they are explored with place in mind and because they include 

some of the less obvious connections: agriculture and aquaculture. 

Another area linking to other sectors is the added value that the CCI bring by creating 

flow-on effects and value chains that economically benefit connected sectors. KPMG 

(2013) demonstrate this in their report on CCI in the state of Victoria, an approach also 

taken in a Museums and Galleries NSW report on the Evocities of regional NSW (Huxley, 

2014) and a monitoring report on German CCI (Leibniz Centre for European Economic 

Research, 2019), while a report on rural Victoria (Municipal Association of Victoria, 
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2014) names retail, hospitality and services as beneficiaries of CCI. A Nesta report 

(Bakhshi et al., 2008) argues that there is a two-way effect of innovation from links 

between CCI and other sectors. In addition to measuring the economic value-add of CCI, 

there has been some exploration of other ways of measuring this impact. For instance, 

it is considered within the framework of the large Arts and Humanities Research Council 

(AHRC) project in the UK (Crossick & Kaszynska, 2018), while another report (Jackson, 

Kabwasa-Green, & Herranz, 2006) has put forward a possible indicator of the impact on 

other sectors with a framework for measuring cultural vitality. 

3g. Definitions, measuring and reporting 

The debate about the terminology used to describe the CCI sector, and the different 

interpretations of what is included within the sector, has implications for measuring the 

sector’s impact. There has never been agreement internationally on these issues and 

there is no reason to expect any resolution to this soon. Regardless of this, anybody 

engaged in measuring the impact of the sector must be clear about the parameters of 

what they are investigating and monitoring. 

The difficulties of measuring the CCI have plagued the sector ever since the first mapping 

document was produced in the UK in 1998 (DCMS). Measurement and reporting are 

important because they can directly influence policy decisions (BOP Consulting, 2010; 

Burrows & Ussher, 2011), and their ability to represent economic and employment 

levels can make them of great interest to policymakers and politicians. Quantitative 

reporting remains an appealing approach for many policymakers because of the ease 

with which they can convey the importance of the sector, but qualitative reporting is 

also valuable because of the ability to represent the sector’s activity and achievements 

in more depth (H. Collins, 2017). In Australia, work at QUT has been instrumental over 

many years in contributing to the methodology of statistical data in the CCI—as has 

Nesta in the UK (Cunningham, 2011; Higgs & Cunningham, 2008; Higgs, Cunningham, & 

Bakhshi, 2008; QUT Digital Media Research Centre, 2017). United Nations reports have 

included a global view of statistics collection (United Nations, 2008, 2010a). 

While we may need to accept that there will always be a degree of imprecision in CCI 

data, due to both the hidden nature of some activity and the constantly evolving field of 

new and hybrid practice that may not initially fit into standard classification (Burrows & 
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Ussher, 2011), the development of more accurate approaches that map the economic 

and employment activity within the sector has created a much stronger policy platform, 

advocating for the importance of the sector and the need to support it and facilitate its 

growth. 

The triple bottom line approach to CCI development involves finding ways of measuring 

the economic, cultural and social impacts. The AHRC project has produced a detailed 

report, Understanding the Value of Arts and Culture: The AHRC Cultural Value Project 

(Crossick & Kaszynska, 2018), along with a scoping paper (Kaszynska, 2018), which 

together represent a large step forward in how to approach measurement of the sector. 

They sit alongside many other examples that have also presented ideas, methodologies 

and toolkits (e.g., SC Lennon & Associates, 2013). One Canadian document, the Creative 

Edge Policy Toolkit (P. Collins et al., 2013) only features a relatively short section on data 

collection, but it is specifically aimed at rural, remote and peripheral locations. 

3h. Making trade links 

Policymakers have put forward the development of trade links as action that can be 

enacted in order to realise economic benefits from a sector that is producing creative 

goods, especially intangible goods that can be dispersed remotely through digital 

means. There are a number of aspects to the development of trade links to other 

places—internationally or across different regions—that can be considered: first, the 

possibility of furthering trade links through trade missions to other cities, regions or 

countries (Landry, 2005); second, the economic effects on this trade in cultural 

production through policy relating to free trade, tariffs and taxation on the sale of goods 

(Hartley, 2005; D. Harvey, 2009); and third, the way in which cultural exchange can be 

used to strengthen trade links (Crang & Ashmore, 2009; Fonseca Reis, 2008). These 

approaches often give preferential treatment to major cities (Landry, 2005; Pratt, 2010), 

but they can be adapted to suit smaller locations. They offer potential for developing 

regions with strong cultural content (Barrowclough & Kozul-Wright, 2008; Fonseca Reis, 

2008), although some authors have expressed concern that this process perpetuates the 

inequalities between low-wage and high-wage parts of the world (McGuigan, 2009; 

Miller, 2004; Yúdice, 2003). 
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The responsibility of government trade departments for creative exports is referred to 

in the literature (Hesmondhalgh & Pratt, 2005; O'Connor et al., 2011). The extensive 

exploration on topics of globalisation and “flows” indirectly connects to policy questions 

about the development of international trade. In the policy field, many publications 

posit the idea of trade missions and cultural exchange, with sister-city programs an 

example of the way in which many regional communities have built links to other places 

in the world for both cultural and trade exchanges (Cremer, De Bruin, & Dupuis, 2001). 

The value of international trade linkages can be built through government departments 

such as AusTrade (in Australia), Trade and Industry (in the UK and in NSW), the 

Department of Commerce (in the US), and NSW Export Advisors (in Australia). Over half 

of the identified policy examples advocating for trade missions were from Australia, 

suggesting greater need for face-to-face opportunities when more geographically 

removed. There can be a complex landscape of tariffs and differing approaches to free 

trade; assistance in understanding and negotiating through this can be helpful (Bakhshi, 

Hargreaves, et al., 2013; Business Innovation Skills, 2009; Woodward, 2015). 

A report commissioned by the NSW Government (Nous Consulting Group, 2009) puts 

forward some ideas on actions that could be taken: working with the Australian Embassy 

when presenting overseas; expanding the focus of NSW Government trade missions and 

investment attraction to represent CCI as a whole; and appointment of a promoter to 

coordinate major NSW promotional events. Although this document is no longer 

current, the proactive stance on strategies—such as the Export Market Grant scheme, 

the interest in expanding markets in South-East Asia and the need to solve contractual 

differences across jurisdictions—are examples of government-level initiatives. 

UNCTAD’s report (2013) focusing on developing countries outlines initiatives suitable 

for the support of artists from such locations: touring outside the country and in other 

parts of the country; representation at foreign art fairs; visits by artists from outside the 

region; and artist exchanges and twinning with other cities to improve cultural branding. 

These are all interventions that have a strong element of place. Another interesting 

angle is that put forward in the perspectives of culture in the Commonwealth document 

which expresses concern about free trade and the protection of artists’ rights, opining 

that “free trade in culture cannot be fair trade” (UNCTAD, 2013, p. 26). 
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ACCISS, Part Four: Career 

4a. Education, training and mentoring 

The topic of skills, training and education is extensively covered in the literature and in 

policy documents. Recommendations link to schools, universities, vocational training, 

informal learning and peer learning. Universities in particular are seen as key to 

development (Asheim, Coenen, Moodysson, & Vang, 2007; Qian, 2010) the need to link 

more directly with the CCI sector through the “triple helix”—the nexus of university, 

industry and government (Cooke & Leydesdorff, 2006). Concerns are expressed about 

the diminished role of the arts in education (Banks & Hesmondhalgh, 2009; 

Cunningham, 2011). Education is recognised as one of the sector’s principal enablers 

(Cunningham & Higgs, 2009), and studies with practitioners have shown that education 

is one of the most requested development areas (Daniel, 2013b; Henkel, 2010). The type 

of education in which practitioners express interest includes professional development 

in order to respond to the demands of staying current in their field (Neff et al., 2005), 

business skills and mentoring. There is also a need for more education in entrepreneurial 

skills and approaches (Chaston & Sadler-Smith, 2012; Murray & Gollmitzer, 2011; Rae, 

2004), and understanding of the behaviours and knowledge of successful managers 

(Chaston & Sadler-Smith, 2012). 

Many of the recommendations within policy are specific: accelerating efforts by sector 

trade bodies to learn from model peer success stories through mentoring promising 

businesses, nurturing business skills and enabling and mediating discussions (Burrows & 

Ussher, 2011); investigating how to embed creativity into the school curriculum and 

reducing the “job ready” gap (Creative Industries Council, 2016; Nous Consulting Group, 

2008); increasing professional placements, on-the-job-training and secondment 

opportunities (Victorian Government, 2015); ensuring that technical education and 

apprentice schemes are fit for purpose (Bakhshi & Yang, 2018); and using research funds 

to support collaboration between universities and local creative industries (Mateos 

Garcia, Klinger, & Stathoulopoulos, 2018). 

One of the skills shortages identified is that creative enterprises often lack skills in 

writing business plans (Burrows & Ussher, 2011). The CCI are recognised as being a 

highly trained workforce with a majority being trained to university degree level, but 
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while their education has covered their creative practice, little or no attention has been 

paid to business skills (Hennekam & Bennett, 2017a). Awareness of IP rights is also poor 

in most graduates in creative fields (UK Government, 2014). The role of universities in 

this vocational aspect of education has always been contested, raising questions of 

whether undergraduates in creative fields should have business training incorporated 

into their degrees or whether those going into commercial fields or even into arts 

management should be accessing these skills after graduating through more 

vocationally oriented institutions. The UK’s Creative Industries Council document Create 

UK (2014) argues for more employer investment in and ownership of business skills 

training, while the European Commission’s green paper (2010) advocates for stronger 

partnerships between CCI and education, industry, research and administration. The 

Creative Industries Council Skillset Skills Group in the UK (The CIC Skillset Skills Group, 

2012) recommend that partnerships be built by encouraging industry professionals to 

be seconded to higher education institutions to strengthen these links and encourage 

innovation, as well as to strengthen links between creative and STEM practices, and new 

approaches within academia. 

One of the avenues for building skills outside the education system is the use of 

mentorships, either formal or informal. Many policies advocate for the use of mentoring 

programs or the formation of peer-learning industry groups (e.g., The CIC Skillset Skills 

Group, 2012; European Commission, 2010), and several place it within a response to 

regional needs for development (Creative Industries Council, 2016; Municipal 

Association of Victoria, 2014; UK Government, 2000). An Australian study (Throsby & 

Petetskaya, 2017) found that a quite low level of five per cent of Australians name 

mentoring as one of their needs (52% name income support as the assistance they 

need). Mentoring figures in much of Australian policy, including examples in NSW (BYP 

Group, 2018; New South Wales Government, 2013; Positive Solutions, 2009). This has 

been followed through by Create NSW with the provision of a series of fellowships 

across different artforms, although recent changes that have embedded recipients for 

some months into major arts organisations have inadvertently disadvantaged regional 

practitioners who are not in a position to relocate to Sydney where the major 

organisations are located. 

There are issues such as scholarships and bursaries, access and equity, and links to STEM 
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education. One policy document that provides a comprehensive discussion of education 

issues—albeit in the UK context—is the Independent Review of the Creative Industries 

(Bazalgette, 2017). In view of a recent announcement by the Australian Government 

about increasing university fees for arts degrees, there is clearly further debate to be 

had about how to educate the workforce of the CCI sector. 

4b. Career pathways 

The CCI sector has an interest in ensuring that career pathways are in place for people 

to enter the sector and progress through opportunities. Here I am referring to 

opportunities that happen away from formal education to enable creative practitioners 

to have trajectories in creative practice that see them progressing and developing. These 

can happen on a lifelong basis (McRobbie, 2002a). Young people are often steered away 

from creative careers (McRobbie, 2010), even though there is potential for being well 

paid (Neff et al., 2005). Options for supporting career pathways that do not have formal 

links to education include shadowing, work experience, internships and the 

aforementioned mentoring (Deloitte, 2015). These opportunities do, however, need 

monitoring to ensure that they are not exploitative. Career pathways are frequently 

targeted at young people (The CIC Skillset Skills Group, 2012), but there may be 

opportunities for older workers to also benefit from assistance. There is also work to do 

in assisting graduates with their career pathways, which is an area that may be further 

addressed within education institutions. Another area of possible development is 

providing awareness of career options through sharing successful examples and role 

models within the CCI so that creative practitioners, as well as those considering a career 

in the sector, have a sense of the possibilities. 

There are detailed recommendations in many policy documents. In general terms the 

advice is to invest in traineeships, internships and apprenticeships, to develop online 

industry-led career resources, to share professional development models so they are 

more accessible to freelancers, and to benchmark against other industries and look to 

their successful models to identify ways of supporting “zig-zag” career development 

(Creative Industries Council, 2014; Warwick University, 2015). There is also a need to 

support industry-led course accreditation schemes. Despite having successful 

apprenticeship schemes, Skillset identified that more was needed to diversify CCI career 
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pathways, with only one per cent of the British CCI workforce having undertaken an 

apprenticeship, compared to 78% with degrees. Nesta’s report Creativity and the Future 

of Work (Bakhshi & Yang, 2018) takes a big-picture view of career pathways. In addition 

to recommending a creative careers awareness campaign, and checking that technical 

apprenticeships are fit for purpose and suited to the needs of creative freelancers and 

small creative businesses, they recommend that creativity be harnessed to address 

societal changes, and that creatives should work with those in other fields such as 

science and engineering on issues such as climate change. 

Many initiatives target young people, such as talent scouting and national skills camps 

(UK Government, 2008), or implement ways to encourage the best and brightest into 

the sector through industry support (Woodward, 2015). On the other hand, lifelong 

learning was espoused in policy documents, but it was rarely expanded into strategies, 

such as in the Creative Edge Toolkit (P. Collins et al., 2013). However, examples of action 

points on this matter can be found (City of Sydney, 2016; UK Government, 2008). 

There is a relationship between place and career pathways. In regional areas creative 

practitioners may need to move away to gain the necessary experience and expertise. 

This is an issue in regional Australia (Municipal Association of Victoria, 2014), but 

relocation and the pull of the centre of major capital cities is also found in Western 

Sydney (Deloitte, 2015) and even in Britain where the population density is higher 

(Chapain et al., 2010). The UN (2013) report on developing countries identifies this 

problem internationally, and Australia has always experienced the practice of people 

doing stints of overseas employment in order to gain further work skills and life 

experience (Australia Council for the Arts, 2015) 

4c. Leadership, advocacy and champions 

The theme of leadership, advocacy and champions does not dominate either the 

literature or policy recommendations about CCI, but it appears as a recurring theme 

throughout the two decades of creative industries literature. It is recognised that 

enterprises require good governance and that leadership is an important factor in this 

(Comunian et al., 2010; Hotho & Champion, 2011; Porter, 1998). In policy terms it is also 

important to have key leadership groups and stakeholders in terms of further growth 

and development (Daniel, 2013b), as well as “key leadership roles representing the 
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broad community, and a community-based coalition willing to work towards a common 

goal” (Duxbury & Campbell, 2011, p. 115). 

The Demos report (Burrows & Ussher, 2011) recommends that government and the 

sector work together to champion the success of creative businesses. A 2017 Nesta 

Report from Wales identifies a lack of digital leadership and lists leadership as one of 

the streams that needs further development (Dixon et al., 2017). One example that 

clearly identifies a role for champions is the report by Rural Councils Victoria (Municipal 

Association of Victoria, 2014): 

Research indicates that there is an increasing number of active, 
experienced, educated and affluent older creative workers in rural 
communities … These workers could be identified and encouraged through 
a Creative Champions volunteer program that involves them in mentoring, 
capability building, collaboration, advocacy and alumni opportunities to 
help develop creative industries in rural municipalities. (p. 5) 

The UN (2013) states that there have been some positive examples of independent 

producers set up for lobbying and advocacy purposes, and that in developing countries 

this has been effective for gender equity. It is important too to identity the champions 

that may exist within government (Nowottny, 2008). Nurturing leadership has been 

successfully done through programs such as those led by Arts Council England (Cebr, 

2008), the UK’s Clore Leadership Program (Bazalgette, 2017), or the suite of leadership 

programs run by the Australia Council for the Arts.12 

4d. Employment and volunteerism 

The work conditions of creative workers have been shown by many authors to be 

problematic. Issues include wages (Neff et al., 2005; B. Scott, Tan, & Kevin, 2008), 

precarity (Ross, 2008; Vosko, 2006) and workers’ rights (G. de Peuter & Cohen, 2015). 

The creative workforce has low rates of union membership (Coles, 2016; Eikhof & 

Warhurst, 2013; Hesmondhalgh & Baker, 2010), which suggests that industry bodies 

have a role to play in educating workers and employers in workplace issues (Turner, 

2015). Academic discourse has been active in raising the issues of unfair work 

conditions, but it is policy that needs to act. A good discussion on the destruction and 

construction of work and the precarious conditions associated with the sector and the 

 
12 https://www.australiacouncil.gov.au/programs-and-resources/leadership-program/ 

https://www.australiacouncil.gov.au/programs-and-resources/leadership-program/


119 

gig economy can be found in UNCTAD’s (2018) Creative Economy Outlook: Trends in 

International Trade in Creative Industries 2002–2015, but it is an advocacy and 

information document, not a policy that will in itself change conditions. As would be 

expected, many of the documents by industry bodies, think tanks and organisations such 

as Nesta are active in the policy advocacy space. For instance, WIPO also contributes 

strongly to labour issues due to its connection with IP income, having identified many 

years ago that incomes in the sector were skewed by a few superstars while others 

struggled on variable and lower-than-average incomes, short contracts and no career 

structure (WIPO, 2015); the organisation has explored ways of counteracting these 

problems. It is difficult to identify any government intervention on these issues. 

Recently, COVID-19 has exposed the susceptible nature of the CCI, and the nature of 

work in the industry has been discussed widely in the media. However, in Australia this 

awareness has not yet been reflected in any policy response. 

The sector experiences a high level of volunteerism (Cunningham, 2011; Daniel, 2013b). 

There is, however, very little mention of volunteers in the policy documents, the 

exception being the report by the Rural Councils of Victoria (Municipal Association of 

Victoria, 2014). Volunteers contribute much in-kind value, and need to be considered 

and protected in policy, ensuring that an appropriate balance is achieved between being 

involved because people get personal satisfaction from contributing their time to the 

sector, and being taken advantage of. Too frequently there is an expectation that 

creative practitioners will work for nothing. Expecting people to work for free to gain 

experience or for exposure is considered poor practice and exploitative, but it remains 

a common experience within the sector (Eikhof & Warhurst, 2013; Siebert & Wilson, 

2013). Creative Skillset in the UK (2014) have quantified this unpaid work, finding that 

women in the CCI were more likely to undertake unpaid labour and the film sector was 

the area where unpaid work was most widespread. 

4e. Diversity 

The paradox of the CCI is that a sector regarded as being open-minded and liberal-

leaning has a workforce that has been described as “white, male and middle-class” 

(Eikhof & Warhurst, 2013, p. 503; Randle, Forson, & Calveley, 2015, p. 590). In Australia 

and other developed countries, the creative workforce does not reflect the diversity 



120 

within the population. There are barriers around ethnicity, age, class, disability and 

gender. In the early part of this century, the discourse was focused on identifying ways 

of evening up the imbalance in the workplace by implementing equal opportunity 

policies (Hoque & Noon, 2004) or by showcasing best practice examples (Yúdice, 2003). 

There followed a period of critiquing some of this discourse. A number of authors have 

explored diversity and policy through a broader lens, advocating for an inclusive 

approach that values alternative knowledges (Edensor et al., 2010), a rethinking of the 

way in which discrimination and disadvantage are framed in creative employment 

(Eikhof & Warhurst, 2013), and a move away from market-driven approaches to explore 

more democratic, diverse public media policy (Oakley & O'Connor, 2015b). 

The word “diversity” appears in most policy documents. A report that provides a very 

good insight into the UK experience is Creative Diversity: The State of Diversity in the 

UK’s Creative Industries, and What We Can Do About It. (Creative Industries Federation, 

2015). The report makes the point that failing to reflect the diversity of the population 

has a detrimental effect on almost all aspects of creative business. Case studies highlight 

this point, ranging across issues of cultural and linguistic diversity (CaLD) (referred to as 

black and minority ethnic [BAME] communities in the UK), socioeconomic background, 

age, gender, disability and sexuality. Crossick and Kaszynska (2016) argue in the AHRC 

impact framework that a problem occurs when the debate is one of diversity rather than 

one of inclusion. Another report on diversity by the Arts Council England (2016) is 

primarily a statistical report but is also an example of how measurement and data can 

form the basis of an advocacy framework. A subsequent Arts Council England report, 

Making a Shift (Arts Council England / EW Group, 2017), is focused on disability—it is an 

action plan that identifies barriers and opportunities and then charts a set of actions to 

achieve in the short-, medium- and long-term. For further statistical understanding of 

the creative workforce in the UK, the Creative Skillset workforce survey reports are 

useful (Creative Skillset, 2014). 

It is useful to know the international experience and to be aware of policy approaches 

that address lack of diversity in creative labour as well as reduced opportunities for 

minorities in other countries. However, in Australia we need to be aware of own context 

and find our own policy solutions. Reports by the Australia Council of the Arts (2014, 

2017b) help us to understand the make-up of our creative workforce. We know that our 
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regional creative practitioners have a different profile from their city-based 

counterparts, with more women, older workers, less cultural diversity and more 

disability (Australia Council for the Arts, 2017a). The NSW arts policy recognises both 

CaLD and disability as priority areas, but the broader picture of diversity needs to also 

consider other types of diversity. The different profile of regional creative practitioners 

requires place-based local policy that can support this difference. 

An important area of diversity policy highly pertinent to the Australian context is the 

support of creative practice by First Nations creative practitioners. This is linked to the 

cultural identity of Australia. It is paramount that any policymaking regarding Aboriginal 

or Torres Strait Islander (ATSI) practice occurs at local level and is led by the Indigenous 

community. The sense of place, of being “on country” and respecting the knowledge of 

local Elders is central within First Nations cultural development. For this reason, the 

cultural protocols that have been developed at national level by the Australia Council 

for the Arts13 and at state level in NSW14 act as a starting point to guide policymakers 

through a process that must involve handing some local decision making to those First 

Nations communities. It also involves an appreciation of the way in which much of the 

arts and cultural practice of our Indigenous population does not sit as a separate activity 

but permeates all aspects of life. 

The Role of Innovation and Creativity in Policy 

Having completed the overview of the 20 areas of strategic development that appear in 

existing CCI policy, it is worthwhile, before concluding this chapter, to mention the two 

qualities of innovation and creativity. Innovation is integral to much work in the CCI. 

Innovation and creativity (which is linked to originality) are entwined as ways of working 

that are considered necessary parts of CCI success. For that reason, innovation is 

mentioned throughout almost all policy documents, sometimes with actions attached 

to encourage and reward achievement in this area. 

The terms “innovation” and “creativity” are not the domain of just the CCI but are a 

feature of many parts of the economy. They are also one of the ways in which CCI can 

 
13 https://www.australiacouncil.gov.au/about/protocols-for-working-with-indigenous-artists/ 
14 https://www.create.nsw.gov.au/news-and-publications/publications/arts-nsw-aboriginal-arts-and-
cultural-protocols/ 

https://www.australiacouncil.gov.au/about/protocols-for-working-with-indigenous-artists/
https://www.create.nsw.gov.au/news-and-publications/publications/arts-nsw-aboriginal-arts-and-cultural-protocols/
https://www.create.nsw.gov.au/news-and-publications/publications/arts-nsw-aboriginal-arts-and-cultural-protocols/
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bring value to other sectors, as studies have shown that creative practitioners have a 

role in engendering and embedding creativity more broadly, and interdisciplinary 

practice is an area of interest and growth (Herrmann-Pillath, 2010). A general trend in 

policymaking has been recognised towards broadening the concept of innovation from 

one concerned primarily with science and technology. Opening up the idea of creativity 

as a driving force in the knowledge economy also highlights the role of CCI as a source 

of a skilled workforce capable of producing creative and imaginative ideas across a wide 

range of activities in the broader economy (United Nations, 2010). 

Innovation: Nesta has an Innovation Lab, reflecting the importance of their role as a 

leader in the areas of innovation and creativity, infused throughout much of their 

research output. Of particular relevance is a guide they have published (Parker & 

Leadbeater, 2013) which includes 10 lessons for local government innovators. Written 

in language that clearly aims to make this guide easily accessible, this publication is 

practical and includes good case studies of how local councils have managed to innovate 

at local level. Another Nesta publication that informs about ways of achieving 

innovation-led growth is A Manifesto for the Creative Economy (Bakhshi, Hargreaves, et 

al., 2013), in which discussion on innovation permeates the whole document but is 

explored in more depth in relation to the second of their 10 proposals—that 

“policymakers should establish a ‘creative innovation system’ framework within which 

strategic priorities can be addressed in a coherent and effective manner” (p. 8). 

Australia has a long-held interest in innovation and has factored it into policies, including 

place-related actions. For example, the 2013 NSW Creative Industries Action Plan 

focuses on innovation as a feature of the sector and presents a section called 

Partnerships for Innovation and Productivity, with the place-based action: “Establish 

smaller scale innovation hubs in major regional centres, based on niche specialisations 

and the region’s existing strengths” (NSW Government, Creative Industries Taskforce, 

2013, p. 6). This may include, for example, the Northern Rivers region of NSW in an area 

such as design. A report from the Creative Industries Taskforce in the state of Victoria 

(State of Victoria, 2015) provides interesting commentary about the way in which 

Victoria does not have the large reserves of natural resources that sustain growth in 

other Australian states and so must instead look to innovation and creativity. It also 

presents the argument that a lack of clear policy focus has stifled innovation and created 
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uncertainty. These criticisms could arguably be applied to the wider Australian political 

landscape where cultural policy has not been a feature for some years. 

While innovation is often perceived as being linked to technology, it does not exclusively 

operate in that area. Innovation can also address sociological or consumer trends, 

business models or different ways of being sustainable – economically or 

environmentally. A document by the NSW Government (Department of State and 

Regional Development, 2008) observes that the tight budgets associated with CCI make 

many businesses risk averse and many non-metropolitan CCI businesses may have little 

motivation to experiment, but for some the problem-solving that can lead to innovation 

can be an exciting prospect either because they are inherently adventurous or because 

difficulties can force people to find new solutions. For regional businesses, in addition 

to the business challenges of distance, proximity and market size, specific regional 

challenges such as drought, water issues, bushfires and climate change have meant that 

there is a place for innovative approaches.  

Another feature of innovation is that is rarely an isolated development, but often comes 

from collaboration and partnerships which bring different ideas or thinking together to 

create something new. There are clearly opportunities for creative practitioners to 

connect not only with other creative practitioners – either locally or by distance, but 

with other sectors in order to innovate. In regional areas this can mean links between 

CCI and seemingly unrelated areas such as agriculture, health, science, manufacturing, 

waste management and many other sectors. 

Creativity: Creativity is inherent within CCI policy but there is rarely any exploration of 

how to engender creativity. Creativity has had a resurgence as a desirable quality in 

workplaces not restricted to the cultural and creative sectors. While it is not new to have 

creativity valued within the processes of production and consumption, some of the 

approaches to growing the creative economy are new and different, responding to new 

contexts related to technology, globalisation and political climate. While CCI literature 

frequently discusses the value of creativity, some of the most useful work on how to 

embed or engender it comes from education literature, covering issues of ‘flow’ 

(Csikszentmihalyi, 1997) or the work of the late Ken Robinson in changing the way 

education can approach creativity. Arts practitioners have often felt that creativity is 
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their domain, but the qualities associated with creativity such as divergent thinking, 

problem-solving and originality can be found across many disciplines. From a policy 

perspective, there are two major challenges: how to engender creativity and how to 

value it. While training can be put in place to encourage the development of creativity, 

putting programs in place that celebrate creativity and publicly acknowledge the success 

of creative work is one of the easiest and effective approaches to engendering and 

valuing creativity. 

The Use of the 20 Themes to Create a Policymaking Scaffold 

These 20 themes have been used to create a process for assisting local policymakers to 

develop strategic areas that will assist in the support and, if desired, the growth of CCI 

at a local level. The Action in Cultural and Creative Industries Support Scaffold (ACCISS) 

is aimed to be non-prescriptive and to present an open-ended approach to providing 

policymakers with awareness of action options (see Appendix F). It puts forward 

questions that can help policymakers find appropriate responses to their own context, 

considering what already exists, strengths and weaknesses, and the level of resources 

that can be put into supporting any development. It is not expected that policymakers 

would opt to implement actions in all 20 areas presented in ACCISS, but being aware of 

these areas provides them with the knowledge to make informed decisions about their 

own priorities and achievable actions. 
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Chapter Five: 
 

The Lived Experience of Regional Creative 
Practitioners: A Case Study of the 

New South Wales Central West Region 

This chapter presents the case study of cultural and creative industries in 
the New South Wales Central West region by exploring the lived 
experience of creative practitioners located in the 11 local government 
areas that make up the Arts OutWest area. The chapter presents the 
information in two sections. The first section provides data on the 
economic and demographic make-up of the area, with an emphasis on 
measurements that may have some influence on creative practice. The 
second section presents the experience of the region’s creative 
practitioners, their relationship to place and their motivations for being 
there, as well as the barriers and enablers to creative practice they 
experience. This sets up the discussion in the following chapter about the 
way the lived experience of regional creative practitioners intersects with 
policy and strategic action. 

If we are to make policy decisions about how to influence CCI practice in a place-

appropriate way, it is necessary to understand the place. By undertaking a research 

study into the lived experience of creative practitioners in 11 local government areas 

(LGAs) of the New South Wales (NSW) Central West region, a better comprehension will 

be gained of how these artists work, the support they require and the effectiveness of 

current strategic interventions. The circumstances experienced by these practitioners 

will not always equate to those of creative practitioners in other settings; in keeping 

with analysis based on Bourdieu’s theory of practice, each practitioner will have their 

own unique combination of factors that make up their own experience, but the body of 

data will provide a basis for more generalised learning that will have the potential to be 

applied to other contexts. 

The 11 LGAs in this study make up the region supported in arts and cultural development 

by Arts OutWest. One of the strengths of using this region is that it is not remarkable in 

having either an exceptionally high rate of CCI activity nor a low level of cultural activity, 

demonstrating what Bell (2015) describes as the ordinariness of rural work. It is also 

valuable as it has a range of contexts. Not only does this include regional cities, towns, 
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villages, rural agricultural areas and uncultivated areas of bushland, but it ranges from 

an area adjacent to the Blue Mountains—classified as Western Sydney and regarded as 

an urban peripheral area—out to the western limits of the region that are classified as 

remote. Although the region was selected for the bricoleur’s reason that it was what 

was “at hand” (being the region I live and work in); nevertheless, it provided an excellent 

case study for the reasons outlined above. 

The Case Study Part One: What Does the Arts OutWest Region Look Like? 

Part One sets the context for this case study. In this section I will present many of the 

facts and figures that provide an overview of what the Arts OutWest region looks like in 

terms of topography and demography, along with a range of measures that influence 

the economic, cultural and social functions of the region’s cultural and creative 

industries (CCI). Much of the data in this section has been sourced as raw data in 

spreadsheets from the Australian Bureau of Statistics (ABS), some of which was not 

readily available and so was accessed by the spatial analysis team at Charles Sturt 

University (CSU). I have then worked with this data to turn it into graphs that in some 

cases also provide comparisons with national, state and regional averages so that the 

levels of participation or demography can be understood in a broader context. 

A starting point is the topography of the region and the population distribution within 

this landscape. Arts OutWest covers an area of 182,000 km2 directly to the west of 

Sydney. The area ranges from national parks in the east that are part of the Greater Blue 

Mountains UNESCO-listed world heritage sites, through to the Central Tablelands area 

and then descending into the Western Plains region of western NSW. 

The largest centres are the regional cities of Bathurst and Orange, followed by Lithgow. 

There are medium-sized towns scattered throughout the region—Parkes, Forbes, Cowra 

and the smaller centres of Grenfell, Condobolin and Lake Cargelligo, as well as numerous 

villages. These towns and villages often service predominantly rural and agricultural 

communities. Going further west, one finds less population density. The map in Figure 5 

shows the main population centres (from west to east) of Parkes, Orange, Bathurst and 

Lithgow—which are the areas considered by the ABS to be “significant urban 

populations”, and the proximity to the Western Sydney centres of Katoomba and 

Richmond. Figure 6 depicts the scattering of very small settlements throughout the 
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region. Much of the unsettled land in the east is bushland while the open areas further 

west are predominantly agricultural land. The land is all identified as 

Wiradjuri/Wiradyuri. The Wiradjuri nation is the largest of the Aboriginal groups in NSW. 

Its meaning is the people of three rivers, with two of those rivers—the Macquarie (the 

Wambool) and the Lachlan (Kalari/Galari)—running through the region of this case 

study. 

 

 

Figure 5. Significant urban populations in the Arts OutWest region. 

Source: ABS (2020). 

Other than the four towns marked in the map in Figure 5, none of the other towns in 

the Arts OutWest area are large enough to be deemed “significant urban areas”. 

However, the ABS map in Figure 6 shows, in contrast to the previous map, that there are 

many small towns scattered throughout the region that are classified by the ABS as 

urban populations. 
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Figure 6. Urban populations in the Arts OutWest region. 

Source: ABS (2020). 

A brief description of each of the 11 LGAs will assist in understanding the different 

contexts that make up this region, presented below in alphabetical order. Figure 7 shows 

their geographic position in relation to Sydney and within NSW, as well as within the 

Arts OutWest region. The descriptions below have not been written by looking up official 

guides about these locations, but from my knowledge as the Executive Director of Arts 

OutWest. It is my job to know all of these communities and, for over a decade, I have 

frequently travelled throughout the region, meeting with people, understanding their 

economic, cultural and social make-up, and negotiating with and supporting the cultural 

work of the councils that manage them. This is in keeping with the data collection 

methodology for this research which includes observation. 
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Figure 7. Map showing the location and the local government areas 

of the case study. Source: Regional Arts NSW. 

Bathurst: This LGA includes the regional centre of Bathurst as well as extensive 

surrounding land that features villages such as Yetholme, Perthville, Trunkey Creek, 

Sofala and the well-known visual arts village of Hill End. With a population of over 

42,000, the city of Bathurst sits on the Macquarie River. It has a university campus and 

cultural infrastructure that includes a council-run theatre, regional art gallery and four 

museums. The Mitchell Conservatorium operates here, there is a culture of producing 

original theatre in the town, and Bathurst has several privately run arts venues that are 

developing. It is also known for its heritage, having been the first inland settlement in 

Australia and a centre of activity in the mid-19th-century goldrush. The leading industry 

is education, but the city has a mixed economy. Outside the region, Bathurst is best 

known for hosting Australia’s most famous car race on Mount Panorama/Wahluu, but 

while the car races contribute economically to the city, the culture of Bathurst is not 

dominated by this activity. 

Blayney: Blayney Shire Council is centred around the town of Blayney but also includes 

villages such as Carcoar, Mandurama, Lyndhurst and the charming heritage village of 

Millthorpe. The population for the whole shire is around 7,500. Perhaps most famous 

for its cold weather, the LGA is positioned between Bathurst and Orange, to the south. 

Although much of the LGA is agricultural, Blayney Shire also hosts Australia’s second 

largest goldmine. 

 

Arts OutWest 

region 

consisting of 

11 LGAs 
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Cabonne is an LGA with no major town, but seven villages. The overall population of the 

shire is over 13,000—the largest of the villages is Molong, followed by Canowindra, each 

with around only 2,500 people, followed by the smaller villages of Eugowra, Cudal, 

Cargo, Cumnock and Yeoval. As one enters the shire there are signs welcoming you to 

the “Food Bowl of Australia” (a status claimed by many regions in Australia); the shire is 

also referred to as “the donut” for its geography encircling the area of Orange City 

Council. 

Cowra is located on the Lachlan River in the southern part of the Arts OutWest region. 

With a population of around 12,500, the town services an agricultural area. The shire 

includes surrounding villages such as Goolagong, Woodstock and Darby Falls. The town 

has council-run cultural infrastructure of a regional art gallery and a civic theatre. It is 

renowned as a Second World War POW site that saw a breakout, and it has become a 

centre for international relations, with Japanese gardens and a Festival of 

Understanding. 

Forbes is another town situated on the Lachlan River. It is known for its goldrush history, 

heritage buildings and bushranger past. With a population of around 10,000, Forbes is 

an agricultural town which is developing a sculpture trail and festivals. 

Lachlan Shire is the largest and most westerly of the region. Sitting on the western 

plains, with the Lachlan River running through the shire, the largest town is Condobolin, 

with Lake Cargelligo further west, and several smaller settlements such as Tottenham 

and Fifield situated in the far north-western corner of the Arts OutWest region. With a 

combined population of a little over 6,000, these towns service large agricultural 

properties in country that is hot and dry for much of the year. The shire has the highest 

Aboriginal population of the 11 LGAs in the Arts OutWest region. 

Lithgow, with over 21,500 people the third most populated LGA of the region, is the 

most easterly. The town of Lithgow dominates the LGA but there are also villages such 

as Portland and Wallerawang. It is a coal mining area with power stations, but it also 

includes national parks and heritage areas. Although it doesn’t support a regional gallery 

or theatre able to take professional touring shows, Lithgow has a successful commercial 

gallery, a large community theatre and several museums. The old cement works at 

Portland are in the process of being developed into a large cultural site through private 
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ownership. Unlike much of the area with history associated with agriculture and 

goldmining, Lithgow has a strong manufacturing history and its largest festival, Ironfest, 

was originally set up around an interest in metalwork. 

Oberon is a small town at the centre of a shire that sits to the south of Lithgow on the 

eastern end of the Arts OutWest region. Positioned high on the tablelands in a climate 

that gets regular snow, the centre is known for its natural resources, with the role of 

forestry active in making manufacturing the leading industry. The population in the LGA 

is over 5,000 and covers the town of Oberon, several villages, agricultural land and wild 

bushland with national parks. 

Orange is the second most populous of the LGAs but the largest city, with a population 

which in 2020 has grown to over 42,000. It acts as the regional centre for many sectors, 

hosting government departments, the largest of the region’s hospitals and a mixed 

economy. Sitting under the extinct volcano of Mount Canobolas, Orange lies amidst a 

wine-growing region and is respected for its food and wine culture. Council-run 

infrastructure includes a precinct containing a regional gallery, a professional theatre 

venue, a library and a new regional museum that partners with many small museums in 

the surrounding area. Orange has a regional conservatorium, commercial art galleries 

and an artist-run initiative (ARI), and a lively music scene. 

Parkes is one of the largest LGAs and lies in the north-western part of the Arts OutWest 

region. Parkes is the largest town—the fourth largest in the Arts OutWest region—but 

the shire also includes the villages and small towns of Trundle, Tullamore, Bogan Gate 

and Peak Hill, with a shire population of almost 15,000. Parkes has a mixed economy 

that includes agriculture and mining, but it is also developing as a transport hub. 

Although the town doesn’t support a regional gallery or theatre, the council supports 

the arts and related industries through infrastructure such as The Little Theatre, the 

Coventry Room (which can host exhibitions) and an innovative and award-winning 

library program. 

Weddin Shire has the smallest population in the Arts OutWest region: a little over 3,600. 

Grenfell is the central town; it is a heritage town located close to the Weddin Ranges 

and it services a largely agricultural community. Villages are dotted throughout the shire 

which sits on the south-western end of the Arts OutWest region. 
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The main industry of each of these centres can be seen in Table 1, which presents 

extracted data provided by the ABS, based on the most recent Australian Census in 2016. 

The distance from Sydney helps place the locations in relation to an urban market as 

well as access to urban-based culture; however, it should be noted that the LGAs on the 

southern end of the Arts OutWest region are actually closer to Canberra. 

Table 1: Main Industry in Each Local Government Area in the Arts OutWest Region 

Local 
Government 

Area 

Population 
(2016) 

Distance 
from Sydney 

(km) 
Main Industry 

% of 
Main 

Industry 

Bathurst 42,389 200 Education and Training 12.1 

Blayney 7,418 237 Agriculture, Fishing and Forestry 12.7 

Cabonne 13,625 292 Agriculture, Fishing and Forestry 19.4 

Cowra 12,673 308 Agriculture, Fishing and Forestry 15.4 

Forbes 9,808 375 Agriculture, Fishing and Forestry 19.2 

Lachlan 6,352 459 Agriculture, Fishing and Forestry 32.1 

Lithgow 21,524 138 Mining 12.4 

Oberon 5,399 179 Manufacturing 18.9 

Orange 41,384 256 Health Care & Social Assistance 16.2 

Parkes 14,946 358 Retail 11.6 

Weddin 3,692 362 Agriculture, Fishing and Forestry 36.7 

Source: ABS 2016 Census. 

Although Table 1 helps to set the context for this research, it doesn’t show the mix of 

other industries that are also present within these economies. In the LGA descriptions 

above for each council area I have been deliberately approximate with the population 

numbers. In tracking the changes that happen each year, it needs to be understood that 

Bathurst and Orange are both areas of population growth, while many other LGAs have 

experienced small but steady population decreases each year. During interviews, many 

of the creative practitioners based in Bathurst and Orange expressed great optimism 

about the growth and opportunities arising in these areas, but this was not expressed in 

other areas. 

The uneven nature of population maintenance provides policy challenges both within 

some LGAs and at regional level. Councils across the region are working to attract more 
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people to live there. Clearly the employment opportunities are the biggest single factor 

in this. The graph in Figure 8 shows the rate of unemployment in the Arts OutWest 

region and in each LGA, based on the 2016 Census figures. Comparing these figures with 

those for Sydney, regional NSW generally and the whole of NSW, it can be seen that the 

region has far less unemployment than other areas, with the exception of Lithgow and 

Cowra. Since COVID-19 emerged these rates will have worsened everywhere, although 

there is no reason to expect that the comparisons with other areas will not be at least 

as they were at the point of this measurement. 

 

Figure 8. Unemployment rate in the Arts OutWest region, compared to Sydney, 

regional NSW and all of NSW. Source: ABS 2016 Census. 

A 2020 report by the Regional Australia Institute (Bourne, Houghton, How, & Beaton, 

2020) analysed recent trends in the mobility of populations in Australia. It found that 

previous trends have changed and that there are now more people leaving capital cities 

to move to regions than are migrating the other way. This includes a big shift in the 

movement of millennials towards the regions. Further to this, the CEO of the Regional 
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Australia Institute commented in June 2020 on their website15 that the notion of how 

we work has been turned on its head due to the change in working arrangements 

resulting from COVID-19, and that we will see significant population growth in regions, 

following an already established trend. None of the 11 Central West NSW LGAs from the 

current study featured in their reports for having either the highest or lowest rates of 

migration. However, their proximity to Sydney and Canberra, transport connections by 

road, rail and air, low rates of unemployment, and the liveability of locations in the 

region including the cultural infrastructure and activity, mean that the region is well 

placed to benefit from in-migration. 

A low unemployment rate does not, however, guarantee jobs into the future, and 

although both Bathurst and Orange employ high numbers of skilled workers in the 

education and health sectors, in general education levels for jobs in the region are 

significantly lower than in metropolitan centres. Figure 9 indicates this by showing the 

lower levels of Year 12 completion at schools found across the region. 

 

 

Figure 9. Year 12 completion levels in the Arts OutWest region. 

Source: ABS 2016 Census. 

 
15 http://www.regionalaustralia.org.au/home/the-regionalisation-of-our-nation-the-big-movers/ 
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The CCI have a skilled workforce with three quarters of artists in Australia holding a 

university degree (Throsby & Petetskaya, 2017). However, their motivation to be located 

in a particular place will be affected by many factors. For some educated practitioners, 

being located in an area of low education achievement presents challenges. When this 

is viewed through the lens of Bourdieu’s habitus, the potential for a disconnect between 

the dispositions of educated and artistic workers and the way they operate on a daily 

basis in an environment where they may find it hard to connect with like-minded people 

arises. This disconnect points to policy interventions both in networking to connect 

people and in education and training for the creative workforce. 

The Case Study Part Two: Creative Practice in the Arts OutWest Region of 
Central West New South Wales 

Having presented the context of the Arts OutWest region, I will now explore what 

creative practice looks like in the area. This will involve establishing what sort of 

practitioners are working in the region: their area of creativity, their business structure 

and their level of education. I will then look at their practice in relation to place: where 

they live and work, what type of workspaces they have and their history in location. This 

reflects the view of Bourdieu (2013) that each individual has their own history that feeds 

into their habitus and disposition, while their practice is then affected by their field, 

which in this case I interpret to be non-metropolitan CCI. Having explored these areas I 

will then move on to the other factor of Bourdieu’s approach, capital, by gaining an 

understanding of why these practitioners choose to do what they do, and why they are 

located where they are. I will also investigate whether the profile of these regional 

creative practitioners deviates in any substantial way from the standard or average 

profile of creative workers in NSW regarding gender, age, cultural diversity, disability 

and, to some extent, class, and whether there is any connection to the way these factors 

may operate in non-metropolitan settings. I will then discuss the markets they are 

catering to and the influence of place in identifying these markets, as well as finding 

ways of reaching and delivering to them. The benefits of CCI value chains to the broader 

economy will be briefly explored before this section concludes with some analysis of 

both the barriers and the enablers to these practitioners’ regional creative practice. 
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Where creative practitioners live and the type of creative practice they engage in 

The first part of this analysis involved identifying the artform or creative practice in 

which people are working in the Arts OutWest region. This is shown using two different 

data sources that produced very different results. The first is the figures from the 2016 

Census. In my study, I collected data from 22 ABS employment codes, which have then 

been consolidated into the main sub-sectors accepted in Australia as making up the CCI. 

 

 

Figure 10. Number of people employed in the cultural and creative industries sector 

in the Arts OutWest region. Source: ABS 2016 Census. 

The ABS data gives us a good picture of who is working professionally in the sector, for 

those whose creative income is their main or sole income source. However, it does not 

tell the full story of creative employment in the region. As Henkel (2010) explains, the 

Census data only measures the main source of income in the week before the Census 

was completed. We already know that artists’ income is often sporadic, or that many 

creative practitioners may have another job which may have superseded the income in 

the week being measured. Henkel uses the analogy of going into the forest one day to 

count the number of flowers blooming. The data will only capture those in season on a 
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particular day, while significant flowers that bloom at other times of the year will be 

ignored. 

In terms of my own situation, I do appear in the graph in Figure 10 because I work as an 

arts worker but, in addition, as a professional musician. This work is not a hobby; it 

includes regular and I also receive sporadic income from being contracted to do 

professional orchestral and chamber music work. However, my activity as a professional 

musician does not appear in this graph because in the week before the Census I earned 

more income from being an arts worker. Many other musicians in the region also do not 

appear because they balance their work with another source of income. In some cases 

this may be related to their artform, such as teaching, but in many cases their larger 

income may come from a completely unrelated source. To counteract this problem with 

measurement of the sector, the statistics from the Arts OutWest database are presented 

below in Figure 11. 

 

 

Figure 11. Number of people employed in the cultural and creative industries sector 

in the Arts OutWest region. Source: Arts OutWest database. 

These figures present a very different picture, but they are also problematic. The 

database does not feature people from the advertising sector or from architecture 

because these people have never needed to interact with Arts OutWest, reflecting the 
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more random nature of who is included on the database. Unlike the ABS statistics, 

entries in this database do not discriminate between professional creatives receiving 

income for their work and thus participating in the cultural economy and hobbyists who 

are marginal to that economy. However, it does capture those creatives who may be 

working at a professional level but not showing up in ABS statistics. It captures the higher 

rate of participation in visual arts and music. In trying to understand the real nature of 

the sector in the NSW Central West, using the data from both these sources provides 

better insights into the level of involvement of the region’s participation in the sector. 

For this research study, I averaged the two data sources and created a graph to show 

the participation rate in the creative sector both by CCI sub-sector and by LGA (see 

Figure 12). The visual arts sub-sector stands out for its prominence in all of the 11 LGAs. 

Figure 12. Participation in the cultural and creative industries workforce in the Arts 

OutWest region by sub-sector and local government area. Source: Averaged totals 

from ABS 2016 Census data and Arts OutWest 2016 database entries. 
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The graph in Figure 12 also reflects the larger population sizes of centres like Bathurst, 

Orange and Lithgow. However, if the creative participation of each LGA was depicted as 

a percentage of population, thus allowing each LGA to be presented on a more even 

playing field, the summary of creative participation would give some indication as to 

where the creative “hot spots” may be found (see Figure 13). 

 

 

Figure 13. Creative hot spots: The population of each local government area (LGA) 

as a percentage of the Arts OutWest population compared to the percentage 

of the region’s creative practitioners in each LGA. Source: Constructed 

using data from the ABS and Arts OutWest database. 

Figure 13 indicates that Bathurst has a much higher level of creative practitioners than 

would be commensurate with its population, based on the participation rates of Arts 

OutWest, with a deviation of 9.09%. This is followed by the other large centre, Orange, 

with a percentage of the region’s creative practitioners 2.8% above what would be 

expected for its size of population. Cabonne is just above the expected norm and 

Lithgow is just below, meaning that all other smaller centres have a lower level of 
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creative participation in the workforce than expected, based on the size of the 

population. This suggest that the regional picture is a microcosm of what happens at a 

national scale: the larger centres are the hot spots of activity and the smaller centres 

cannot compete. 

However, there are several anomalies that suggest that the picture is more complex. 

First, the Bathurst Regional Council area outperforms Orange City Council, even though 

this LGA is a mixture of regional city and rural areas and villages, whereas the Orange 

City Council area is entirely urban—in as much as a regional city can be described as 

urban. Furthermore, knowledge of the Bathurst Regional Council area indicates that 

some of this activity is based outside the city, with many practitioners living on rural 

properties and an agglomeration of artists being located in the village of Hill End where, 

although the population is very small, around 50% of the residents are involved in the 

arts (ABS, 2016). Second, the almost entirely rural LGA of Cabonne, unlike the other 

smaller LGAs, shows levels of creative practitioners just above expected for its 

population. As the LGA that encircles Orange city, this may reflect the fact that some 

creatives are connected to Orange although living rurally in the environs. However, it 

does not account for the fact that one of the villages on the outer edge of the LGA, 

Canowindra, has a particularly strong creative community that includes many artists—

predominantly visual artists, some of whom have moved there after international 

careers. While the Arts OutWest region may provide further evidence that cities—or at 

least larger centres—foster creative practice more effectively (Scott, 2006a), the 

examples of Hill End and Canowindra raise questions about what the enablers might be 

that allow these small centres to thrive creatively. 

However, on a more negative note, when the ABS rates of creative employment are 

placed into the context of participation rates in NSW and Australia, it can be seen that 

the number of creative practitioners working in even the most active centres in the NSW 

Central West falls well below the level that would keep it on a par with these state and 

national rates. The graph in Figure 14 shows the number of professional creative 

practitioners recorded by the ABS in each LGA represented as a percentage of the 

number of professionals working in NSW. It is compared with the population of each 

LGA represented as a percentage of NSW. 
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Figure 14. Percentage of creative practitioners compared to percentage of 

population in New South Wales by local government area. 

Source: ABS 2016 Census. 

The result shows that the number of people working in the sector as recorded by the 

ABS falls well below the level that would keep it at an average NSW level. The Arts 

OutWest statistics confirm the discourse that states that regional areas do not support 

high levels of CCI. Those of us working in regional practice, and particularly those who 

interact with policy, need to consider whether we are prepared to accept this ABS 

measurement as accurate or whether there may be better ways of capturing the 

complexities of the participation rate in the creative workforce. We need to consider 

whether the economic value of the sector is sufficient to warrant putting energy into 

supporting it in regional places, and we need to consider this alongside the cultural and 

social impacts created by a healthy creative sector, so that a holistic view of the effects 

of the CCI on the wellbeing of regional communities is properly understood and given 

appropriate value in the way we plan and support the people who work in this sector. 
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The creative practitioners in this research study 

Creative practitioners interviewed for this research were drawn from across the Arts 

OutWest region. There were more participants from the two large centres of Bathurst 

and Orange, in keeping with the fact that these locations support a larger amount of 

creative practice. 

 

 

Figure 15. Location of creative practitioner participants in the study. 

The differences across the region have already been pointed out in the earlier section 

that contextualised this research. The selection of these practitioners ensured that not 

only a spread across the LGAs was achieved, but that the practitioners lived in a range 

of settings including regional cities, towns, villages, on farms and in bushland.The way 

that practitioners interact with these settings – part of Bourdieu’s field - and the way 

their creative practice – their habitus – draws on the different types of capital in their 

setting, whether economic, social or cultural, enables a place-specific approach to then 

targeting these regional practitioners with appropriate policy responses. 
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Figure 16. Type of practitioner location for the New South Wales 

interview participants. 

Understanding the reasons that people live and work in these places has the potential 

to inform policy decisions. For this reason, interview participants in this study were 

questioned about their choices (see Figure 17). It was found that the motivation to be a 

creative practitioner, regardless of place, was primarily driven by the fact that people 

love what they do and feel compelled to create. 
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Figure 17. Motivations for being a creative practitioner in the interviews conducted. 

There is no reason to think that these motivations contain any element of place in 

themselves. Rather, the urge to create and the decision to do so at a professional level 

affects people in all sorts of settings (Drake, 2003). The important issue is that if people 

in all sorts of locations choose to operate as professional creative practitioners for the 

sorts of reasons expressed in this study, how are they able to do this in the location 

where they either choose to live or, for a variety of reasons, may have to live? Is it 

reasonable to expect that anyone hoping to make a living from creative practice should 
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have to consider re-locating to a city? What are the benefits of having these creative 

practitioners living and working in our regional communities? 

Before looking at the reasons for the creative practitioners in the study to be regionally 

located, it is worth looking at the location background of the practitioners (see Figure 

18). Some of those interviewed had lived all their lives in the region, including both 

young and older practitioners. However, it was not uncommon to find practitioners who 

had spent time in metropolitan and sometimes international settings before deciding to 

move regionally. Often these practitioners had grown up in the regions and were what 

the Regional Australia Institute call “returners” (2015), for reasons that varied from 

looking after aged parents, wanting a quiet or simpler lifestyle, or feeling the need to be 

close to natural resources. However, a large group of the participants were originally 

city-based and had chosen to live in inland regional Australia or, in some cases, had 

moved for either their work or their partner’s work. 

 

 

Figure 18. The location background of the interview participants. 

Five themes emerged from participant interviews about their motivation to be 

regionally based: lifestyle choice; cost of living; family and social networks; sense of 

belonging; and work opportunities. The discussion of these five themes below includes 

cases of relocation but also includes those practitioners who have always lived in the 

NSW Central West region. 
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Theme 1: Lifestyle choice. There is ample evidence in CCI literature to show that many 

creative practitioners choose to be regionally located for lifestyle reasons and the 

quality of life associated with regional locations (Luckman, 2012; Verdich, 2010; White, 

2010). This was even found to be the case for migration to outer suburbs (Collis et al., 

2013). The discussion of why people choose to leave urban areas focuses on issues such 

as the “hustle and bustle” of city living (White, 2010) but also includes a range of 

negative conditions that have become prevalent in city-based CCI. Luckman (2012) 

summarises these conditions, referring to long working hours, the difficulty of managing 

time, multitasking and excess responsibilities, and the lack of economic reward, leading 

to stress, anxiety and other illnesses. Many of Luckman’s negative aspects of city living 

were mentioned by practitioners in my study, who contrasted these with the ease of 

living, beauty of the natural environment, peace and quiet, and the friendliness that they 

experienced regionally. For these practitioners their habitus was strongly affected by 

their location. They show a very good fit between their habitus and their field which is 

strongly place-dependent. 

Whenever I’d be driving to visit my folks in Bathurst, from Sydney, I’d 
always notice that my stress-levels would immediately go down—about 
ten notches—just from seeing those green rolling hills, that start pretty 
soon after Lithgow. By the time you drive across the bridge at Bathurst, 
you’re smiling. (Practitioner O, film and transmedia) 

Yes, Orange is easier at the moment. So yes, the ease. It’s just so easy here, 
like you can walk out the door and walk to the shops without, you know, 
having to climb a mountain. So yeah, it’s easy. (Practitioner L, book 
illustration) 

I think the advantages are being based on country and having that 
inspiration there and, I guess, not stuck in the rat race with all that noise, 
because I find that very overwhelming, when you go to the city. 
(Practitioner B, visual arts) 

The third of the examples came from an Aboriginal practitioner for whom this ease of 

lifestyle and connection to place was particularly strong. Many of the practitioners 

talked about the quieter environment as being much better for productivity and thinking 

more clearly with comments such as: “The open spaces allow you to think a lot clearer” 

(Practitioner I) and “There’s lots of quiet time to develop work” Practitioner G).  



147 

There is, however, the question of whether an “escape to the country” always produces 

the downtime and easing off that is clearly sought. I have seen practitioners come and 

go within the Arts OutWest region, sometimes unable to thrive in an environment where 

they find the quieter lifestyle stifling, such as an art school graduate who returned to 

inner-city Sydney after trialling life on a property where she had very little access to 

other artists, demonstrating the way in which the failure to adapt one’s habitus to the 

environment or field in which they operate can be irreconcilable for some. It also shows 

how the experience of a particular landscape may fail to live up to one’s imagined 

geography. In this study, several artists commented that they can only succeed in the 

quieter regional lifestyle if they punctuate it with visits to Sydney where they can see 

shows and meet with friends. On the other hand, other practitioners have found that 

the regional shift had not in fact delivered a quieter lifestyle, as they had ended up being 

engaged in so many activities that their lives were actually busier than when they had 

lived in the city. 

While both the good and bad aspects of adapting to living in regional and rural locations 

may have an element of luck about the people that are encountered and the 

connections that can then be built, one aspect that my research was not able to explore 

was that some people may be more temperamentally suited to regional lifestyle, or that 

this suitability may ebb and flow at different stages of life. These expectations of what 

regional living may deliver connect to the imagined geographies of inland Australia, and 

while most participants in this research experienced an overwhelmingly positive 

experience of regional lifestyle, it needs to be acknowledged that for some the 

experience did not match their expectations, in both positive and negative ways. 

Theme 2: Cost of living. Lower cost of living is, in terms of motivation, one of the 

strongest influencers for regional location. Within the literature, financial factors have 

been identified as a motivating reason for moving to regional locations where the cost 

of living and production overheads can be less (Bunting & Mitchell, 2001; Henkel, 2010). 

Andersen et. al.’s (2010) description of Broken Hill in regional NSW describes financial 

benefits as among the advantages of living there: 

Isolation means a unique local landscape and culture; a friendly 
community; lower-than-city costs for accommodation and studio space; 
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freedom from city-based art ‘fads’, stress and busyness; and a ‘quality of 
light’, time and a clear view. (p. 84) 

However, the point is made by Andersen et. al. that living in Broken Hill also involves 

higher transport costs. In the UK, Comunian (2009) makes the point that lower running 

costs are often stated as a reason for companies choosing to be located outside a capital 

city. Regional economies operate differently than cities in relation to a cultural economy 

(Gibson et al., 2002). In spite of the fact that several authors in the literature commented 

on the frequency of the issue of lower costs appearing as a motivating factor, this is an 

area that would benefit from further evidence. 

The lower cost of living emerged as an important theme in my study and was frequently 

commented on in the interviews. These comments revealed the way in which these 

lower costs enabled practitioners to focus on their creative practice at a professional 

level. This would not have been possible for many practitioners if they were having to 

cope with the higher costs of living in a city such as Sydney—judged in 2018 by The 

Economist Intelligence Unit's Worldwide Cost of Living Survey as the tenth most 

expensive city in the world out of 130 in the survey, although the most recent survey in 

2020 has shown that it has dropped to sixteenth . Comments such as these below from 

my study confirm the importance of the cost differences. 

The environment for writing is perfect and—you know, and costs are low. 
I hate to bring it down to that, but you can only live so long on next to 
nothing before it starts to really drag, and especially when you’ve got a 
family, you’ve got to have a certain level of income. But if you can keep 
your costs low and live in a beautiful place at the same time, you know… 
(Practitioner AO, writing) 

I’m very happy living in what I classify as a small country town. The nice 
thing about it too is the cost. So, as an artist, you don’t know where your 
next dollar’s coming from all the time, so in a country town you can actually 
afford to be an artist and live the arts life. (Practitioner P, visual arts) 

Some creative practitioners choosing to relocate to regional areas may be winding down 

their creative careers; however, it has also been shown that migration for creative 

career pathways may be approached as ways out of disadvantage (Gibson et al., 2002). 

One creative practitioner I spoke to in Lithgow described herself as a “creative refugee”, 

having moved to the town from the Blue Mountains because the cost of living there had 
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increased and she wanted to be somewhere more affordable. The lower cost of living 

has made the region around Bathurst and Orange attractive, and it also offers the 

financial benefits of proximity to Sydney and Canberra. The area does not suffer the 

economic challenges and rural decline experienced in some of the inland regions of 

NSW. This is an enabler for creative businesses, as shown below: 

There’s enough diversity. There’s enough affluence. It’s a bit over three 
hours to Sydney. We both go back and forth to Sydney for business, often 
down and back in a day. So, it’s accessible. It ticked a lot of boxes for us to 
come here and having been here 10 years, it was the right choice. 
(Practitioner K, design) 

A comparative study in Denmark of start-up businesses found that while more 

businesses were established in urban areas, there was no metropolitan advantage 

affecting the survival rate (Freire-Gibb & Nielsen, 2014). Although it has already been 

established that regional creative practitioners earn less than their city counterparts, 

they are able to survive just as well. The lower cost of living is the largest influence in 

this ability to survive in creative businesses established in regional areas. These findings 

are supported by this research, showing that many practitioners were not only the 

beneficiaries of the lower cost of living, but that they may not have been able to practise 

at all if located in an area with higher costs. 

Theme 3: Family and social networks. Almost half of the practitioners interviewed 

indicated partners or family as the reason either for re-locating to a regional area or the 

reason for staying in the area. There is very little mention within the literature of family 

and social networks being a factor in choices about location, with only a few exceptions 

(D. Bennett, 2010; Borén & Young, 2013; Seet et al., 2015; Verdich, 2010). A focus on 

creating family-friendly environments in relation to making places desirable and 

attracting people to move (Micoo & Vinodrai, 2010) is often discussed in relation to 

Florida’s creative class research (Hansen & Niedomysl, 2009), and it is now part of the 

liveability language increasingly used by all levels of government and especially regional 

councils. Similarly, in rural and regional examples, the idea that a non-metropolitan 

location will offer more time with family was frequently raised (Verdich, 2010). Hoey’s 

2005 study in the US explored family and other non-economic reasons for migration but 

did not focus on the CCI sector. An Australian study that explored the influence of family 

on being regionally located is the work of Connell and McManus (2016). This study 
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provides insights as it not only focuses on migration but demonstrates that family is an 

important factor for some regionally located people. Although it is not focused on the 

CCI, this study has additional relevance to my research in the NSW Central West because 

some of the evidence gathered by Connell and McManus came from the small town of 

Oberon, a location that also features in my research. 

In my research I found the ways in which partners or family influenced the creative 

practitioners varied. Some—all of them women, had relocated specifically to be with a 

partner or to get married. Not all of them had remained in their relationship but they 

had then found other reasons to stay. 

It was an accident, yep. … You know, crazy. Yeah, a pear-shaped romance 
was how I ended up here. Dear me! (Practitioner N, visual arts) 

In the case of the above practitioner, she found reasons to remain, including the space 

and facilities that she could afford and the support of the community. There were also 

practitioners who had moved to the region for work such as teaching and had then 

found their partner and stayed, finding opportunities to practise their artform rather 

than only teach it. 

And so then I actually met my future husband and as a good friend said, 
‘Teachers are sent out here to deepen the gene pool’. (Practitioner Q, 
visual arts) 

Another had moved regionally because she was fleeing a broken relationship. Apart 

from the motivation to be with partners, others had relocated because of parents—

either for the support their parents could provide or because their parents were ageing 

and required support. 

Another family factor was the desire to raise children in a country environment. 

I suppose we moved for the tree change, to have a bit of acreage and give 
that opportunity for our kids to grow up in a smaller community, and we’ve 
got family, or I’ve got all my in-laws in and around, so to be close to family 
and have that connection and support. (Practitioner AC, visual arts) 

In all of these cases the main reason for re-locating was family, but the practitioner then 

found ways of also either starting or, in most cases, continuing a successful creative 

practice. None had found the challenges of the regional location too difficult and, in 
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some cases, the move had been an enabler to start something that they had felt unable 

to tackle in the metropolitan context. However, my research only focused on those 

practitioners operating successfully in regional locations and did not therefore capture 

data from people who had not found it viable to run a regional creative business or who 

had decided to return to the city. Interestingly, many of the practitioners who had 

moved to the region for family reasons also talked about the strong social connections 

they had built up since being in the region. None of them moved because of their 

regional social networks, but the development of these networks then became a reason 

for staying. This interacts with the finding by Freire-Gibb and Nielsen (2014) that one of 

the factors in the survival of rural enterprises is the strength of social networks to 

support the business. 

Being regionally based for family reasons is not uncommon and does not provide any 

significant impediment to professional creative practice. In some cases, family-based 

relocation is an enabler for finding a way of being able to have a creative enterprise that 

is capable of surviving. Motivations from relationships, marriage and family 

responsibility have also been responsible for bringing in some talented people to the 

region. 

Theme 4: Sense of belonging. For some of the practitioners in my study, the greatest 

motivation to be regionally based came from a sense of belonging and connection with 

the place, another example where creative practitioners had found a fit between habitus 

and field because of particular place-based attitudes and experiences. This was 

experienced by people who had grown up in the location, but also by people who had 

moved to the region. This connection can mean that talented and skilled people in the 

CCI make the decision to be based regionally, in the process contributing to the 

economy, culture and identity of the place. For people choosing to live in the place they 

grew up, this strong connection can interact with a number of other factors. 

I’m hefted. Hefted to this inland. And I have family responsibilities. And the 
rent is cheap, and, you know, with the internet, I can engage with people 
everywhere. (Practitioner Z, writing) 

I get a lot of strength from here, from, you know, living in the area that I’m 
from. In terms of my music—I just think everyone’s actually quite nice to 
each other, you know, and we’re friendly and warm and those qualities—
even though we don’t have a lot—and it’s those qualities that I think inform 



152 

what I do. … Well, number one: I was born here, but obviously I did move. 
I went away and moved back. And I’m here because I love it. I have no, no 
other explanation. (Practitioner AM, music) 

The strength of the connection these “returners” feel is strong; “hefted” is a strong word 

to use (Practitioner Z), indicating a sense that that connection is incontrovertible and an 

undeniable force. In these cases, the challenge for practitioners is to ensure that they 

do not lose career opportunities because of their need to be in the place where they 

were raised. In the two examples above, both practitioners conceded that they may 

have missed out on ways to move their career forward, but they each felt that there was 

an acceptable trade-off of career opportunities for being in a place they felt they needed 

to be. I observed that these two practitioners continue to have critical success and each 

enjoys a sense of geographic mobility that mitigates the sense of missing out on 

advancement due to regional location. 

Another Australian study of rural towns looked at the problems of rural decline, the 

resilience of farming communities and the steps that are being taken to help such towns 

survive (McManus et al., 2012). The concept of belonging is clearly an important 

motivating factor in why people choose to remain in regional communities. This study 

went beyond the factors strongly associated with “tree change” to examine the 

influence of leadership and social capital on resilience in regional communities, including 

in the NSW Central West in the town of Condobolin in Lachlan Shire. The factors 

identified as affecting resilience and the choice to remain in these locations were: overall 

community spirit; education facilities; housing provision; health services; job 

opportunities; freedom from crime; social belonging; shopping facilities; leisure-time 

facilities; and physical environment. One of the problems cited by farmers in Lachlan 

Shire was “lack of entertainment” (McManus et al., 2013, p. 26). Although the study was 

not investigating CCI, the findings nevertheless resonate for the motivations of creative 

practitioners to live and work in these places. 

At Arts OutWest we work to support our regional communities so that they do in fact 

have sufficient entertainment. However, there are challenges in both ensuring that 

locally made producers of entertainment content are supported to develop and present 

work in their communities, and to find ways of promoting touring work that faces a 

number of challenges in bringing work to regional locations—including the cost of travel, 
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the lack of suitable venues and the challenge of sufficient box-office returns in the small 

populations of rural areas. Returning to the issues of imagined geographies, the media 

often portrays an image of these places as being uncultured (Chan, 2018), but as the 

Executive Director of Arts OutWest I have experienced remarkable examples of 

communities coming together through arts events including opera and orchestral 

events, exhibitions, festivals, bands and film events. 

Theme 5: Work opportunities. Due to the majority of creative practitioners in the NSW 

Central West region operating as sole traders, few have chosen to base themselves 

regionally in order to take up work opportunities, although several specifically opted for 

a location that offered lower costs in order to establish their creative practice. There 

were, however, a number of cases among the interview participants where the 

practitioner had relocated to the NSW Central West to take up a position related to their 

creative practice. The most common examples were in education: school teachers 

trained in art and music, and university staff. There were also practitioners who had 

taken work with local councils to work in cultural institutions such as theatres, galleries 

and museums, and several who had been employed by Arts OutWest. These 

professional arts industry and education positions bring high-level skills to the region. 

I needed to get out of Sydney and I needed to survive and I was happy to 
do anything I could to change that situation. Thankfully the Gods brought 
me here. I discovered it had a theatre, gave them my CV, they went 
‘Alright’, and BMEC Bathurst Memorial Entertainment Centre happened to 
have been looking for someone at that time to work … in creating local 
projects and it sort of started from there and then, as I say, it’s just more 
and more people are making that practice and that choice is to go regional. 
I’m surprised at how few people have chosen to do it thus far, I find that: 
‘when are you going to catch up?’ (Practitioner C, theatre) 

The example above meant that the region benefited from having a skilled theatre 

practitioner able to not only work at the theatre in Bathurst but also able to work 

freelance to assist theatre productions throughout the region. Another example of a 

practitioner who relocated for work was a visual artist who Arts OutWest employed part 

time. Practitioner AP has been able to base his arts practice in the region, gain some 

regular income from working with Arts OutWest two days a week, and continue to teach 

part time in Sydney at the National Art School. This combination suits him, but it also 

contributes to the cultural capital of the region, bringing an exchange of ideas and 
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practice between regional and metropolitan locations. His association with Arts 

OutWest made his work-based move easier: 

I’m in an incredibly lucky position that I work with Arts OutWest, right? So, 
I have had a fast-track to networking out here. If I had moved out here and 
not been a part of this organisation, Arts OutWest, then I would have 
probably had a much slower introduction to things. (Practitioner AP, visual 
arts). 

Practitioner AP’s experience points to the need to support creative practitioners who 

have relocated for work. In his case, he is now developing a shared studio space with 

two other local artists, one of whom is a curator who also relocated to the NSW Central 

West to take up a position in a council-run gallery. In the business world there are also 

examples of practitioners who have seized a business opportunity, such as the two 

practitioners in my study who talked about re-locating to the region in order to take up 

opportunities in radio. 

Dubbo and Parkes, those types of stations, Frank Packer … said, ‘Okay, now 
I’ve done that, now get rid of the Bathurst station’. And I found out first. 
And I was very quick on my feet. (Practitioner AG, radio) 

There were also examples of people who had made the initial regional connection 

through studying at CSU, and then decided to return to that regional location because it 

offered better opportunities for making creative work. 

Others now choose to live in Bathurst because there are opportunities for 
them to make work here, which is a benefit that we’ve only just started to 
see in the last few years but it’s definitely there and see young artists who 
have moved, go to university here, never think that they would live in 
Bathurst, move away and then actually come back because they can see 
there are actually opportunities here. And it is a nice place to live. 
(Practitioner A, theatre) 

With the increase in online learning, this may be an avenue of regional relocation that 

disappears or lessens in future years. Another aspect of moving to the region for work 

opportunities was the way in which creative practitioners were linked into their 

partner’s field of business. This included examples from the wine industry, the food 

industry and agriculture. Practitioners also talked about discovering the strength of the 

arts community which they moved into, and the way in which this made their creative 

business more viable and encouraged them to stay. 
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Why am I here? Well I’m staying because I think we have a thriving 
community and I think we have, it’s only going to grow and I think, you 
know I’ve been in on the ground floor and I’m not going to let go of my 
past. (Practitioner C, theatre) 

Visual artists often see Sydney as supporting much better markets for selling work, but 

a regional artist making contemporary work discovered a culture of selling work 

regionally that was not shared by Sydney-based artists she encountered who were 

working in contemporary ARIs: 

I think, something that I’ve heard people say was that in Sydney people 
never buy artwork, and when some of the artists came up to Cementa [a 
contemporary arts festival in the small NSW town of Kandos], they were 
very surprised that work was being sold at No. 47 [gallery] in Rylstone, and 
I was in an exhibition at Articulate [in Sydney] and I wasn’t asked for a price 
for work, and I was quite surprised, and I asked about that and they said, 
‘Oh, we just don’t put prices on them. No one ever buys anything’. Within 
Rylstone, there was local support for people, people supported each other 
by purchasing each other’s works, whereas that wasn’t something that was 
happening at Articulate in Sydney. (Practitioner G, visual arts) 

Again, this is another example of how perceptions in the art world may not always match 

up to the lived experience, of imagined geographies constructing narratives that are not 

the reality. While commercial galleries in cities are able to nurture bigger markets and 

charge higher prices than regional galleries (O’Neil, 2008), the support among regional 

artists can make regional commercial galleries a more viable proposition. 

The creative practitioners who relocate to the region specifically for work reasons 

usually come with a high skill level; positions in regional galleries, theatres and the 

Regional Arts Development Organisations (RADOs) are very competitive and usually 

have a pool of highly qualified applicants to choose from. Regional creative communities 

tend to embrace this influx of new skills, so the participants interviewed who had 

relocated for work all spoke of the ways in which they had been welcomed into the 

region’s creative communities and found they were able to grow their practice in ways 

they had not fully expected. 

For those practitioners who returned to where they had lived previously to establish a 

creative enterprise, their contacts from the past also made it easier to establish their 

business. 



156 

I had a lot of contacts from people in other lives, so I had a very nice start 
so I had contact with a lot of people I used to sell rams to, sheep, and then 
I had, I was playing with this band, I still play in a bush band, so I had a lot 
of musical contacts with people musically, so when I came back and people 
said: ‘Oh what have you been doing?’—because I’d been away six years, I 
thought: Oh well, I’ll put on an exhibition of the stuff, and then it was good. 
Yeah, a lot of people came. (Practitioner M, design: furniture and 
instruments) 

This is the connected nature of regional communities. There can be cultural barriers 

attached to these communities and not everyone is able to find their way into them, but 

those that do—and this appears to be the majority—can find the support both 

personally rewarding and financially advantageous. Although some interview 

participants did talk about these barriers, such as: “A lot of people originally, you know, 

they have a suspicion about, well, what’s in it for them” (Practitioner AE), many more 

had stories of how astounded they had been by the way they had been welcomed into 

the local community in ways that contrasted to experiences they had previously had in 

metropolitan places: “Communities that are very, very unique that have the most 

amazing people in them. All we have to do is say hello. It’s all we have to do and people 

will surprise you to the nth degree” (Participant I). This may explain why so many of the 

people who had moved to the region for work had stayed, and suggests that not all the 

stereotypes of regional living are subject to Soja’s concept of imagined geographies, that 

some of the perceptions prove to be the reality for at least some creative workers. 

Until recently, any decision by a creative practitioner to locate themselves regionally has 

been regarded as a backward step in their career, the exception being those who have 

such a strong reputation that being removed from the action of city-based practice will 

not impinge on their success. In recent times there has been a shift to viewing regional 

opportunities as beneficial career moves (Fairley, 2018). The evidence from this research 

in central western NSW shows that practitioners have been able to take positions or 

establish creative businesses regionally and enjoy some success. This has been 

particularly applicable in larger regional centres with cultural infrastructure and creative 

jobs attached to them. The experience in centres like Bathurst and Orange is strongest, 

but it has also shown that very small hot spot locations are capable of supporting 

successful creative careers. 
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The Case Study Part Three: The Regional Creative Economy 

The economic aspects of cultural production, consumption and distribution are central 

to any discussion on the CCI. Key to my exploration of regional creative industries is 

evidence I have accumulated that convinces me that the sector needs to be regarded 

for its entire contribution to regional life, not just its economic impact. Economic value 

is associated with complex value chains; these value chains create positive affects across 

many parts of the economy, not only the cultural and creative sector. We need to 

understand whether the value chains associated with regional practice are as beneficial 

to non-metropolitan economies as those found in cities. In terms of economic growth, 

there are also questions about whether regional CCI are able to support the same level 

of growth that urban areas experience. In terms of employment, the sector makes up 

5.5% of the total Australian workforce, as well as additional employment of creatives 

embedded in other sectors, and it shows an employment growth rate almost double the 

national average, with higher average incomes (QUT Digital Media Research Centre, 

2017). For these reasons, the sector has been considered as a tool for growth 

opportunities in regional Australia, but there are questions about whether such 

approaches are relevant and suitable for regional settings which, to date, have not 

shared in the same statistical success in the CCI sector as found in metropolitan areas, 

especially Sydney. 

Throsby (2010) states that the rhetoric of creativity is pervasive, and that “when 

measured in terms of value of output of levels of employment, rhetoric is converted into 

fact, and the economic legitimacy of cultural policy is assured” (p. 6). He outlines some 

of the principle areas as well as questions that need to be considered in the creative 

economy, particularly around the value of creative goods and services. Throsby outlines 

clearly the different levels of stakeholders that operate within the creative economy: 

cultural and creative workers; commercial for-profit firms; not-for-profit firms and 

organisations; public cultural institutions; government agencies and ministries; and 

consumers and consumer organisations. He discusses the importance of understanding 

the functions of production, distribution and consumption. One of the important points 

made is that creative goods and services are part of value chains. These value chains can 

be very complex in the way the production, distribution and consumption of creative 

goods and services can contribute economically across many different parts of the 
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economy and interact with many sectors, but in other cases these value chains can be 

very simple. Within the examples found in my research in the NSW Central West region, 

there were examples of both simple and complex value chains. 

This case study of CCI in the NSW Central West was never intended to be a full economic 

analysis of the region, but it does raise issues of lower income and lower costs of 

production, as well as the value that comes from value chains and whether this value is 

feeding directly into the region or going outside the region. Although a study into the 

region’s CCI sector commissioned over a decade ago by Arts OutWest (Western 

Research institute, 2008) has lost some of its currency, the findings of this survey are 

still useful in providing some understanding of the sector’s value. At that time the 

analysis showed the economic value of one year had an output of $196 million, a value-

added amount of $62.3 million, contributed almost $42 million to household income 

and had 891 full-time equivalent (FTE) jobs. A comparison of data from the ABS reveals 

that employment and incomes have increased since then so it seems reasonable to 

surmise that all of these figures will have increased in that time. 

The argument that regional creative practitioners earn less than those in cities has been 

demonstrated by the reports led by Throsby for the Australia Council for the Arts 

(Throsby & Hollter, 2003, Throsby & Zednik, 2010; Throsby & Petetskaya, 2017). The 

2017 report showed that regional artists’ incomes had dropped in recent years. Analysis 

of the incomes of creative practitioners in the Arts OutWest region show that they are 

indeed lower than those in the city. ABS data shows that the average of all incomes in 

the region is lower than NSW average incomes and lower again when compared to 

Sydney income. However, the lower rate of creative incomes is, on average, not lower 

than the gap that already exists generally between urban and regional incomes. 

My interviews with creative participants about how they produced and distributed their 

work suggests that many of them had quite simple value chains. It was not unusual to 

find artists who had their materials supplied from limited sources—sometimes within 

the region but not infrequently from outside the region, who then made the work and 

either sold it directly or through one agent. Some of the writers interviewed in the study 

did not even need a lot of materials to produce their work. Even so, these simple value 
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chains can still produce financial value that makes an important contribution to the 

region’s economy. 

The evidence in this study shows that in the three-part economic process of production, 

distribution and consumption, non-metropolitan-based creatives find the advantages of 

being regionally based outweigh the disadvantages. The advantages are predominantly 

economic but can also be cultural and social. 

 

The first step in the economic process: Production 

 Many of the interviewed participants talked about the advantages of lower cost of 

production. The 2017 Australia Council study (Throsby & Petetskaya, 2017) estimated 

that on average artists incurred just over $10,000 in 2014–2015 in expenses related to 

their arts practice; this can be a major consideration affecting a creative practitioner’s 

income. All the practitioners who raised the issue of production costs felt that their 

regional location gave them the advantage of cheaper production costs, although 

several commented that they did have problems with receiving goods from their 

suppliers as promptly as they sometimes needed. For the practitioners interviewed, the 

lower cost of production was an enabler that helped them maintain their practice as a 

professional creative artist. 

For practitioners who had previously worked in larger metropolitan centres, the 

disparity in rents was one of the largest differences: 

Well I was doing the same thing in Sydney for three years and the costs are 
so restrictive in creative pursuits in Sydney and I had the opportunity to 
come back here—this is the house I grew up in, and the space is about 10 
times as much. Once you buy the space you’re not forking out monthly rent 
and it just made so much more sense. (Practitioner M, design: furniture 
and instruments) 

I wouldn’t be able to have what I’ve got here in an urban setting. I wouldn’t 
be able to afford the rent, and so—that works out well. So, for what people 
would pay for a room in Sydney I’ve got all of this. (Practitioner N, visual 
arts) 

The advantages are really clear I think, as you can: 1) actually afford a space 
and you’ve got a safe space. (Practitioner AK, visual arts) 
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I can think of loads of advantages. Advantage-wise, obviously we don’t 
have any of the costs of overheads or anything like that. (Practitioner AB, 
design: wallpaper and textiles) 

Although issues of rent and affordable space were the most frequently raised topic in 

relation to production costs, materials were also considered, both in terms of price and 

availability. For some practitioners this was a challenge, but for others it was a regional 

advantage. 

Yeah, I suppose I can do things for a better rate for people … than I could if 
I was in Sydney. I’d have to charge more for it, the rent, the workshop, you 
know, more for the wood because I’d be buying it whereas I can source the 
wood. (Practitioner M, design) 

Where accessing materials of production was a challenge, many practitioners found 

ways of lessening the difficulties, usually by building relationships with their suppliers 

and services. 

Disadvantages, I guess, in terms of getting supplies you’ve got a lag time. 
You know there’s always at a least two-day turnaround in terms of getting 
stock through. (Practitioner K, design) 

Disadvantage was couriers originally, but we’ve now got an amazing 
courier service. That was one of our biggest problems when we first came 
up. (Practitioner AH, design) 

Other practitioners found that they were able to access supplies locally and that this 

often led to a better relationship with suppliers or the ability to get a quicker response. 

I see major advantages of being here. My location close to town and my 
excellent relationship with my suppliers means that I can turn around work 
quickly, quick and quality work with my suppliers. … I have a really strong 
reliable network of regular suppliers that will prioritise my work, often with 
the rates because I support the business. (Practitioner V, design) 

The economic impact of cheaper costs has a significant effect on the way people work, 

their habitus, and their ability to make a success of their enterprise. Again, those who 

previously worked in cities are very aware of these benefits because they can compare 

these costs with what they were paying in a city. 

That was an opportunity for me to move away somewhere very cheap 
where I could minimise the cost of living and have a really good go at 
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writing something, realising that I wouldn’t have much time for work, that 
if that was going to be my work and I wasn’t going to be getting any money 
in the medium term, so that I had to make my costs very low. (Practitioner 
AO, writing) 

I’m here because of my family but I’m also here because I can survive here 
whereas, I’m on a single income—a single creative income. [Laughs.] There 
was not much chance of living anywhere in a big city. But I didn’t want that 
anyway. (Practitioner L, visual arts/design) 

The removal of financial stress has enabled some of the practitioners interviewed to be 

able to make choices about the way they work. Although the economic gains were 

apparent, some practitioners were also aware of other cultural and social benefits. The 

comment below shows an appreciation of these benefits, but it also captures a belief 

that surfaced in many interviews, that the region was undergoing its own cultural turn 

and opportunities were consequently developing. 

You know, you can afford to have a studio. You can afford perhaps to work 
part time, less than you would be able to in the city, so there’s economic 
gains, social gains and I think, especially now, there’s big stuff happening 
regionally and the city is actually recognising that too, whereas—yeah, it 
was a wasteland before. (Practitioner D, visual arts) 

The example below shows the way the lower cost of living enabled this practitioner to 

work part time and have the rest of the time free for his own artistic practice. This 

balance between creative practice and part-time work occurs in both city and non-

metropolitan settings, and although I have no comparative urban figures with which to 

compare, the evidence in this study shows that balancing a job with creative practice is 

a common feature of non-metropolitan practice. Many creative practitioners in all sorts 

of settings have balanced their creative practice with teaching work in their artform, but 

the lower costs of regional locations suggest that this balance is easy to achieve. 

Although not explicitly stated in the extract below, the other implication is that regional 

creative practitioners who are trying to find this balance between practising their 

artform with other work find themselves with more time to focus on their practice. They 

do not have the travel times of urban commuters and they can often find a venue for 

their arts practice which, if not in their own home, is rarely more than a few minutes 

away. 
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The fact that I can work at a university here, and realistically work—like put 
all the hours a week together it’s two and a half days and then still be 
making a weekly—well probably just a minimum wage, probably after that. 
It feels like more. It feels like more because I’m based in a country town 
where I don’t have all of the expenses of living in the city. You know, I look 
at my other peers who graduated around my time, and they are working in 
jobs outside their artform ... double the amount of hours that I am and not 
making as much money and then rehearsing until one o’clock in the 
morning. (Practitioner A, theatre) 

 

The economic aspects of non-metropolitan production have a complex mix of 

advantages and disadvantages, but many creative practitioners benefit from lower 

costs and, in many cases, the ability to balance their creative work with other income. 

Access to space is an important enabler and appears to outweigh practical challenges 

such as freight costs and access to supplies. 

The second step in the economic process: Distribution 

While it was clear that most of the practitioners interviewed were working in the sector 

because of their skills and love of producing artistic or creative product, the most 

successful practitioners also considered the way they were able to distribute their goods 

and services to the market. Below is a discussion about the literature on markets 

followed by a look at what this research revealed about regional practitioners’ 

approaches to identifying and accessing their markets. 

Markets are an important factor for regional creative practitioners. These issues vary on 

a case-by-case basis and are affected by whether the practitioner is operating in a local 

market or with more distant markets and their method of distribution, such as whether 

they have a product which can be distributed digitally or that needs to be physically sent 

to a market or buyer (Gibson & Stewart, 2009; Henkel, 2010; Nous Consulting Group, 

2008). The economies of regional markets also affect practitioners. While they may 

benefit from the cheaper costs of regional living, this can be counterbalanced either by 

the cost of bringing their work to an urban market or the different and lower regional 

pricing schemes associated with non-metropolitan settings (O’Neil, 2008). 

Creative practitioners report that this is further exacerbated by the perception that a 

regional artist may be seen as somehow “lesser” than a metropolitan one and may not 
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be taken seriously (Hume, 2017; A. Taylor, 2016), although this would seem to be more 

relevant to emerging artists because established artists are in a better position to choose 

their location without it impinging on their professional status. There is, however, very 

little discussion of this in the academic literature, although it has been touched on in 

magazine articles (C. Jones, Buckle, & Montague, 2009). There have also been 

suggestions that regional areas lack enterprise (L. Galloway, 2007) and perform more 

poorly in terms of innovation (Stam et al., 2008). However, the perceived lack of 

enterprise, innovation and creativity needs to be considered in light of the lack of 

opportunity in many regional areas: 

These regions are reconstructed as 'problem' locations that 'lack' creativity, 
but the actual causes of disparity (uneven distribution of resources, 
capitalist modes of production, impacts of restructuring, etc.) are not 
acknowledged. (Gibson & Klocker, 2005, p. 95) 

Identifying the market. There are no easy generalisations to be made about the type of 

markets that regional practitioners are catering to. There are enormous differences 

between their type of goods or services, the scope of who that product is potentially for, 

and their ability to then reach that market. If we consider the spectrum of CCI practice, 

practitioners working in arts practice tend to behave differently to those working in 

creative businesses such as design fields or advertising. This does not appear to have a 

strong spatial element. For example, some visual artists do not make work with sales 

and markets in mind, preferring instead to produce work for a gallery system which is 

based on recognition and remuneration for exhibition success rather than sales. The way 

location affects this type of practice is that, by being regionally based, some of the 

pressure may be removed from creative practice to make substantial profit, due to the 

lower cost of living and the lower cost of production regionally. 

The examples below show the ways in which some regional practitioners approach 

making their work, demonstrating that they do not necessarily think of selling to 

standard markets. These practitioners, especially in visual arts, have found that they can 

practise and find opportunities for their work to have an audience, without taking a 

commercial view of who their market may be. 

I don’t know that I’m necessarily aiming it at anyone. A lot of the time it’s 
just me getting out what I’m thinking or feeling. A lot of the work isn’t 
something that you could, that is commercial, that you could sell. It’s more 
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stuff that goes in exhibitions or online, so I guess, I’m—in a way—the main 
beneficiary and then, just people, Aboriginal or non-Aboriginal, to see what 
I’m thinking. (Practitioner B, visual arts) 

I suppose the market is maybe the regional gallery system, because I don’t 
make work to sell. And in that way my job [as an arts worker] enables me 
to get an income and not to have to make artwork to sell. And so, in that 
way, I just make what I want to, and I just explore the ideas that I want to. 
… Cementa has sort of extended that a bit, in that I now have contact with 
artists and art groups in Sydney … one of my works went on a travelling 
exhibition, and that wouldn’t have happened but for people from the art 
world moving [regionally]. (Practitioner G, visual arts) 

Moving away from purely arts-based practice to the field of design, a more focused 

approach to developing a clientele through bespoke, high-quality work is apparent. This 

quote came from a milliner who, in the interview, also talked about the work she has 

had to do to establish herself in the region and, as a graduate of a fashion degree in 

Sydney and with experience in one of the top Sydney millinery businesses, has had to 

work to get people to understand the professional quality that she offers. It has taken 

some years, but she now has a clientele that understand that they are purchasing a high-

quality handmade product—even if it is made in the region. 

It [her clientele) would be a lot of race goers. … It’s interesting the 
demographic shift is a bit younger this year. … They’re sick of that throw 
away fashion and they want one great piece rather than five cheap and 
nasties. (Practitioner K, design) 

The following excerpt from Practitioner AO, who specialises in working on reading with 

“reluctant boys”, shows the strategic way he has been able to find income through 

undertaking projects as a consultant. Initially done to supplement his income from 

writing books aimed at young people (which he continues to do), he has now found that 

project work allows him to earn sufficient income, which the royalties from his books 

does not. 

In terms of royalties, you know, they’re so low they’re a joke. You know 
you’d never live on a royalty. And further to that, I mean, what a stupid 
area of the market to tap into: reluctant boys. They don’t buy books, do 
they? Bloody hell! I didn’t think that one through. The flipside of this as 
well is that that is where there really is a market in the schools. … Between 
schools and the grants that I apply for with organisations like your own, 
you can be pretty certain that you can have a fairly viable project get up, 
you know. (Practitioner AO, writing) 
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The writer in the quote above has also been clever in the distribution of his product. In 

addition to the many face-to-face sessions to encourage reluctant readers, he now has 

a strong partnership with the distance education unit of the NSW Department of 

Education and Training (DET), allowing him to give sessions all over the state using 

videoconferencing sessions. This process provides a strong economic base, but he has 

also been able to build partnerships with many organisations in the region such as the 

Bathurst Wiradyuri Elders, heritage sites and museums, and Arts OutWest, that have 

enabled him to deliver projects which, while paying him and others for their creative 

work, also contribute to the cultural and social capital of the region. 

The textile practitioners in the excerpt below were also clear about their market. 

Although their enterprise in Lithgow is now quite small, they came from working in 

Sydney, and running textile factories in Sydney and Melbourne. Unlike many of the 

regional sole traders, practitioners experienced in larger businesses were much clearer 

about identifying their market, even though they had downsized. 

We are commission designer embroiderers, so mainly designers in the 
fashion industry have been probably 75% of our business over the last 40-
odd years. A small amount into film and theatre but we changed direction 
and started concentrating more on film and theatre. We do religious, and 
bridal, academic. (Practitioner AH, design) 

Working in the textile industry, these practitioners produce a high-end product. They 

moved to the region with an established reputation, but they chose to be in Lithgow so 

that the distribution of their product, as well as meeting with clients, was geographically 

easy. Lithgow’s proximity to Sydney is such that they are part of Sydney’s rail network. 

There was a marked difference between the practitioners based in businesses compared 

to those more connected to the arts end of the CCI spectrum, and this showed up clearly 

in attitudes to distributing or selling product. The focus of regional creative businesses 

is similar to city-based firms, but the markets they sell to are often—not always—more 

local and relationship based. 

It’s small to medium businesses as well as government agencies, 
particularly local government, and that really is working on their behalf for 
small to medium business. (Practitioner E, advertising) 
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Yes. We have to maximise our audience, otherwise we have nothing to sell. 
… And we’ve got a marketing department that’s bigger than most in 
Sydney. (Practitioner AG, radio) 

There is no easy generalisation about the location of the consumers who buy regional 

creative goods and services. For those clients and customers who are local to the 

creative practitioner, they may benefit from the sense that they live in a place that 

supports creative practice. For example, having a theatre practitioner or writer working 

locally may provide a voice for telling and interpreting local stories, or a local business 

may enjoy the benefit of having a local graphic designer they can interact with on a one-

to-one basis in order to develop advertising collateral. Examples such as these can 

change the way people feel about living in their regional community while also providing 

a financial benefit and contribution to many local value chains. Other practitioners may 

find that they can choose to live regionally but sell to a market that may be located 

remotely—in major cities, across the country or internationally. One example of a 

practitioner interviewed in this study was an Aboriginal artist based in the Arts OutWest 

region who was selling artwork to clients all over the world. Another example observed 

was a country music singer whose sales were higher in America than in Australia due to 

her ability to sell her work online. However, it does need to be acknowledged that for 

other regional practitioners there is a sense that their ability to build their market is 

seriously restricted because of their regional location. 

Accessing the market: Distributing locally, regionally, nationally and internationally. 

The knowledge economy has enabled enterprises to develop and market product that 

can be distributed to anywhere in the world, allowing many creative practitioners to be 

based in any location. Within the group of practitioners represented in this research, 

some were providers of digital content. Others created tangible goods which could be 

promoted and sold through digital means. Others have been less affected by the “digital 

revolution” and were focused on producing and selling tangible goods through 

traditional market means—it was surprising that some of them did not have a website 

or social media presence. 

The radio practitioners I interviewed were wholly focused on and knowledgeable about 

their local market and how they responded to it: 
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The local advertiser would be 77%, Bathurst would be 98% of our business. 
… The last 12 years, every year has been another record, and we say, 
‘Gosh!’ (Practitioner AG, radio) 

The digital nature of graphic design meant that designers based in Bathurst and Orange 

were able to work with clients in other places all across Australia. 

Some local, and some from further away too. Probably the furthest would 
be WA [Western Australia]. Oh, and we also do Northern Territory. 
(Practitioner U, design: graphic) 

For practitioners selling tangible goods, success in building national and international 

markets may partly rely on them having a strong digital presence, but their sales still 

depend strongly on their expertise. Word of mouth can therefore be just as important. 

Practitioner K, based in Orange, has been able to build her Sydney clientele because her 

skills are specialised, and she is working in a field in which she can gain a particular 

following. 

Look in terms of accessibility, I see girls from Sydney, and they talk amongst 
their girlfriends. I’ve had, have girls just post me their dresses and say: ‘Oh, 
you made such and such hat and I really like it and here’s a photo of me 
and here’s my address’, and we’ll go back and forth via email, and I’ll post 
it all back to them. So, in terms of that, you can still access your clients, you 
just have to be prepared to do it in a different way to the normal walk into 
the workroom scenario. (Practitioner K, design) 

It is often assumed that practitioners who are successfully selling to a broader 

geographical market will be using a website effectively to promote themselves, but in 

the case of Practitioner K, she has only used social media, in addition to word of mouth 

and the fact that magazines and newspapers have picked up her story and promoted 

her work. The ease of setting up social media pages on platforms such as Facebook and 

Instagram have substantially changed the way that practitioners can have an internet 

presence without spending resources—money or time—on developing a website. 

A novelist located in a regional village has now found that she has an international 

market. This has been achieved by changing to publishers with a global digital platform. 

This has broadened her market significantly. Her product is selling both in its traditional 

book form and as digital product. 
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Well, that market is expanding, in quite strange and remarkable ways. 
Again, being regionally based is both mind blowing and pleasing. Once 
upon a time the sort of books that I write would have been confined very 
much to the shelves of Big W and very much under the thumb of those kind 
of sales machines, both within the publishing houses themselves and 
within the discount department stores, and that was pretty horribly 
pigeonholing in some respects, and I feel a lot of women writers feel that 
way. But with the game changes to the way books are not only being 
published but being received by readers, I’m now with a global publisher, 
so it doesn’t matter where you are in the world, you can just click ‘buy’ on 
Book Depository and you can buy my book. That’s changing it in ways that 
remain to be seen, but the initial signs are pretty good. Particularly for 
Europe and the UK and a little bit of America. (Practitioner T, writing and 
publishing) 

The international market that this change has brought has enabled the novelist to reach 

sales figures that are hard to achieve when only selling to an Australian market. 

I know, it is exciting. Whether that translates—well, I suppose, if you look 
at the simple raw sales data on … my last book, which was a tiny novella 
which traditionally is something you wouldn’t be able to sell except in kind-
of-niche areas anyway because of its size … so you would expect sales on a 
book like that to be quite small, but they have been absolutely comparable 
in terms of the actual sales figures, but not comparable in terms of who’s 
buying it, because it’s gone to the UK and the US and there’s been 
international sales that wouldn’t have been achieved when it stayed in 
Australia. (Practitioner T, writing and publishing) 

The aforementioned writer, Practitioner AO, has been able to broaden his market 

through using videoconferencing. He has also found that this market is wide open to him 

because he is not competing with other regional practitioners. 

Most of my work is quite far out [geographically]—and so the 
videoconferencing. So, it’s all positive for me. I’ve never made a call to a 
high school out here and had the reply: ‘Well yeah, we’d love to, but we’ve 
already got some guy doing that’. It’s like the market is wide open, because 
it’s so under-serviced, which is advantageous. It means that I can work as 
much or as little as I want. (Practitioner AO, literature) 

Practitioners AH and AJ were used to international commissions for their textile work 

with the fashion and film industries, but when they decided to create a line of cards to 

upcycle their leftovers, they found that they were also able to sell their smaller product 

internationally. 
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Anything that’s bespoke, so mainly commission work and it wasn’t until we 
got up here that we started doing the gift cards on the kitchen table, which 
is a Lithgow story, so, which we’re now selling around Australia and New 
Zealand and into Bloomingdale’s to buy, so we love that story. … We found 
ourselves sitting here on the computer working out of London, Paris, India, 
Bangkok. It’s been quite extraordinary. We pinch ourselves that we’re 
doing this. (Practitioner AJ, design: textiles) 

A sculptor based in the NSW Central West has managed to gain international sales, even 

with works that are extremely large and difficult to transport. 

Mostly, interestingly, mostly urban sales I’d say. The rocking horse from 
Sculpture by the Sea went to New Zealand …. the big one, we just sold a 
big one in Cottesloe [Western Australia], and I don’t know where exactly 
it’s going to end up. (Practitioner N, visual arts) 

Several visual artists talked about the way their work had sold to collectors nationally 

and internationally. Some of this came through their internet presence and some 

through opportunities to exhibit in city-based galleries focused on sales, such as King St 

Gallery which represents some of the NSW Central West’s leading artists. For a number 

of practitioners working across the fields of visual arts, music, theatre and design, it was 

beneficial to have a city-based agent, gallery or stockist. 

Of course, we’ve got the website, we’ve got our social media platforms, 
we’ve got all of those. Even though we don’t necessarily put out as much 
as we should. Our stockists’ sort of advertise for us—even that they take a 
huge cut. (Practitioner AB, design) 

So, most of my sales have gone through the gallery, … in Paddington 
[Sydney]. There’s one in Adelaide .... One of them was photographed in 
Belle magazine … and then we sold five from that. (Practitioner N, visual 
arts) 

One visual artist recently had the experience of talking to a well-known Sydney gallery 

owner who advised her to forget about Sydney gallery representation because the 

system is changing and people are now able to sell just as effectively using their own 

platforms or at occasional targeted art fairs. Others, particularly writers and visual 

artists, felt undervalued because they had not been picked up by an agent or gallery. 

Some felt that it was easier to bypass major cities like Sydney because their work was 

being bought internationally despite not having a city base. Others felt that they did not 

want to disrupt the peace and quiet that regional life afforded them in order to make 
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themselves a marketable product. 

I think when you go overseas, being regional, you’re very highly respected, 
and the reason being that people from cities don’t particularly want to talk 
to artists from other cities. They see people who live in the bush as being 
the real Aussie, so there is that romance of the bush that goes with you 
when you go overseas, and I think it’s an absolute advantage when you go 
overseas to be a bush girl. You play on it. I remember at the [Florence] 
Biennale, the first thing they wanted me to do was say ‘G’day mate, how 
are you going?’, and they loved that. And so, I was the Aussie, I didn’t care. 
… I think that really is to your advantage, hugely. But in the Australian 
market, not so much. We’re a bit too sophisticated here in Australia to have 
bush things on our wall, you know. (Practitioner P, visual arts) 

I don’t know if anyone’ll be interested in it, a writer who lives in a small 
country town and who is shy and doesn’t really want to do writers’ festivals 
and is, you know, much happier being a hermit. I mean, I don’t think I’m a 
very commercial product, because writers have to be a product 
themselves. (Practitioner Z, writing) 

Markets themselves are changing. The Sydney gallery scene has become financially 

challenging to the point where we have seen major galleries close. Some have 

amalgamated to cut costs while others have moved to purely digital platforms to sell 

work. The publishing sector is also going through a major transition as digital product as 

well as digital distribution have radically altered the way in which people are buying 

books. Music has long been affected by technological changes and streaming is now the 

most common way of accessing recorded music. These changes have the potential to 

assist regional practitioners. It remains to be seen if the opportunities for selling work 

to larger and wider markets becomes a reality for many non-metropolitan creative 

practitioners. 

But then you have to take advantage of social media which I was very 
reluctant to do but I can see now how beneficial it has been …, just being 
able to register people on Facebook alone, and I realised the importance 
of my website too. I didn’t realise before; I was very blasé about it, but then 
I realised people want to see what you have done in the past, what you are 
about, what your qualifications are. (Practitioner D, visual arts) 

Social media. The biggest thing in terms of how we grew our business was 
to run workshops, so that’s really how we marketed ourselves, was to go 
into the different villages and the different towns, to be able to host some 
free marketing workshops. Part of what we see our ethos being is that we 
are as much about educating the people on good effective marketing, as 
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we are actually practitioners. So, if we can get people to understand what 
good marketing is, then we have a greater chance of getting them to invest 
in it. (Practitioner E, advertising) 

Despite this technological revolution in the distribution of creative product, many 

practitioners interviewed identified word of mouth as being one of the most important 

factors in selling their work or getting work. Of those interviewed, 56% raised it as one 

of the most important ways in which they were able to sell or get work. 

It is likely that word of mouth may be a stronger factor regionally than in urban markets. 

The smaller communities enable connection and many people stated that in regional 

areas people trust personal recommendations. 

Yeah, I think a rural community is far more prepared to take a word-of-
mouth recommendation than they are in the city. I think it carries more 
weight because of the smaller environment. (Practitioner K, design: 
millinery) 

That’s the great thing about the bush: word of mouth is your strongest, is 
your absolute strongest, and people will recommend you. You can 
advertise all you like, but it’s the recommendations that work. (Practitioner 
R, visual arts: photography) 

It’s just all word of mouth. … People know you, so if people need you, they 
just ring you up, send you an email. I don’t have a website or on Instagram. 
I’m not on any social media—yet, and maybe never, because I don’t know 
if I could do it—even though it’s wonderful. … I don’t want to be so—so 
overwhelmed that it becomes something I have to do seven days a week 
and then the rest of my life falls away. (Practitioner AF, visual arts) 

We use the internet a lot and a lot of our work is word of mouth. Our film 
work’s always been word of mouth, our fashion work’s always word of 
mouth. (Practitioner AH, design) 

Related to the importance of word of mouth is the way that creative practitioners build 

their networks. The importance of networking to gain work has long been recognised in 

the creative industries. Many regional practitioners rely on this for work just as city-

based practitioners do. Sometimes this means being linked into city networks but often 

it depends on being linked into regional networks. Regional networks are often more 

diverse and cross-sector than those in the city, partly because regional sector networks 

are smaller and partly because regional economies need to cooperate and connect more 
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closely. 

Yeah, that’s a good challenge. Isn’t it, reaching people? You’ve got to, I 
think. Every time I meet people it’s an opportunity to talk about what I do 
and I think you have to be your own—I was going to say brand and I don’t 
like that—but your own ambassador in a way. So, you have to take any 
opportunity just to be communicating, you know. And you find that 
opportunities grow. (Practitioner D, visual arts) 

I was never short on work. It wasn’t always the best paid work, but I was 
never short on work. I think that’s probably just life lessons, you know. Be 
engaged, be interested, and then people are going to be interested back in 
you. (Practitioner C, theatre) 

While many of the practitioners talked about the benefits of being linked into their 

regional community, some of them talked about the challenges they faced—with varying 

success—in moving into a regional community from a capital city such as Sydney and 

needing to start to build new regional networks. 

We did have the expertise and the knowledge and the background. Our 
story was out there with movie work in particular and the fashion design 
industry, but we weren’t sure when we actually came up here how the 
transition was going to be. We were looking at winding down a little bit. 
(Practitioner AH, design: textiles) 

 
Technology plays a role in distribution of product or services for many regional 

practitioners alongside other means, especially word of mouth. The role it plays may be 

no greater than is found in metropolitan settings. The difference is that when used 

regionally, technology opens up markets to non-metropolitan creative practitioners that 

would have previously been almost impossible for them to access. Technology is 

important in making regional practice a more viable option for creative practitioners. 

Distribution of creative product is affected by place, even with the impact of digital 

distribution. The important factor for regionally based practitioners is that the costs of 

distribution caused by distance should not outweigh the gains made by lower 

production costs. These need to be assessed on a case-by-case basis. It should also be 

remembered that economic outcomes are not the only way of measuring success, and 

there are examples of distributing product that results in cultural and social benefits to 

the NSW Central West region and beyond. 
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The third step in the economic process: Consumption 

This section of the research is focused on the process of consumption, and a number of 

insights can be gained from the data collected. It is, however, important to recognise 

the place of consumption as part of the economic process. Consumption is both a 

political and a place-based issue. Zukin and Maguire (2004) state: “Consumption is a 

social, cultural and economic process of choosing goods, and this process reflects the 

opportunities and constraints of modernity” (p. 173). They also assert that the media 

actively fosters a global consumer culture and yet this is subject to local interpretations. 

Consumerism sits within the capitalist framework, but Harvey (2009) argues that when 

connected to values of authenticity, locality, history, culture, collective memories and 

tradition, then a space for political action can be devised in which progressive forces of 

culture can appropriate and undermine forces of capital. 

Consumption remains political because it is associated with financial value and 

economic growth. A balance between supporting creative production and cultural 

consumption is required. There are also issues of maintaining a balance between outside 

influences on that cultural production and consumption, and local activity (Duxbury & 

Campbell, 2011). It has been claimed that the role of consumption in economic 

development has not featured strongly in political policies or debates (Johnston, 2009), 

but there are many ways in which policy can and does affect consumerism: decisions 

about tariffs and taxes on goods; the way in which policies support or limit access to 

goods and services, including digital access; and decisions about arts funding, 

particularly in the way that many governments’ funding agendas connect to notions of 

excellence rather than popularity, causing divisions that reflect the allocation of value in 

the marketplace (Keane et al., 2005). Another aspect of political impact is the way in 

which planning agendas in cities and regional centres are inextricably intertwined with 

consumption of culture (Gibson & Kong, 2005; Pratt, 1997; Soja, 1989). Consumption is 

also linked to the overall economy to the extent people have the ability to consume 

culture, as in the economic means to buy unessential creative product. Consumption 

has strong links to location, especially in the context of cultural goods and services. Pratt 

(2008) states that “culture is produced in particular places and times: and, that context 

is important in, or perhaps more accurately constitutive of, social, cultural and economic 

fields” (p. 3). 



174 

Cultural consumption has been described as the satisfaction of immaterial needs (Amin 

& Thrift, 2007; Garnham, 2005). However, much of the creative production in a regional 

area (such as the Arts OutWest region) is in material goods, lacking the mass production 

that shapes much of the discourse on consumerism and commodification. For example, 

the strength of craft in non-metropolitan settings has led to the suggestion that there is 

a rise in craft consumption as a de-commodifying reaction, with consumers in this field 

“more likely to be people with both wealth and cultural capital” (C. Campbell, 2005, 

p. 23). There is an emotional connection to place that can be linked to the ways in which 

regional consumers behave (Drake, 2003; Luckman, 2012), and the fact that many 

regional producers choose to work on small-scale levels of production with local markets 

or customers who they connect with directly, means that there is often less of a gap 

between producer and consumer. 

A theme that emerged in interviews was that creative practitioners in the NSW Central 

West were able to find their place in the market because there was less competition. 

I feel like it’s less vicious out here. I think more people are willing to lift 
people up and I think it’s because they have this very clear understanding 
that if I can lift you up and you can succeed, that means there’s opportunity 
for me too. (Practitioner D, visual arts) 

There is heaps of opportunity and scope for our business to grow and it’s 
probably better because there’s less competition for us out here. 
(Practitioner E, advertising) 

Yeah, I think we’ve got a nice balance; the designers that are here all work 
at different levels, so don’t clash too much and we do help each other and 
yeah, it’s a great place to have a business. (Practitioner V, design) 

There’s less competition for the resources. But that doesn’t mean that 
there are fewer great artists. It just means … we’re all happy to support 
each other because there is enough of the resources generally to go 
around. (Practitioner A, theatre) 

The comments above were made both by people living in small village communities 

(Practitioners D and E) and those working in in the regional cities of Orange and Bathurst 

(Practitioners V and A). Thus, this sense of being part of a supportive creative community 

was experienced in both small and large centres—however, four of these practitioners 

had spent time working in cities and were very clear about making the distinction 
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between the cultures of each. Practitioner A was also frustrated by the challenge of 

getting work made regionally into the cities, even when the work was not specifically 

made for regional consumers but was exploring more universal themes. This raises 

several issues: the importance of work that tells regional stories and allows regional 

consumers to interpret their own place, the question of whether regional work is seen 

as lesser, and whether regional work is primarily for regional audiences or has wider 

relevance. 

There is this kind of outdated idea that people from city areas look down 
their noses at regional centres, and I know that that’s not true. I’ve met 
people from the city who are fascinated by the work that I do and the work 
that others do. (Practitioner Y, theatre) 

I’ve had quite a few occasions when I’ve had the job of showing Sydney 
people from the industry around the region a bit or, you know, just around 
Bathurst or Orange or something like that and often they start off with a 
little bit of condescension. Then I introduce them to a few people, and they 
learn about people’s backgrounds and they suddenly realise that actually 
you do get serious big players out here. We’re not all country bumpkins 
who have never done anything. V (Participant T, writing) 

Much of what regional audiences consume is made elsewhere. On the one hand, 

regional audiences need to feel connected to the world by their ability to access creative 

and cultural content on a global scale. This is easy these days due to digital access, and 

to some extent regional audiences also get to have wider cultural experiences through 

product which is subsidised to travel to the regions through government funding 

programs. The council-run venues—such as the regional galleries and theatres in 

Bathurst, Orange and Cowra—offer this alongside a circuit of live music venues, but 

there is a strong argument that, as consumers, people in the regions need access to 

locally produced content, not because they have any duty to support their local 

producers, but because they choose to due to closer-knit communities and because this 

local content tells the stories and shows the perspectives of regional people. Rather than 

hoping that locally-produced content develops organically, locally developed policy has 

a role in ensuring that this local production is supported. It is vital that regional places 

recognise the importance of producing creative content that tells their own stories so 

that placemaking is an authentic response that contributes to the social and cultural 

wellbeing of regional places. 
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The Case Study Part Four: The Barriers and Enablers of Working Regionally 

In this final section presenting the case study of CCI practitioners in the NSW Central 

West I will identify the barriers and enablers to successful regional creative practice. 

Interview participants were asked about the advantages and disadvantages of working 

in a non-metropolitan setting. The responses are charted below in Figure 19 

(advantages) and Figure 20 (disadvantages). 

 

Figure 19. Advantages of being based regionally. Source: Interviews. 
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Figure 20. Disadvantages of being based regionally. Source: Interviews. 
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challenges of distance relate to the perception, particularly by city-based people, that 

the region is a long way away. The considerations of distance include both those 

experienced by practitioners in connecting to major cities like Sydney, but also the 

distances that they travel within the region. For example, a practitioner living on the 

western end of the region in Condobolin spoke about how the advantages of community 

experienced in a small town need to be balanced against how long it takes to get to the 

nearest regional centre of Orange to access exhibitions: 

Sense of community is lovely and the advantages of actually being 
stimulated by the environment is really, really lovely. The disadvantage is 
you have to travel to do anything. I mean my nearest artistic centre really 
would be Orange. … I mean it’s four hours’ round trip. I miss having [the] 
stimulation of going to galleries … I miss meeting new blood. (Practitioner 
Q, visual arts) 

The difficulties of maintaining connections with a network of artists based in the region 

was identified below in a conversation I had with Practitioner N: 

N: And the other part of my creative network, which is I have quite a good 
one in the Central West, but again, time is a killer, isn’t it? 

TC: It’s interesting because I think there's a city perception that everyone 
out in the regions has so much more time on our hands, but time still gets 
the better of everybody. 

N: Well they don’t have to dig out chicken coops or keep the horses’ water 
full. Or there’s a whole lot of things that you’ve got to do out here which 
eat in your time, and I thoroughly enjoy. I actually quite like these jobs, but 
time is of the essence, and also, distance, the tyranny of distance. 

Another of the effects of distance is that it is very expensive for arts organisations and 

education providers to set up high-level professional development opportunities due to 

the additional costs associated with either travelling to the city or of bringing creative 

leaders into the region for training and mentoring. 

There’s always more support needed. I think one of the biggest things is 
that it’s hard to assist artists, and even myself sometimes in terms of 
mentorship. It would be great to have more opportunities for professional 
development and mentorship in the region. And as much as we try and do 
that, it all costs money and the distances are, you know, an issue. 
(Practitioner AN, theatre) 
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The period of COVID-19 may have changed this access to professional development 

opportunities. At Arts OutWest we have found that the previous resistance to doing 

online training has broken down, although when we recently polled the community on 

whether they would prefer an online or face-to-face grant writing workshop, the result 

was an almost even split between the two options. 

Another “imagined geography” in terms of the challenges of distance is a lack of 

understanding about how big the distances can actually be. Practitioner AL, a 

professional photographer, spoke about how he had decided not to continue doing jobs 

for major newspapers because they did not understand these issues and kept sending 

him to far-flung jobs and got annoyed when he couldn’t get there fast enough. 

Around a quarter of the interviewees talked about their mobility in work and travelling 

to do jobs outside of the region. This can be a good way of keeping a visible profile in 

the industry, such as the village-based film and transmedia practitioner who explained: 

“Now and then, I go to say, Sydney, or Melbourne, maybe for a few days at a time, to 

work on `bigger’ projects” (Practitioner O, film and transmedia). Responding to the 

benefits of technology, some of the interviewees felt that it was not a big issue to go 

wherever the work was: “We have email, email is easy now, we all have mobile phones, 

people drive so they’re more mobile, I can get to wherever I need to go” (Practitioner 

AM, music). 

The challenges of isolation 

Isolation can be connected to distance, but sometimes the isolation of a creative 

practitioner may stem from having fewer creative people in their community to connect 

with or difficulties in knowing how to gain traction within a community that may seem 

closed and hard to penetrate. 

Even though it’s close to Sydney, it’s very isolated. Before Cementa arrived 
in town, there wasn’t a very big arts community there, there wasn’t people 
that you could go and get help with technical problems. There’s no 
university, you know, the library’s open three days a week and it was really 
difficult to get books. (Practitioner G, visual arts) 
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Most of the practitioners who identified isolation also felt it was easily mitigated by 

travelling to bigger centres when needed, which also provided opportunities to access 

information, networks and professional development not available to them locally. 

I do feel isolated a lot of the time. Not a lot of the time. I do occasionally 
feel isolated … I mean, in Brisbane and Sydney there’s organisations that 
meet up every so often, you know, groups of authors and illustrators. … 
But I went to Melbourne earlier this year and I’ve been to Perth and 
Fremantle in September, so I do get out. And you meet people there, and 
that’s about all I need I reckon. (Practitioner L, book illustration) 

Another practitioner reflected on the fact that isolation can come from more than 

geographical issues: “Sometimes I do feel a little bit isolated and I don’t know if that’s 

because of my location or just because of mental health” (Practitioner Y, theatre). This 

practitioner found a regional location provided a safer space for him to work. The 

implications for practitioners needing to address their issues of isolation are varied. 

Networking has widely been regarded as the panacea for this issue, but the effectiveness 

of this as a solution in non-metropolitan areas is questionable and will be discussed in 

Chapter Six. 

Summary of the Case Study 

The case study I conducted of creative practitioners working in the NSW Central West, 

in the region covered by Arts OutWest, revealed many aspects of regional practice. The 

challenges of accurately measuring creative employment in the region have not been 

resolved, but visual arts and music were found to be more active in the region than the 

ABS statistics suggest. Although an extensive survey was carried out more than a decade 

ago showing substantial financial value of the region’s CCI sector (Western Research 

Institute, 2008), a new study that employs a methodology suitable to the region is again 

needed. 

The large centres of Bathurst and Orange have been shown to have more creatives, not 

just in terms of numbers but also when measured as a percentage of each population. 

This would seem to feed into the narrative that creativity thrives best in cities and areas 

that can support agglomeration. However, this case study points to high levels of activity 

in some very small hot spot communities, which potentially upends the assertion that 

higher density seeds a more creative environment. This is another area that would 
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benefit from further research; it could potentially focus on small communities like Hill 

End, Canowindra and Kandos that go against the expected behaviours. Further research 

could also investigate the fact that the quantitative data of CCI show incontrovertibly 

that creative practice is based in large metropolitan centres, but the qualitative data of 

this case study show active communities in which creativity plays a central role. 

The case study revealed that the motivation to be a creative practitioner is not related 

to place, but that place can make the choice to be a professional creative practitioner 

an economically viable one. Regional places can support a creative practice that may not 

be viable in the city because of the differences in the cost of living. However, regional 

practice brings with it issues of isolation, distance and access to markets. The choice or 

reason to be regional varies but it falls into five main areas: lifestyle, lower cost of living, 

family and social networks, a sense of belonging, and work opportunities. The inference 

is that it could also be the failure of any one of these areas that may cause people to 

leave. 

The connected nature of many regional communities was shown to be beneficial to 

creative practitioners both in terms of being nurtured and supported by their 

communities but also in terms assisting many practitioners to access the market they 

sell to. Although being regionally located has long been seen as a backward step in 

creative careers, there is a sense that this may no longer be the case. If regional creative 

practitioners do not have to grapple with the problems of being perceived as “less than”, 

they can enjoy the benefits of lower production costs in relation to work space and 

materials, although they do need to find strategies to build relationships with suppliers 

and often require a knowledge of courier companies, for example. The case study also 

found that creative practitioners living in the region often balance their creative income 

with other employment, sometimes teaching but sometimes unrelated. They also 

benefit from not having to lose time on city commuting as they rarely live more than a 

few minutes away from their creative facilities. 

The case study showed that some regional creative practitioners don’t aim at a 

commercial market, but most who do have found success by knowing their market, 

finding the gaps and, in some cases, providing high-end quality that people will pay to 

access regardless of distance or location. These practitioners have learned to be clever 
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at how they market themselves, using digital reach where appropriate, knowing when 

local connection is an asset and understanding that markets are changing. They have 

found that there is less competition and that word of mouth is a stronger factor than 

they experienced when city-based. 

Lifestyle was revealed to be the biggest advantage experienced by being regionally 

based, but creative practitioners also felt more supported and, in many cases, more 

connected to clients. The biggest single factor that emerged as an enabler to regional 

creative practice was the lower costs associated with being a regional creative 

practitioner. 

The case study of creative practitioners in the NSW central west shows how regional 

creative practitioners develop a range of attitudes and dispositions, part of their habitus. 

Many of these attitudes are more closely connected with their role working within a 

creative field rather than being regionally based, but their perspectives that exist as part 

of their artistic habitus can also be seen to be shaped by the place in which they operate. 

Their location is related to their motivation and their everyday actions are constantly 

responding to the influence of place. Every place offers a particular set of circumstances 

which is culturally, historically and geographically constituted. Having gained an 

understanding of the lived experience of creative practitioners in the case study area of 

the NSW Central West, the next step is to connect this knowledge to policy and the 

strategic actions outlined in ACCISS, the Action in Cultural and Creative Industries 

Strategic Scaffold introduced and outlined in Chapter Four. This connection to policy will 

now be made in Chapter Six. 
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Chapter Six: 
 

Policy and Action 

In this chapter the data from policymakers, as well as from some of the 
regional creative practitioners, will be used to explore how the 20 themes 
of the Action in Cultural and Creative Industries Strategic Scaffold may 
affect their practice. The relevance of these themes will be examined, 
providing an understanding of how strategic action can be developed to 
respond to the specific needs of regional places. 

The one-size-fits-all approach to policy development has been criticised (Bouette & 

Magee, 2015; Luckman, 2012). In addition, Belfiore (2016) argues that “policy relevance 

and influence represent legitimate goals of critical research and that this does not 

necessarily entail accepting the pressures and restrictions of arts advocacy and lobbying, 

or the relinquishing of accepted scholarly criteria of research excellence” (p. 206). In 

keeping with Belfiore’s work, this chapter aims to use the evidence from enquiry to 

produce an understanding that has practical applications. To achieve this, the chapter 

will methodically move through the 20 themes of the ACCISS process of scaffolding local 

CCI development to find the themes that resonate for people working in the regional 

space, the actions that have worked for them and the implications for policymakers. 

ACCISS Themes: Part One—Spaces and facilities 

1a. Clusters and creative hubs 

In my case study, there were a range of opinions and experiences connected to clusters 

and creative hubs. Considering that clusters is the predominant strategy for supporting 

cultural and creative industries (CCI) development in documents from around the world, 

the responses I received to my questioning did not overall embrace this concept. One 

practitioner/arts worker talked about why the idea was appealing. Although not directly 

involved in a cluster, she had been involved in the transformation of the small post-

industrial town of Kandos which is becoming a creative hub due to the influence of the 

Cementa festival; as well as being an artist, she also works in arts and health: 

That idea really excites me because it's putting together the groups, so it 
becomes more accessible, and a focus, so when you're travelling you have 
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a focused destination. But just to extend it past the cultural things, I'd really 
like to see culture and aged care, and young—like pre-school, in the one 
facility, in the one area. (Practitioner G, visual arts) 

Another artist/arts worker has been working in the precinct of Tremain’s Mill in 

Bathurst. This site is a privately owned development which will have a museum, event 

space and artist studios, as well as shops and a café. 

Yes, that is relevant, as a practitioner but also just as someone interested 
in the arts and visiting the art. So, clusters are really great, because it 
creates access to a variety of products and creative outlets. But also as an 
artist, I work and have a studio within a cluster area at Tremain’s Mill in 
Bathurst. I think it’s got a few advantages. One is that you’re able actually 
to be in dialogue, physically in proximity with other artists and creative 
people. So, that’s really great for creative thinking and creative practice. 
But also, I think it’s also something that supports you emotionally within 
the arts as well. (Practitioner J, visual arts) 

Another practitioner argued that the small town of Canowindra could be treated as a 

creative hub: 

We moved from the Yass–Canberra area to here and there was an arts 
community in Yass, but it wasn’t the same as the one here in Canowindra. 
This one is, I don’t know, there’s some really really amazing talent from 
people that have travelled the world and done so much, and so it’s not a 
craft, they’re not craft, these are true artists. It’s not just someone that’s 
just, you know, decided: oh well, maybe I’ll do work on the landscapes of 
my backyard all the time; these are people that have—it’s so rich. And it’s 
a definite cluster. (Practitioner R, visual arts) 

It is questionable whether these sites present a true cluster, although Tremain’s Mill will 

hopefully be an active cluster when the development is completed and sits within close 

proximity to Bathurst Regional Art Gallery, the library and a street with cafés, boutique 

shops, a commercial gallery, a “gastropub” and a function centre in a historical building; 

perhaps this is already a cluster . Each of these spaces certainly demonstrates that there 

are benefits in shared proximity. 

The value of a cluster from the perspective of the sharing of ideas, support and costs is 

not really in question. There are sites in Orange, for example, that could more certainly 

be described as clusters. One is the council’s cultural precinct which includes the 

regional art gallery, regional museum, library and theatre. The other is the Colour City 

Creatives group who pay a “peppercorn” (nominal fee) to John Holland (the company 
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responsible for managing disused rail infrastructure) for which they get to use the old 

railway barracks space with 11 studios and some shared space. Practitioner P, an artist 

who helped set the space up, said: 

I belong to Colour City Creatives which is an incorporated body that I 
helped to implement out here in the bush. It was an initiative of [another 
artist], and I stood on the sidelines and cheered her on, and together we 
actually got the group going, and there’s now 10 practising artists in the 
building which is fantastic and we’ve got 45 or 50 associated members. I 
use this place to be a mentor for others, so anybody that comes into the 
building that needs assistance, I help them, just keep an open-door policy. 
So, you can say I’m helping about 20 or 30 other artists at the moment to 
develop their practice. (Practitioner P, visual arts) 

It is unusual to find successful clusters in regional areas. Colour City Creatives is a good 

example of a successful regional cluster. The artists there are primarily visual artists but 

also include people from other sub-sectors of the CCI, and there are clear examples of 

collaboration, learning from each other and working as a supportive community. The 

group has developed for over a decade, including in the standard of their work. As an 

observer, I would suggest that they have plateaued in recent years. This suggests that 

they either need to recruit some very high-level artists or leverage their collective power 

to bring in some shared professional development. Identifying the development needs 

of a cluster running as an incorporated body presents challenges, as approaches and 

strategic actions need to be agreed upon and actioned together. 

Having established that there are several examples of clusters within the region, it is 

interesting to see the somewhat lukewarm responses that came from the policy 

interviewees, especially the RADO Executive Directors. The Northern Rivers area has the 

highest level of CCI activity and is recognised as the strongest performing region beyond 

the larger metropolitan centres. They are particularly strong in film and screen industries 

(Henkel, 2010), with many businesses and practitioners operating professionally within 

the region. 

In a regional context, like we have a number of industry clusters in the 
Northern Rivers, and one of them is the screen cluster, but there is no 
physical kind of home for them. They are a cluster that is dispersed but 
what does join them is the service organisation like Screenworks. So, the 
cluster exists, it doesn’t have a physical kind of infrastructure around it, but 
it is joined together with the glue and connected tissue of the service 
organisation, the peak industry body. (Policy Practitioner P2) 
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Is this agglomeration of screen practitioners a cluster or a network? Clusters are 

normally associated with co-location and proximity. Arguably, these practitioners are 

located close to one another, and having them within a particular geographic area where 

they share, collaborate and learn together under the umbrella of Screenworks possibly 

fulfills the description. However, with no shared space and immediate proximity, I think 

it is more productive to consider this group of industry practitioners as connected 

through their practice and through an industry body, Sceenworks, as a network. It is also 

arguable that the low incidence of true creative clusters in regional centres and the 

disjunct with people’s enthusiasm to have them in regional settings may represent 

another type of Soja’s imagined geographies, one in which a utopian concept is difficult 

to achieve and experience in practical terms. 

One very experienced policy practitioner who has worked with many councils to support 

their cultural development was wary of the cluster approach. 

Just on clusters, I think that one of the things that is misdirected and 
misunderstood, and in our region there have been attempts—whether 
through RDA [Regional Development Australia] or the business chambers 
etc., but the fundamentals of understanding what you’ve got to do if you’re 
actually going to make that work, it’s sort of somehow—it’s like the empty 
building that you build, and that it will materialise and start making itself a 
prosperous, highly used, functional thing, and the same thing is happening 
with clusters, so, it’s like brand great new idea that’s just hit the region, 
and they haven’t got a foggy. (Policy Practitioner P7) 

This comment relates to the problems that occur because clusters have become a 

fashionable approach and a panacea for regional cultural development (Evans, 2009). 

This interviewee has extensive experience and understands that implementing a policy 

involving a considerable financial investment requires expertise, understanding of 

context, and connection to both industry and community. Another practitioner 

commented that “it hasn’t worked in any of the areas I’ve been in” (Policy Practitioner 

P4). 

Discussion with policy practitioners led to examples of successful and unsuccessful 

models. In one case the problem seemed to be a pricing structure that was prohibitive 

to most CCI businesses and organisations. Another case—not regional—of a building 

that houses multiple arts organisations, was considered unsuccessful because the design 

meant that there were multiple levels, each with their own security and no common 
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area or café, making it difficult to have the informal interactions that can make clustering 

so productive. It is evident that setting up a cluster involves understanding of the 

outcomes that can be achieved and ensuring that the physical environment supports 

those interactions that will assist in achieving those positive outcomes as well as 

engendering a positive culture of sharing. It also appears there are no particular barriers 

to well-developed examples of clusters being sited in regional locations. 

1b. Built infrastructure 

The building of cultural infrastructure has been an issue in regional parts of Australia for 

decades. There have been large developments driven by councils to ensure that the 

bigger regional centres have cultural facilities, giving rise to the network of regional art 

galleries and theatres dotted throughout the non-metropolitan parts of the country. 

These are expensive facilities to build and maintain but they contribute strongly to the 

cultural life of regional centres. At the same time, many smaller regional centres have 

experienced not only population decline, but also the decay of many of their cultural 

buildings. Empty shops are a common sight in regional towns and working cinemas have 

become a rarity. 

There has been government funding aimed at supporting the NSW Central West region’s 

built infrastructure: programs to renovate the small towns that have often been central 

to rural life, and capital works programs with major arts funding bodies. For example, 

the NSW Government rolled out the Regional Cultural Fund to assist with providing new 

and repurposed facilities in a plan that was intended to run over four years. Such was 

the demand that the funds were fully expended after two rounds. Another program was 

the Renew Newcastle model that established a way of getting people into empty shops 

to run creative enterprises; this model has also been adopted in regional locations. 

Several parts of the Arts OutWest region have been influenced by the Renew model, 

although none have fully adopted the licence system that was established in Newcastle 

to solve the legal challenges of using empty shops, even though Arts OutWest brought 

Marcus Westbury, one of the drivers of the scheme, to the Central West region to work 

with people trying to establish spaces. 

In the interviews there was universal support for policy that addressed built 

infrastructure as a way of supporting the CCI. “It’s critical” was the comment made by 
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one RADO Executive Director who is working in a region with almost no major built 

infrastructure, influencing that organisation to make it their top priority in their strategic 

plan. Another interviewee working in policy at state level commented: 

Ah, I think it’s critical that—and my experience with regional areas where 
there is a strong creative sector, it has impacts that are across the whole 
region, not just financial and economic development but also around 
making them attractive places to move to, to relocate to, for professionals 
to move to, over-used word: vibrancy, but a strong creative sector with 
appropriate supportive infrastructure can actually change the social fabric 
of the town, or city. (Policy Practitioner P1) 

This was echoed by practitioners, such as in the comment below, which focuses more 

on the cultural or social value of such infrastructure: 

I think something like that gives a focus, so it’s a place where people can 
gather and it's a place where—a physical place that you can go to. 
(Practitioner G, visual arts) 

Although the support for built infrastructure was universal, this support had one caveat 

that came up in several interviews. Cultural infrastructure needs to then be staffed with 

people who understand how to run successful programs within those buildings. There 

was a sense from some that the government support for built infrastructure had been 

at the expense of programs, which are arguably more important than the buildings 

themselves. 

It’s just the problem that it can’t be in isolation, as we all know. Like, built 
infrastructure is all very well and good, but unless you’ve got the resources 
to put into the people and the programming it’s an empty building with no 
purpose. And this has happened too many times. (Policy Practitioner P4) 

Especially now, in terms of timing, because there's been—what, 35 to 40 
years of policy in terms about infrastructure being the thing in terms of 
regional practice. The huge push for the last few decades in building 
infrastructure, nationally, right, in regional thinking, and now that 
infrastructure exists, and the infrastructure was kind of built around the 
idea of being able to house work, like touring work, the conversation feels 
like it’s now about the people that are in those communities and the access 
to the infrastructure. So, it's not just about them existing, which is really 
important, but about how are they are sites for both external work and for 
supporting internal, local communities. (Policy Practitioner P14) 
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In regional places, there is always a question about whether cultural infrastructure 

should focus on new-builds that are purpose built, or whether there are opportunities 

to renovate existing structures. 

I do think it’s good to have purpose-built stuff instead of trying to squeeze 
something into a box that doesn’t fit. Like, you know, literally, almost. So, 
we’re having trouble at the moment with that, with a Regional Cultural 
Fund grant, trying to find the right place to put something, and we can’t 
find the right place. We don’t have enough to build one, obviously. (Policy 
Practitioner P6) 

An interesting example of supporting built infrastructure was the Small Halls program 

by Arts Northern Rivers. Rather than focus on new buildings or the renovating of existing 

buildings, this program worked on activating them. However, discussions with several 

private owners about the work they were doing to bring old buildings back to life 

brought a common theme of the challenges of compliance with council regulations. In 

one case, when I asked the owner of a building what she wanted council to do, she 

replied that she didn’t want them to do anything, just to stop blocking everything she 

did. In two other cases, interviewees talked about how they had excellent support from 

parts of council that was counteracted by difficulties encountered with other parts of 

council, usually planning. As compliance is not an area that can or should be waived, this 

suggests that there are actions that councils can put in place to ensure that all parts of 

councils are working together to support the owners of cultural infrastructure, 

particularly as the towns almost always benefit from having these venues operating. 

Policy Practitioner P13 also talked about the importance of councils as the owners of 

much of the large regional cultural infrastructure, but again we see the theme of the 

importance of the people in these buildings: 

I think regionally it's actually really important to have built infrastructure, 
because often—partly because they're often owned by council and that 
structure can therefore house all those networks of creative people and 
bring them all together. So, the importance to me is on the people, I would 
put the people over the infrastructure, but I think the infrastructure's a 
really important way to hold the people. (Policy Practitioner P13) 

The final point on built infrastructure is that recent restrictions due to COVID-19 saw all 

cultural venues shut down. With so many activities moving online, this raised the 

question of whether this was an ongoing opportunity and some activity would move out 
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of venues on a permanent basis. Practitioner J summed up why this is unlikely to be the 

case: 

Yes, it’s been a really interesting year because we’ve all pivoted and moved 
online and done all sorts of things in the virtual world, but there is no real 
replacement for the physical world, and built infrastructure is super 
important, because, where do we show our work? We show it in buildings, 
bricks and mortar. (Practitioner J, visual arts) 

1c. Placemaking 

Placemaking is usually associated with projects run by official bodies, often with a 

promotional or strategic reason for wanting to activate a space. While there were 

examples of this in my study, the interviews revealed that many practitioners had a 

much more personal relationship with placemaking. While there were several examples 

supplied to me of more successful public placemaking projects—such as a laneways 

project in Wagga Wagga, activation of disused rail spaces and some public art 

examples—the real insights came from the way people talked about how placemaking 

was intrinsic to their work. 

I don't think we think about it. I don't think we acknowledge it. Like, if you 
live in Sydney, when I worked in Sydney years ago, I was a contractor for 
Sydney Harbour Foreshore Authority, and they used placemaking a lot, 
because they wanted to activate spaces in The Rocks and do all those kinds 
of things, and you fear those words being said because it's people coming 
from the outside. Like, everyone would live all over Sydney but come into 
these particular areas and you'd be contracted to do certain things in these 
areas. So you'd actually talk about it, whereas, because we live here, it's 
part of our work without us necessarily acknowledging it or thinking about 
it. (Policy Practitioner P13) 

There has been a lot of work done in regional communities with the Aboriginal 

community, the custodians of the land. Even when place is not explicit in projects or the 

making of work, it is present though this work. I asked one Aboriginal artist if her work 

was influenced by place and she replied: “It does, ‘cause I do paint as Wiradjuri, the 

country. And the country does speak to me in my paintings” (Practitioner AA, visual arts). 

One of the RADO Executive Directors talked about experiences in her region: 

I’ve been dealing with a lot of—all the Aboriginal Land Council. This is a 
really—in fact, that word comes up all the time and it is a very, very 
important concept, and vision, that placemaking. You really want to look 
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at the places in an entirely different way and re-look at the history of that 
place, but, at the same time, it needs the cultural as well, especially places 
like The Lagoon, as a cultural area, so it’s those sort of things. Plus, 
building—like The Cannery—is very, very important to Indigenous 
communities because of the lost wages, but also their families went 
through and worked there. So that’s an interesting thing to do and they 
want something done on that. (Policy Practitioner 10 

Another practitioner talked about the way in which putting a music festival on at Mount 

Panorama/Wahluu in Bathurst allowed the community to connect more to a place that 

has always been important within local Wiradyuri culture: 

Certainly the most obvious and clear way is Inland Sea of Sound, up at 
Mount Panorama/Wahluu because, I mean, it's been an important cultural 
place for thousands of years, but it's actually now, because of putting a 
music festival on there, It's getting a bit more recognition in the community 
and it's a bit more known I think, so I think that is a really clear, to me, 
example of placemaking. (Practitioner AN, theatre) 

Placemaking is embedded in regional creative practice. At times it is an articulated 

policy, but in many cases it is a way of working for regional creative practitioners. The 

part that they play in contributing to a sense of identity, to telling the region’s stories 

and to activating its places should not be underestimated, even when not part of official 

placemaking policies. For those engaged in placemaking projects, the role of regional 

practitioners who reflect the place they live and work needs to be factored into any 

project planning, so that placemaking projects work with both the artists and the 

communities of those places, particularly the local Aboriginal people. 

ACCISS Themes: Part Two—Communication 

2a. Networking 

A sense of isolation was one of the challenges of being regionally based identified by the 

interview participants in my research. Networking is clearly a strategy that can mitigate 

this sense of isolation. Smaller population bases and fewer numbers of creative 

practitioners in close geographical proximity to one another can make this difficult in 

some regional circumstances. 

I think you have to work harder to make your connections and work harder 
at keeping those connections, because the opportunities aren’t as often as 
they may be in a bigger city. (Practitioner K, design) 
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While distances and low critical mass may make it harder for some practitioners to 

connect, there were those that found the ease of movement and a more connected 

sense of community made it easier to network. 

I think that Bathurst has a fantastic network and we often sit around and 
share ideas. Sharing ideas is one of the favourite parts of my job really. We 
get together and throw ideas around and talk about how we can work with 
other groups or other organisations. (Practitioner V, design) 

There were cases of practitioners in the interviews who were cautious of networking 

and expressed the need to control the balance they experienced by working alone, not 

distracted by other issues, such as the Aboriginal artist who stated: 

I don’t think I could create with everyone else doing their thing. ... I was 
once told that if I lived in Bathurst or Orange, I’d be involved in the 
Aboriginal politics. Here, I’m enough away. I am solitary and can just put 
my foot in. (Practitioner AA, visual arts) 

For two practitioners in particular, networking was seen as more difficult when living in 

a rural setting because it was difficult to find people who were not conservative. It is 

generally accepted that rural communities are by nature more conservative in their 

values and attitudes (Cheshire & Lawrence, 2005). Most people I interviewed had found 

other people in their location who they were able to connect with creatively, but some 

struggled with feeling accepted in their more conservative communities. 

The way in which people accessed their networks for support varied and were 

sometimes different to the typical metropolitan examples often used in the literature. 

Three of these differences were that the non-metropolitan practitioner may have a 

smaller network, there may be more reliance on virtual networks or dipping into 

metropolitan networks when needed, and the network may be more varied in the 

sectors that it covers. 

That sort of marginalisation that goes on in rural areas tends to be more 
significant and more pronounced by virtue of the fact that, you know, a 
weirdo stands out more than a bunch of weirdos in Sydney, and that’s not 
calling different people weirdos or anything like that because as I said, I’m 
part of the deal. (Practitioner AL, visual arts) 

The following example shows that smaller networks may not be a problem as the 

informality that comes with easy access to people makes the networking more effective. 
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I think there might be less of a scope to draw from, but I think the informal 
nature of it probably makes it more potent. (Practitioner A, theatre) 

One of the Hill End artists also discussed the ease of access to networking that living in 

a place with a high number of practitioners offers although the closeness of a small 

community has its own challenges. 

There’s a closeness here and there is an understanding of what it’s like to 
live out here too, that other people don’t get. … So okay, the isolation out 
here, the lack of exposure can be a challenge but you have fantastic 
networks out here because people understand that you’re all in the same 
boat. (Practitioner D, visual arts) 

The two examples below demonstrate the way in which practitioners working in 

specialised fields in regional NSW have relied on accessing their networking and industry 

connection online or by travelling. It also shows a willingness to take responsibility for 

finding ways to network. 

Yes, I share ideas, a lot. I’m in various writers’ and filmmakers’ and 
transmedia groups [both online and in real life], and we always share ideas, 
and/or news, and/or `tips and tricks’ that we may have learned... There are 
about seven writers in each writer-group I’m in—one in Adelaide, one in 
Sydney and one in Melbourne. I’m also in a few others, online. Sharing is 
good. Pay it forward. (Practitioner O, film, game design and transmedia) 

It would be great to have bigger networking events which is why we hold 
our own in terms of the Central West Business Summit, because we know 
how important it is for our business to be able to network and to get new 
ideas. (Practitioner E, advertising) 

Although the above examples show a variety of ways in which regional creative 

practitioners have successfully found different ways of networking, the fact remains that 

for some it can still be more challenging than the experiences they have had in cities. 

You’ve got to manufacture it though, because in the bush it doesn’t come 
easily. And I’m just setting up new networking engaging processes too to 
sustain me, because we’ve got to, you know, sustain ourselves in some 
way, just need that live face-to-face with peers to sustain yourself as a 
human being, let alone as a creative, in a difficult climate. (Practitioner Z, 
writing) 

The evidence from interview participants showed a pattern in which practitioners based 

in the larger centres or very close to them found networking easy and successful, but 
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those in smaller locations found it challenging—with the exception of the hot spots 

discussed earlier, Hill End and Canowindra. 

Among the policy practitioners, the biggest discussion was about whether networking 

had to be face-to-face, or if virtual networks could fulfil the same purpose. Several were 

emphatic that it had to be face-to-face and others just as emphatic that virtual networks 

were effective: 

TC: What is the value of networking in your places and how do you go about 
doing it? 

P6: Essential and face-to-face, essentially. 

P10: I would say the same. 

TC: You’re saying it has to be face-to-face? 

P6: Particularly to establish those relationships. Maybe afterwards you can, 
maybe, but I think face-to-face—you can’t beat it. 

But I find that, with the networking that our sectors want, is very much 
about connection and in a regional context it’s about them coming 
together, that actually physical opportunity. (Policy Practitioner P2) 

I disagree. We’ve just got one example where our whole thing on screen 
industry development and screen industry creatives is completely online. I 
mean, they might meet once or twice a year, max, but the rest of it’s all 
just a Facebook group and sharing through that. (Policy Practitioner P3) 

We do a bit more of a mix of the online, partly because I just can’t drive 
everywhere, but I would still agree that, certainly in the first instance, that 
face-to-face—and I’m still doing it. (Policy Practitioner P4) 

These responses seem to support the idea that face-to-face networking is preferred, but 

can be successfully achieved online, particularly if used in combination with some face-

to-face connecting. Returning to those major challenges of distance and isolation, virtual 

networking presents a possible solution to these issues. During the months of COVID-19 

restrictions, people increasingly turned to connecting online. In Arts OutWest we have 

seen examples of people embracing this use of technology when previously it was 

difficult to get many to engage on platforms such as Zoom. This suggests that the 

avenues for online networking—which have existed for many years—may now increase 

and be taken up more willingly. 
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2b. Digital connection 

During the long period of this research study, there has been an observable change in 

people’s response to digital connection. Some of the early interviews showed that 

people were struggling with poor broadband connection, curtailing their ability to sell 

work online, collaborate online, distribute product digitally or even to simply 

communicate. Comments varied from “Luckily we have very good internet” (Practitioner 

T, writing) to “It’s a disaster” (Practitioner N, visual arts) in terms of poor services. This 

has now changed and, until recently, people have been pleased with their ability to do 

these things. Covid-19 has, however, tested the ability of some systems to cope with 

recent demands and has exposed the socioeconomic dimension of being digitally 

connected, as well as the geographic one, with some rural areas still experiencing poor 

connectivity or having to pay for satellite connection. One practitioner not connected to 

the National Broadband Network (NBN) commented: 

It's far too slow, and with Covid I've realised how important it is to get 
everyone on the internet, so to get people that can't afford it to be able to 
get on to broadband just for communication, for health, for culture. 
(Practitioner G, visual arts) 

An interesting development that occurred in late 2019 was a response to the drought. 

A website encouraging people to “buy from the bush” has given regionally based 

practitioners a new platform to sell creative product. The Executive Director of a RADO 

in a region badly affected by drought talked about its impact: 

Just go: #buyfromthebush—have you seen it? Pretty much everywhere. 
For that, in our region, for the creative industries, has been phenomenal 
and changed so many people’s lives. It’s quite amazing. But not just 
because people are buying from the bush, but because there’s a huge 
amount of online social engagement. It’s not just a communication one 
way. There are now groups where people are fostering women and sending 
them care packages, but there’s so much storytelling and engaging 
conversation online, just on social media channels. (Policy Practitioner P5) 

Having good digital connection may not be the political issue that it once was, but it is 

one that needs ongoing monitoring. The decision by the government to downgrade the 

national broadband service means that Australia does not have a very fast network. The 

CCI is a sector that can be impacted by not having sufficient internet speed or the 

capability to send large files. Technology has the ability to connect regional places to the 
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world, but if systems are not upgraded, lack of digital connection is an issue that also 

has the ability to marginalise and disadvantage regional, and especially rural, 

communities. 

2c. Raising awareness of cultural and creative industries 

The need to raise awareness about the CCI was not an issue that was prominent among 

the creative practitioners interviewed in this study. Many saw themselves as belonging 

to the arts, or belonging to a particular sub-sector of the CCI, but few could strongly 

identify with the terminology of the CCI. Policy practitioners were, on the other hand, 

very aware of the sector and its need to have a higher profile and to be recognised for 

its contribution. 

We’re just rolling out our creative industries website, so we’re coming up 
with a whole suite of awareness campaigns around what’s on that website, 
what it’s about, what creative industries are, what it means to our region. 
So, it’s supported through, like, professional development opportunities 
within the sector, but also, acquisition campaigns to get people on there, 
so yeah, it’s all about awareness raising of that platform. (Policy 
Practitioner P2) 

The reasons for raising awareness were all connected to advocacy, convincing decision 

makers and influencers that the sector needs to be appreciated for what it achieves, 

what it is doing in supporting other industries through the value chains of production 

and distribution, and the value that it brings to regional communities. 

And for us it’s really about educating people to let them know that the 
creative industries are—that people are actually doing this. That’s part of 
the awareness, that it’s an industry sector that’s supporting your industry. 
(Policy Practitioner P12) 

This need to value the CCI sector has been a highly political topic of late, although framed 

around “the arts” rather than the terminology of CCI. With the sector being one of the 

most affected by COVID-19 restrictions, which came straight after the bushfire crisis that 

destroyed creative workplaces and reduced paid work opportunities in many regional 

areas, the call for government assistance has meant that the economic value of the CCI 

has been the central argument in making this case, as argued by a practitioner: 

I think there is a lot of information out there. Again, I work in a kind of 
comms area, so, I’m always dealing with this. I do think there is a 
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preconceived idea around the arts and I’m hoping, right now, that we’re 
able to smash that down a bit. And perhaps this whole experience with 
Covid is going to help us do that, because arts are in conversation, at the 
moment, as many things across the economic sector are being talked about 
…. So, what has come out in the last six months is the incredible over $100-
billion dollars a year that is added to the economy through the arts—I don't 
know what else you need, after you get those kinds of numbers, to 
understand how important it is, and the value—I think the thing is that the 
arts are politicised in a way that is not helpful for the arts, because the 
reality is: every single person, whether they’re aware of it or not, rely on 
and are engaged in the arts on some level, because everything around you 
is designed and created and worked on by some artist or some arts related 
activity. (Practitioner J, visual arts) 

This comment also speaks to the perception that the arts is a non-essential service that 

is highly subsidised. There is a great deal of misunderstanding of how the sector works. 

Building awareness that the sector has value, that almost everyone accesses parts of the 

CCI in some way, and that these industries operate everywhere including in regional 

places, will help build the sector and assist in creating better support structures for the 

practitioners working in the sector. 

2d. Linking the cultural and creative industries to social impacts 

Statistics from the Australian Government’s Progress in Australia Yearbooks (e.g., 

Australian Government, 2017) show that regional areas do worse in most of the 

wellbeing measures than Sydney, with the not unexpected exception of home 

ownership, homelessness and overcrowding. In addition, literacy and numeracy 

standards are worse the more remote the location, which can feed into social issues. 

However, regional areas in NSW show higher engagement through volunteering and 

assisting people. Although regional communities are seen as having strong community 

connections, there are serious problems in the health and wellbeing of regional people, 

the rate of assaults and the suicide rate. There are also figures to show that regional 

areas of NSW have higher rates of mental illness, which is exacerbated by having less 

services in this area (Australian Government, 2017). In the Arts OutWest area, the 

agricultural communities of Weddin and Lachlan have particularly high suicide rates. 

All of this indicates a need to tap the potential of the CCI to link to the sectors to produce 

positive outcomes in regional places. There are different ways in which the sector can 

do this. The evidence in my research points to five different areas in which the CCI have 
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an impact in regional communities in NSW: the contribution to identity of place and 

associated pride; creative practice as a social tool; input into the community through 

the donation of time; contribution to a sense of a place being a creative community; and 

creativity contributing to the re-invention or regeneration of regional places. 

Area 1: Creative practice’s contribution to placemaking and cultural pride. 

Practitioners interviewed thought extensively about the ways in which their practice 

contributed positively to the community they lived in. People came up with examples of 

multicultural festivals, LGBTQI initiatives that had succeeded in conservative rural towns 

like Hay and Broken Hill, and theatre events that explored local stories. Many of the 

examples that practitioners provided were not set up with the intent of contributing to 

social cohesion, but practitioners came to the realisation that their work made a 

difference to place by helping to tell stories and interpret life. 

Well, the social good, yeah, I get it. I think that by what I do, and being 
involved in the community, I can benefit in many ways … and dealing with 
images and things like that I think is an important part for our community 
too, like the rural community, because I think a lot of farmers and rural 
people see these things but they don’t have the ability to record it. Or they 
can’t. … So, I think images are important—or what I do, the arts. The arts 
are important. (Practitioner AL, photography) 

This interpreting, telling of stories and presenting ideas to the community was also seen 

as engendering cultural pride. 

In an artistic way I think there is a value in being a professional theatre 
worker or performance worker, in that creating work by a local artist in a 
region for a regional audience, I think, completely contributes to a respect, 
a cultural respect, by the people living in a [regional] city, for their own city, 
and that’s something that I think is changing. … Like, the cultural pride, I 
think, is really important, and I think justifies making professional 
performance work. (Practitioner A, theatre) 

These comments match up to the observational data, and the experiences I have had in 

attending events across the Arts OutWest region, as well as the way in which members 

of the public have expressed their appreciation to me that these events make their 

towns better places to live. This was especially true of festivals, which often showcase 

local talent alongside national or even international acts. It was also expressed in the 

pride felt when young people from the region had national success, such as Forbes’s 
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pride at having produced singer Vera Blue, or Canowindra in seeing the success of local 

singer Gordi. People also enjoy seeing their towns being able to host major acts, such as 

when the tiny town of Tullamore hosted a huge outdoor concert featuring Jimmy Barnes 

at the height of the drought in late 2019. Regional towns often need to find ways to 

celebrate who they are, and the CCI often offer the most effective ways to deliver this 

celebration. 

Another aspect that emerged in discussions about the social value of creative work in 

the region was that it acted to bring people together. 

I think it brings people together. I think it helps educate people, you know, 
whether that be sharing a story or an experience, you are channelling 
something that’s beyond words, to other people, and having it there on the 
record for other people to look at. (Practitioner D, visual arts) 

There was a strong feeling shared by practitioners that their communities would be 

culturally impoverished, that they would be less desirable places to live and less socially 

cohesive, without the creative input they and others contribute. 

Area 2: Creative practice as a social tool. There were examples in which practitioners 

discussed practice that had been clearly targeted at achieving social outcomes. Two 

main areas emerged: supporting young people, and working in arts and health. Arts 

OutWest has been actively working in the arts and health area for over a decade and is 

regarded as a regional leader in this field, having won a number of state and national 

awards. 

Work with a focus on young people was particularly strong for theatre practitioners. An 

emphasis that came through was the need to provide opportunities so that young 

people would stay in the area. 

We do lots of things, I think, that benefit the community that we wouldn’t 
do, or we wouldn’t be able to do in a city. We work a lot with individual 
artists because we have the time to do it and we can really mentor young 
people who are interested. …. I think there are definitely benefits in terms 
of keeping artists here and providing opportunities for them so they stay 
in the region. (Practitioner AN, theatre) 

The issue of working with young people to keep them in the region is a vexed one. 

Regional areas feel the loss of their young people who move away for education, work 
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or to gain more life experience. Many of those who leave are considered “the best and 

brightest”, leaving a gap in young people’s leadership. This is true even in the large 

centres like Bathurst and Orange, and more so in the small communities. Despite its 

proximity to Western Sydney, Lithgow is affected because of its high unemployment 

rate. These attitudes also make it difficult for those young people who do stay. There 

have been many programs through the regions that have targeted the retention of 

young people in their communities. 

On the other hand, there is an alternative attitude that says it is better for young people 

to leave so that they have a chance in relation to education and work opportunities but 

also to broaden their horizons and develop more of a world view. Proponents of this 

thinking argue that effort needs to be put into the liveability of regional places so that 

they are attractive places for the “returners” who may choose to come back to raise 

children or later in life to slow down. 

The quote below came from a practitioner who is partly focused on keeping young 

people in the region, but is also using circus skills to engender qualities that will equip 

them for life and, at the same time, building pride in being regional. 

There’s some really interesting research out there about how circus 
benefits young people. … it’s incredible: … building resilience; identity; 
strength through risk and healthy risk taking; independence; all of these 
kinds of things that help. It fosters those qualities in young people and as 
soon as young people have those qualities then they start becoming as 
adults more responsible and more involved in their community. It gives 
them agency, it gives them a sense of pride in themselves, it gives them a 
sense of accomplishment. (Practitioner Y, theatre) 

Although this work was aimed at building important qualities such as resilience and 

independence, such programs with social outcomes are rarely evaluated for their impact 

in this area. If we are to make the claim that these programs have positive social 

outcomes, we need to be clear about what these outcomes are and find ways of 

measuring them. My experience in the region is that there have been many highly 

successful projects implemented, but very few reports that we can use to make the case 

that the CCI are having social impacts. There is a need for further development in this 

area. 

Other practitioners were able to talk about the benefits for young people that had come  
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through working on projects in relation to writing and the environment. There was a 

sense that creative projects, such as the museum-based project below, were necessary 

to help fulfil the diverse needs of regional young people. 

Out here, you know, if you’ve got a kid who loves his sport, … you know, 
he’s fine, he can go off and play footy or play cricket or whatever, but if 
you’ve got some kid who, you know, who is bookish, who likes writing, 
who’s a little bit more creative, well it’s hard to find that harbour, that safe 
haven for nerds, and that’s what we created. And they, they really grew in 
that environment, you know, knowing that they were amongst like-minded 
people and that it was alright to show that they were smart and alright to 
express themselves. (Practitioner AO, writing) 

But I think, mainly it’s the public understanding that the project has 
benefits and great ramifications, particularly with youth and with culturally 
significant projects and environmental projects, I think. You know, I think 
to date we’ve demonstrated that we run a whole lot of projects that have 
been really successful with the end user being the community. 
(Practitioner AE, project management) 

Regional areas are known for their strong sporting communities, which can leave young 

people who are disinterested in sport feeling marginalised. This is an example of how, 

when there is a mismatch between the dispositions and actions or habitus of an 

individual and the field in which they operate such as regional communities, there can 

be problems. Providing an alternative to sport is vital, as there are cases in which young 

people will not merely be disadvantaged. For some young people growing up in these 

sporting cultures in which they can feel a misfit, access to arts activities and finding other 

like-minded people can quite literally be a lifesaver. This is why Headspace, the mental 

health organisation targeted at young people living in Bathurst and Cowra, has run arts-

based projects for young people, as has The Smith Family and the Central West Women’s 

Health Centre which has targeted young people from the LGBTI community. Many 

councils have been active in this area, but this is not always the case, as one policy 

practitioner very experienced in working as a consultant for councils commented: 

Can I just say that local governments can really make an impact, and where 
you’ve got local governments that don’t actually see that they have a role 
in social outcomes particularly, and are forced to do something every four 
years, that is very—you can see the impact of that. So, in the Tableland 
region, because most of them don’t believe in—that what they do can and 
should have social impacts, they don’t. (Policy practitioner P7) 
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The interest level of councils in using culture and creativity as a social tool varies. There 

is no clear expectation that councils need to be aware of how this can happen, so it 

changes depending on the personnel who are within council at the time, either as staff 

or as councillors. The RADO network is actively engaged in encouraging councils to see 

the possibilities attached to this approach. They have had mixed success, and any 

attempts to get the NSW Government to contribute to the narrative of this contribution 

by having Create NSW (the NSW Government’s department for arts and creative 

industries) advocate has had little success. However, Create NSW did put a research 

program in place with the University of Western Sydney to evaluate the social impacts 

of a number of projects, including one with Arts OutWest. 

Arts and health was the other area that was shown to be having social impacts within 

regional communities. The visual artist practitioner quoted below has also been leading 

arts and health work across the region. 

I think that that benefit is at the core of my work for Arts OutWest because 
I’m working in arts and health and there’s really, lots of evidence now that 
artwork actually helps wellbeing and helps build community, and in 
building community and supporting community with art, you’re actually 
solving a few social issues for people; that might be something like isolation 
or someone might be depressed and arts projects can save someone from 
being put into hospital. And there’s increasing recognition of that. 
(Practitioner G, visual arts) 

Arts OutWest has run an arts and health program since 2008, and it has won the Arts 

and Health Australia award for regional arts and health twice. The program has engaged 

many creative practitioners in the region during that time to work on projects. 

Understanding that evidence is needed about the impacts of this work, we have been 

working with a researcher who is based in the School of Biomedical Sciences at Charles 

Sturt University (CSU). This researcher is also an experienced health worker as well as 

being a visual artist. He has been exploring the use of creativity as part of his framework 

for evaluating the programs that have been taking place in two hospitals and with aged 

care residents in small rural hospitals. The outcomes have been significant, and we now 

have an ongoing partnership with the Western NSW Local Health District with input from 

other organisations such as the National Gallery of Australia, working on extending this 

program into other parts of the state. In addition to the impacts we are having on health 
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and wellbeing, the program has the added benefit of training and employing regional 

practitioners to work in this area. 

There is a strong tradition of regional arts practice being closely aligned with community 

development. There is further opportunity for employment of creative practitioners in 

this area including being employed by other industry sectors. However, it is also 

important that regional practice has the opportunity to develop its own expertise and 

excellence so that it is not always seen as focused on the arts areas commonly referred 

to as community and cultural development (CCD). Although many of the regional artists 

were keen to be involved in community development, they did not want to be perceived 

only as CCD practitioners and were offended at the tendency of funding bodies to 

pigeonhole them in this way. 

I think, living in regional areas, they want us to have more of that 
[community focus]. In fact, it’s almost a necessity. You know I’ve had 
someone over the phone from a funding body say, ‘You should go in this 
category because regional, it’s community cultural development’. Not that 
I have anything against that, I do do that work and I think it’s great, but why 
can’t we just apply for a project, you know, without that thing. (Practitioner 
A, theatre) 

From a policy perspective, three things arise that will assist in supporting the ability of 

the CCI sector to contribute to the social capital of the region: evaluation and 

measurement of impact, working with councils to build awareness of the need for 

creative and cultural input into the wellbeing of regional communities, and the need to 

develop partnerships so that cultural and creative practitioners and organisations can 

work with other sectors that have expertise in this area. These three approaches do not 

work independently of each other but rely on the interchange of all three to maximise 

possibilities. 

Working with councils can be the hardest of these, but because of their involvement in 

so many aspects of regional life, their support can make the process far easier. Although 

councils will have social aims within their plans, getting them to see how the CCI sector 

can help them achieve these aims can be challenging. One RADO Executive Director 

talked about the progress they are making in this area: 

Certainly when we’re dealing with our councils and talking to them about 
the role, our role within the region, we talk to them in terms of economics 
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because they get that, but we also increasingly are talking to them about 
the social. And, I think the drought has really brought the social to the fore 
as far as our councillors are aware, so they’re becoming a lot more aware 
of the impact that’s been created by things like drought, and certainly, you 
know, bushfires and things like that, so—and the role that arts can play in 
particularly mental health has been a really big conversation starter. (Policy 
Practitioner P12) 

The challenge of bringing councils on board can be made easier if the other two areas 

(evaluation and measurement, and developing partnerships with other sectors) are 

addressed. Being able to produce material that documents the achievements of such 

outcomes through both narrative and statistical evidence will make the case more 

strongly. This is material that can also be used to help find funding to continue further 

work. The presence of experts from other fields in partnerships with the CCI sector will 

help give credibility to the work that is being developed, and is also important in 

ensuring that creative practitioners do not try and take responsibility for areas in which 

they do not have the training to be safe, and that they will be supported in the area of 

safe practices by working alongside those who do. 

Regional communities are not necessarily the rural idyll of imagined geographies (D. Bell 

& Jayne, 2010; Luckman, 2012). There are social problems and creative practice can help 

address them. Understanding ways of approaching this by gaining council support, 

ensuring that impacts are measured and developing partnerships that bring in expertise 

in areas of social development, can result in the CCI having a part to play in social 

cohesion and inclusion in regional communities. 

Area 3: Input into the community through donation of time. Another way in which 

practitioners were able to contribute to social outcomes in their community was by 

doing pro bono work, offering reduced rates for not-for-profit groups and donating 

goods. 

In terms of marketing smarts, we actually do a lot of pro bono work for 
community groups, I’m member of about four different business 
chambers, because I need to be, for my own business. … so yes, they have 
actually access to people that can build websites for example; the Read 
Triplets for example, in terms of Raising the Roof [a project in Canowindra 
to provide housing for a family with triplets with a rare form of muscular 
dystrophy]. We can do all of that pro bono work for them. (Practitioner E, 
advertising) 
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We do work for not-for-profit, and we generally will try and adjust rate 
accordingly by not charging them commercial rates. (Practitioner F, design: 
graphic) 

We’re involved the community in a variety of ways. We’ve set up 
scholarships. We’ve set up opportunities for people to be able to engage 
in arts practice. We’ve set up opportunities where people are able to 
engage in events … So, we give a lot away. I looked at it and went: how do 
I get the community to allow themselves to feel comfortable about what’s 
going on? (Practitioner I, visual arts, gallery owner) 

There were many examples from the interviews of practitioners who had donated their 

time and services to the community. 

In the band, in the bush band we sometimes do a freebie for a worthy cause 
or we just do it for a low rate, just a couple of expenses. For community: 
refugee week, mental health week, yeah that sort of thing. (Practitioner M, 
design: furniture and instruments) 

I think things like that are really important, just to pass on your craft as an 
artist, but also, if you’re a parent with children, to pass it on, because 
you’re a parent. You don’t have to do tuck-shop duty, you know, because 
you can teach all the children to make a pot. (Practitioner AF, visual arts) 

Regional communities are the beneficiaries of the approach that creative practitioners 

have to contributing their time and services. Even though creative practitioners are 

often not as financially secure as workers in some other industries, they frequently make 

a significant impact on their communities through donating in-kind support. 

Area 4: Creative skills contributing to a sense of being a creative community. Having 

professional creative practice in a regional community contributes to the community’s 

sense that they live somewhere that is cultured. Regional communities have often been 

viewed as unsophisticated and uncultured (Chan, 2018; Ragusa, 2014), and so the 

knowledge that there are successful creative practitioners living and working as part of 

a community can assist in its sense of self-value. The community then enjoys 

contributing to that success, gaining the sense that they are part of something bigger. It 

is important to many in regional communities that creatively they are not seen as 

second-rate. 

I think it gets people outside the world that they know, makes them feel 
like they’re connected to something bigger. (Practitioner N, visual arts) 
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There is a debate attached to this about not just the sorts of creative product that a 

community has access to, but the balance between what is regionally produced and 

what comes in. Regional audiences often love seeing work that tells their stories, that 

are of that place, but there is also great value in the touring work that means they can 

see work by renowned artists. Both contribute to the sense of living in a community that 

can produce and support creative work. It reduces the sense of living in an isolated 

community. Creative work can encourage conversations that critique, reflect, explore, 

set off emotional reactions and challenge. There are many people living in regional 

communities who rely on this as part of their wellbeing. 

Area 5: Creative practice contributing to a re-invention of regional places. Although 

practitioners articulated the idea in different ways, there was a sense that their practice 

could help change their locations in positive ways. For many this was either a re-

imagining of what their town or location could be, or more often a re-invention of what 

creative practice in that place could look like. 

I can actually see that there is real potency in making professional 
performance work in a regional centre. As an individual it kind of benefits 
me, on a local level it perhaps benefits the town. (Practitioner A, theatre) 

I think that you develop projects and talk with people and the things that 
you can create have just amazing possibilities, and I think with making—
and hopefully you can make a difference and change things. So, it’s going 
to be a better place for us all. (Practitioner G, visual arts) 

Creative practitioners have a role to play not just in interpreting a place, but in imagining 

the future for that place. Regional places, particularly those that have experienced rural 

decline in recent years, can benefit from the creative imagination of those working in 

the CCI. 

Creative work has been used for many years as a regeneration tool. This process needs 

to be done in a way that is suited to each place. It is not an approach that can appropriate 

the work done elsewhere but needs to find its own place-specific ways of re-interpreting 

a location. In a region like the NSW Central West in which heritage plays such an 

important role in the identity of the region, creative practice can be a way of gaining 

new perspectives. Creative practice is one of the most effective ways of interpreting a 

place and finding different and better ways of doing things. 



207 

The policy implications for cultural and creative industries and social impact 

Having creative businesses and creative practitioners present in regional communities 

already brings a level of social capital into that area. However, if creative projects are to 

be set up which intend to impact some identified area of social need, it is important that 

the aims are clearly articulated, the evaluation and measurement tools are put in place, 

and the partnerships are established to ensure that creative practitioners do not try to 

deliver what they are not qualified to do but can benefit from the expertise of others 

trained in these fields. There is certainly no shortage of social issues that can benefit 

from having a creative approach applied to them, and successful projects assist CCI to 

find their place within regional communities. 

ACCISS Themes: Part Three—Business 

3a. Finance and funding 

The theme of finance and funding was discussed by almost half of the practitioners 

interviewed in this research, with many of them mentioning the need for funding. One 

obvious difference emerged between the interviewees working in the “arts” end of the 

creative industries who spoke in terms of “funding”, while those who worked in creative 

enterprises spoke in terms of “finance”. 

Historically, like in the past decade, we've had some successes, and there's 
been some really great programs that have targeted regional professional 
makers and work for community, but it feels like it's drying up. It feels like 
it's inconsistent, it feels like it's unpredictable. We're really reliant on it 
because we don't have a sustainable business model ... it's really hard to 
identify what will be sustainable. (Policy Practitioner 14XXXX) 

Although there is finance available in some places for business development, smaller 

enterprises felt that they were excluded from these opportunities. 

Okay, finance would be really useful but actually what would be really 
useful are grants rather than loans because—and when you actually look 
into it, they say, ‘Oh, this is a loan for a small business’, but when you look 
up small business turnover, it’s about a million dollars and you’ve got to 
have something like 15 employees, so it doesn’t relate to us. There should 
be something really, ideally, which would be about supporting cottage 
industries, whether they’re craft-based or design-based like us, or fine art. 
(Practitioner AB, design) 
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The quote above highlights the difficulties of finance in the CCI. Many grants exclude 

businesses and make not-for-profit status a condition of eligibility, and many business 

loans are difficult to get and are more suitable for larger businesses. It was not unusual 

for those working in a for-profit enterprise to tell me that they did not wish to bother 

with finance as it was too hard, and even small business grants had not been taken up. 

The success in receiving funding varied greatly among the interview participants. Some 

had been extremely successful, some had tried applying with no success, while others 

felt that funding opportunities were not even on their radar. This demonstrates that the 

need for finance and funding varies, but that many practitioners would benefit from 

greater financial opportunities. Some practitioners, even those who had been successful 

in receiving funding, were wary of it, believing that it could encourage artists to stay 

within safe limits. 

It’s dangerous sometimes. If that’s all we get funded for, then that’s all we 
can ever become. (Practitioner A, theatre) 

The role of councils in supporting not only regional infrastructure but also employing 

cultural staff and running programs emerged in the discussions. Without the financial 

input of councils, regional places can find it difficult to support a creative sector because 

there is not the critical mass, the audience size, for the model of monetising much of the 

creative activity. However, the commitment to and the culture of the creative sector 

across different regions varies enormously, explained in the except below: 

It's tricky, and without council support ... that is the safety net of our 
program, that it can come and go and it can grow, like when we do get 
funding, and it can just sit quietly when we don't have funding. Because we 
don’t have a base, and we also don't have a big enough audience here to—
and no one does, it's not our program, I don't think anyone has it in a 
regional area—has a big enough audience to actually be able to sustain 
that. There's just not the people. And I think Wollongong would say they're 
regional and they can, but they're not regional like we are. (Practitioner 
AN, theatre) 

The place of councils within the regional creative ecology surfaced time and again 

throughout the data, revealing how important their role is in supporting the CCI sector. 

One of the problems that emerged, however, was that councils themselves vary so much 
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in their attitude to creative practice and this is reflected in the uneven level of financial 

support. 

Councils are doing different things with the arts and I think the level of 
ambition is really different, and that's what actually stands out and makes 
some areas much more able to commit financially than others because … I 
think there's a tendency to be quite ambitious with what council wants to 
do, and so there is some level of financial commitment. (Policy Practitioner 
P13) 

Not all the comments I received in interviews were positive about their council’s 

financial input. From my own observations in my close dealings with councils for over a 

decade, I can speak to the great differences that exist across our 11 councils. This is due 

both to the attitudes of the people on council or working for councils, but it is also 

related to the financial health of the council, which also varies greatly across our 11 

councils. 

The policy practitioners were aware of the tensions within arts funding and CCI. 

However, they still spoke for the most part about funding rather than finance. 

…if there is a good strong policy and an understanding of the value of 
creative industries, that can then also be supported by funding programs. 
(Policy Practitioner P1) 

Some of the RADO Executive Directors were very interested in finding funding models 

that could support businesses and entrepreneurial activity 

I think it’s about identifying the sector, the creative industries, and finding 
a way that can support that through different funding models that sit 
outside of the normal arts funding model, because I think it is different. 
Obviously, it’s different. It’s about trying to look at, I suppose, funding an 
entrepreneurial aspect of creative industries to build capacity in that way, 
and our funding models don’t allow that. … and that’s the difficulty I guess, 
where policy comes into play about how do you find policy that can be that 
nimble. (Policy Practitioner P2) 

Well, part of the problem with the funding model is it’s a zero model, quite 
often, so, it doesn’t encourage income generation or anything like that. It 
says: we’ll give you some money and you have to spend it all and it all has 
to equal zero, so, you know, that’s arts funding, so, where creative 
industries sits within that—that they understandably look at that and go: 
‘That’s good. I might get paid a little bit to do that thing I’m doing, but I 
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can’t actually use it to generate income and move my career forward’. 
(Policy Practitioner P8) 

The state of NSW has long had specific funding for film, which is much more suited to 

supporting career and product development within a creative business—this now sits 

within the screen section of Create NSW. The Create NSW government department has 

now relaxed their eligibility criteria, making it possible for funding to now go to 

businesses and individuals, however the funding is still not ideally suited to creative 

enterprises. Furthermore, funding from the Australia Council for the Arts is focused on 

arts rather than creative industries. Apart from some very small programs within some 

industry bodies, such as the Copyright Agency Ltd., there is no dedicated funding or 

finance program for creative practitioners in NSW. This is an area in which more work 

needs to be done to properly assess the need for such funding and finance and to 

identify appropriate ways of offering it to the sector. 

3b. Tax concessions 

Tax concessions and tax relief appear in policy documents, but they were not something 

that many of the participants in this research were thinking about. There was only one 

interviewee who had a strong awareness of the benefits of tax concessions, having 

worked in the film industry at a time when this was at its strongest. 

Well I started my career during ‘10BA’ [a tax concession scheme for screen 
productions], and I do think that was one of the most successful industry 
models of tax benefits. It did, there was an incredible vibrant industry 
during that time and it hasn’t ever been back since that time. (Policy 
Practitioner P10) 

This practitioner was aware of the difference that tax concessions could make to an 

industry. Even though Australia does not have as many tax concessions in place to 

support the CCI as some other countries, there are still a variety of tax considerations, 

depending on whether you are working in a business or a not-for-profit arts 

organisation. None of the RADOs mentioned having Deductible Gift Recipient (DGR) 

status with the Australian Tax Office, even though several of them do have it. A few 

practitioners, when prompted, mentioned working out what was tax deductible in their 

tax returns, such as home office costs. This shows that there is a need for greater 
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education in this area. The quote below discusses ways in which artists are beginning to 

realise that they need to include these skills as part of their professional practice: 

Okay, you’re talking to an artist here, so tax is not my strong point, and I 
daresay that would be for a lot of people. However, in the last couple of 
years I have noticed through a number of publications and arts bodies, a 
real increase in conversation around the professional aspect of thinking 
about your art practice, and one of those things is your tax, and your 
finances, in that way. I’m going to say about that, that, having a good 
accountant is your best friend, in that way, because they will guide you and 
steer you. And, I know a couple of accountants who work heavily with arts, 
and I think the benefit there is that you’re getting someone who will help 
you that little bit more than just the average accountant. Because they’re 
familiar with what you need as an art practitioner. (Practitioner J, visual 
arts) 

There are implications for strategic action in this area. Arts OutWest and other RADOs 

have worked with arts business consultants to provide training to creative practitioners, 

but it is a hard-sell to get creative practitioners along to a course on tax. This would 

suggest that some advocacy on the importance of professional standards may be 

needed before expecting the creatives of the region to attend workshops on tax. 

Creative businesses too need assistance in ensuring that they are making the most of all 

tax opportunities, but there is also a role here for lobbying at government level to 

consider more of the options that a taxation system could use to support the CCI sector. 

3c. Incubators and start-ups 

Within the interviews there was enthusiasm from several practitioners for the idea of 

supporting incubators and start-ups in the region, but no one with experience of any. 

There is no example I know of in the region of any work that has been done in this area. 

Although the region has a university that is focused on regional issues and has an 

interest in CCI through the School of Communication and Creative Industries, this has 

never resulted in an incubator being established. Some of the RADO Executive Directors 

had experience of university incubators in their regions, one through Southern Cross 

University and one with the University of New England: 

A lot of the incubators in my area come from the university actually. So 
they’ve got a large Smart Incubator for business and have sort of, in a way, 
have a stream to do with creative industries. So, it comes out of that 
section. (Policy Practitioner P4) 
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While not technically an incubator, what the NSW Central West region does have is the 

Gunther’s Lane facilities, opened in Bathurst in 2018 and described on their Facebook 

page as “Australia’s first experiential technology hub”. This facility has shared workspace 

including desks and meeting rooms, access to some high-tech equipment and a culture 

aimed at supporting entrepreneurial creativity. A business in Orange has recently 

opened a complex of meeting spaces with room for sharing space and “hot-desking”, 

which also has the potential to encourage new businesses. These are interesting 

examples of models which could support new businesses in a way that fits a regional 

area. 

3d. Small business support and entrepreneurship 

Few of the practitioners interviewed talked about how they had been able to grow their 

businesses. While some of the practitioners working in the arts area of the sector had 

received grants, most of the small business owners talked about how they had managed 

without any assistance, such as in the example below: 

I did go to the Business Enterprise Centre when I very first started up but 
that was, I had fingers crossed hoping maybe to get some funding just to 
help me buy the computer and the programs. … But no, financially I took 
out a loan to buy all my equipment and everything and I worked a part-
time job at the uni. And then eventually, work picked up in no time at all 
and I was up to my neck in work. Yeah, business is tough in the first couple 
of years, but I’ve been really, really blessed. (Practitioner V, design) 

Many of the practitioners I spoke to could have benefited from further assistance. 

Several had attended some of the business development courses that Arts OutWest had 

organised and one had followed up with the trainer and continued being mentored in 

business skills. That particular practitioner has now had considerable success and, while 

that success is primarily because of the quality of her work, she has also been able to 

use the business advice she received to make sure she could capitalise on her success. 

One arts bookkeeper I spoke to said that she had worked a lot with sole traders and 

small businesses who had set themselves up and usually called her in when they realised 

they were not in control of their business requirements which was, she told me, usually 

about six months too late for it to be a simple process to sort out. Access to business 

advice and awareness of these services is an area for further development. The sort of 

support that is needed is in training, but it could also involve looking at models of sharing 
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financial services, sharing training costs or having staff from small businesses meet 

regularly to share ideas or tips for successful management. Having a CCI support 

network would be a way of addressing some of these needs and would allow creative 

businesses to work together to find their own solutions. 

3e. Intellectual property 

My research did not show any strong association between intellectual property (IP) and 

regional location. Work by the Regional Australia Institute on innovation using the 

measures of research and development in science and measurement of business 

environments may not be completely relevant to the nature of innovation and copyright 

within the CCI, but the ranking of the NSW Central West region in innovation as 15th out 

of 60 within Australia does indicate that the region produces new ideas and products.16 

The response of people involved with policy and strategic action was to refer any 

questions about this issue on to organisations with expertise, such as Arts Law, the 

Copyright Association Ltd. or Viscopy. As one RADO Executive Director commented: 

It’s a complicated area that most of us don’t have all the absolute ins and 
outs of, I think. (Policy Practitioner P4) 

In my role giving advice to practitioners from the region, it is not unusual to get enquiries 

from creative practitioners wanting to protect their rights. We have assisted artists but 

we have also supported councils in developing briefs for work and contracts for design 

that employ good practice in this area. There are also great sensitivities around 

Aboriginal artwork, and our Aboriginal Arts Development Officer has worked with 

Viscopy and the Artists in the Black program to make sure that the artists we work with 

are well informed in this area. We have also helped organisations running competitions 

for designs and logos to ensure that they are working within good practice guidelines. 

One artist with a photography background was aware of copyright issues affecting his 

work: 

With a photographic background, I would say the biggest issue in terms of 
copyright and intellectual property is people using images, your images, 
without permission. But I think that this is a broader issue right across the 
sector in terms of even written copy and everything, because the internet 

 
16 http://insight.regionalaustralia.org.au/ 

http://insight.regionalaustralia.org.au/
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is so accessible, and just being able to cut and paste and grab things, it is 
really important that people attribute ownership of images and titles and 
writing, wherever they can. (Practitioner J, visual arts) 

Despite IP coming up rarely in interviews, the observational data shows that there are 

issues with artist rights around copyright. Fortunately, there are organisations set up to 

provide support in this area. The main action necessary for regional practitioners is 

ensuring that they have knowledge of these options and ways of accessing their 

assistance. 

3f. Linking to other sectors 

My research shows that on a local level, practitioners are interested in and frequently 

do link across to other sectors. In some cases, they work on cross-sector projects such 

as those in arts and health, environmental awareness, education, correctional facilities 

and tourism. Creative practice also intersects with festivals. This includes not only arts-

based festivals such as the Elvis Festival in Parkes or Ironfest in Lithgow, but those with 

other themes that may still employ creatives, such as the Canowindra Balloon Festival 

or the region’s Winter Festivals. 

Many of the RADO Executive Directors mentioned arts and health as an area for making 

links but none of them discussed it, deferring to Arts OutWest’s expertise in this area. 

One particularly regional and place-specific aspect that came up was examples of 

creatives working with agriculture. 

So, we’ve got, my former comms officer has gone and started her own 
business in the creative sector—she’s a graphic designer, she’s now 
partnered with a printing company and are now doing all sorts of stuff for 
all different companies and in fact she’s just been instrumental in setting 
up a new museum in Deniliquin, but she’s working across all different 
sectors. So, she’s now working in the irrigation sector and all sorts of things, 
helping them and underpinning some of the stuff they’re doing. And we’re 
seeing things with Murray Irrigation, for example, and creative industries 
coming in, web design and all sorts of things. (Policy Practitioner P12) 

We have a design technology web design person who works in our region 
and we rolled him out doing some training with artists in the region. … but 
we’ve just had an example where one of the local governments made 
contact with us—it’s got nothing to do with the arts, but they want to use 
him to actually promote the meat producers who then want to come to 
Canberra International Airport to export their meat. (Policy Practitioner 7) 
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Agriculture is a sector that is frequently seeking solutions to its productivity, and there 

are plenty of examples of creativity within the sector. Finding ways of working with the 

CCI sector is maybe not as surprising as it may first seem. As an extension, there are 

many examples of the CCI working closely with the food and wine sector. This includes 

many instances in the NSW Central West region: wineries that also have gallery space, 

designers who produce labels for wine, architects who design wine showroom space, 

performers who work at regular farmers’ markets, and more. 

Other cross-sector relationships in our region and others in NSW have included: the 

activation of disused rail spaces in partnership with John Holland; various STEM17 

partnerships established in Arts Northern Rivers; and partnerships with Corrections 

who, among other arts programs, have an Aboriginal art centre and framing business 

called Girrawa, based at Bathurst Gaol. In addition, Arts OutWest has a partnership with 

the NSW National Parks and Wildlife Service—a gallery in a historic precinct where we 

curate and sell artwork by Aboriginal artists from the region. One of the strongest 

partnerships, not just for Arts OutWest but for other regions, is with the tourism sector. 

Cultural tourism is a growth area and many policymakers are taking advantage of the 

opportunities it presents. Arts OutWest is involved in cultural tourism in partnership 

with our councils, as well as with the Central NSW Joint Organisation (CNSWJO) who 

work across most of the same councils and with Regional Development Australia (RDA) 

Central West. All of these links help give creative practitioners more work, contribute to 

the economy of the region, and assist with celebrating and sharing the identity of the 

region. 

Supporting cross-sector partnerships is a strategic action that works in our region and is 

also successful in other RADOs in NSW. Cross-sector partnerships involve understanding 

the differences in the ways other sectors work, understanding the different “languages” 

of each sector, knowing the aims of each partner and working out where these intersect 

or overlap, and ensuring that partnerships are based on respect. Assisting people to 

understand good partnerships and ensuring that these partnerships are evaluated is an 

area for ongoing work in the CCI sector. 

 
17 Science, technology, engineering and mathematics. 
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3g. Defining, measuring and reporting on cultural and creative industries 

Most of the practitioners interviewed in my research expressed no concern about the 

need for measuring and reporting in order to make the case for the value of creative 

industries. The matter that came up in interviews was that the sector is not well 

understood and definitions are unclear. 

Without any policy, it’s very much dependent on the individual to try and 
establish and get recognition for their business in an area that a lot of 
governments don’t necessarily have a clear understanding of. (Policy 
Practitioner P1) 

In Australia, the term that is normally used is “creative industries”, and the definitions 

connected to it, both here and in other countries that use it, have been quite clear. 

However, on an international basis there is no clarity in terminology, and there has been 

much debate about what should be included in the lists of activities that constitute the 

sector. When I asked a group of RADO Executive Directors what they thought the main 

themes might be that I had identified in CCI policy, several of them named the problems 

with definitions. As Policy Practitioner P1 stated, many governments do not really 

understand what the CCI sector really entails, although this is not made easier by lack of 

action in the area by the Australian Government, in a process that has elements of a 

vicious cycle. 

The disparate nature of creative industries, that it’s made up of lots of 
different moving parts and that has a little bit to do with the definition, but 
it’s a hard—when we talk about other industries like the coal industry, or 
the tourism industry, it’s a hard industry to, you know, define and 
encapsulate and identify and argue. (Policy Practitioner P8) 

Measurement of impact and value emerged from the data collection process, but not so 

strongly from interviews. Two Arts OutWest staff members were interviewed for this 

research, both of whom are also successful visual artists, and they were very aware of 

the value of measurement, which comes from the work that we are engaged in. The arts 

and health coordinator remarked that: 

In working in arts and health there's a huge emphasis on evaluating the 
work you've been doing, and initially, you're always asked for evaluation 
and it's assumed that's something you'll do naturally within your projects. 
(Practitioner G, visual arts) 
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The other Arts OutWest employee also showed his awareness of the importance of 

measuring and reporting: 

The importance of measuring and reporting is enormous, because that 
feeds directly into funding and support to the organisation. And, I guess 
the other thing is, if you don’t know where you’ve been, you don’t know 
where you’re going. (Policy Practitioner 2) 

While these two practitioners both talked about the importance of measuring and 

reporting, this was because of their work with Arts OutWest more than their work as 

visual artists. However, both have been able to apply what they have learned through 

working at a RADO to other projects they are working on, especially as both of them 

have been involved in new regional contemporary arts festivals which need to measure 

their impact and audience. 

One of the problems with measurement and reporting is having a strong methodology 

which includes measuring the right things. The RADO network have been very critical of 

the key performance indicator (KPI) measurements that we all need to collect for Create 

NSW. 

It’s the whole issue, isn’t it? Because there’s not great KPIs across the 
industry. There’s not any consistency. Even as organisations trying to—you 
know—do—Create NSW KPIs are ridiculous. So there is a big hole, I think, 
in the way thing are measured. And we’ve talked about his ourselves until 
we’re blue in the face. (Policy Practitioner P4) 

This is an area that the RADO network is working on. The Executive Directors have 

realised that the best way of making the case for both the network itself and for regional 

work is for us to have a set of KPIs that we all measure, so we can create a picture of 

what is being achieved in the regions. We are at a point where there is a strong discourse 

within the academic literature, there have been some good frameworks developed—

such as the AHRC project work in the UK by Crossick and Kaszynska (2014, 2016,) into 

measuring the value of the arts; and there has been some work carried out in Australia. 

Providing an evidence base by measuring the work we do informs us of the progress we 

are making but it also provides an advocacy tool. When people refer to making evidence-

based policy, it is important that we have evidence on regional CCI to influence policy 

and decision making. 
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3h. Trade and exports 

None of the creative practitioner participants in my research had any direct experience 

of trade missions, but many had been involved with international exchanges. One artist 

had exhibited at the Florence Biennale in Italy and six of the Australian practitioners had 

participated in an international cultural exchange in the UK with Arts OutWest. Several 

of the artists had completed residencies in countries including Iceland, France, England, 

China, Mongolia and Indonesia, and another of the interviewed participants took up an 

invitation in 2018 to exhibit in London at a major art fair. However, all of these 

international forays had been set up by the practitioners themselves or by Arts OutWest, 

and they had been at the financial expense of the practitioners with only two people 

receiving government assistance. 

The policy interviewees had more to say on the subject. Many of them talked about 

other examples of work they were aware of rather than those they were directly 

involved in, but one interviewee does consultancy work and had this experience: 

I’ve been doing a bit of work up in the Gold Coast and it’s an export 
development and it’s largely around screen, but there is a huge—the Gold 
Coast City Council actually funding the company I work for to provide 
specific export development training to creatives. So, it’s happening in 
Queensland really well. In Victoria, we’ve been doing the same in industry 
sectors, for example, high-quality furniture makers both in Victoria and 
Tasmania—again, it’s the high-quality stuff that’s going overseas and so it’s 
a whole export program around there. (Policy Practitioner P12) 

Trade missions and support for exports is an active area, but the question is how to 

ensure that creative product from the regions has an opportunity to be promoted. 

Councils are one of the avenues for this, especially through their “sister” relationships 

with other councils overseas. However, the policy practitioner interviewed who has 

extensive experience as a consultant working with councils indicated that, in her 

opinion, they have missed this opportunity. 

A couple of our local governments have tried to invite people to go with 
them when they going to do some of their international sister-city thing, 
and there is an opportunity there that continues to be missed, but it’s one 
where I’ve tried to get a couple of creative in the region to go … but then 
the councils in each case reneged. (Policy Practitioner P7) 
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Culture is such a strong way to build connections, but when negotiations are conducted 

on economic grounds the cultural aspect is sidelined. Again, evidence is needed to make 

the case that cultural exchanges have the ability to facilitate economic outcomes. The 

Department of Foreign Affairs and Trade (DFAT) will have more information about this, 

and they have clearly pursued strategies targeting the countries with which they most 

need to build ties as outlined in their funding programs. 

International trade and the strategies that can be used have not been applied widely to 

regional areas and could be further explored. Meanwhile, there are many individual 

regional creative practitioners who are successfully marketing themselves online and 

selling product internationally. 

ACCISS Themes: Part Four—Career 

4a. Education, training and mentorships 

Education was highly valued by the participants interviewed in this research. Most of 

the participants had at least degree-level education, so it is not surprising that they 

valued education. 

You can be an artist without having a tertiary qualification but it really does 
help you. And also, the skills development, you need a whole range of skills 
in being an artist. It's not just about being able to put paint on a canvas, 
but it's all the associated—your business skills, your promotional skills, 
even your technique type of skills, all are needed. (Practitioner G, visual 
arts) 

While the value of education was widely acknowledged, the thing that most policy 

interviewees wanted to see was training in business skills. They believed that graduates 

were coming out of education with little knowledge of business skills or how to manage 

the business side of their creative practice. 

There should be a very strong recommendation to all creative tertiary 
courses that they include one semester of small business skills. (Policy 
Practitioner P1) 

And even the arts training tertiary sector have been very slow to pick up 
training in the arts business skills side of stuff. So, you know, NIDA [the 
National Institute of Dramatic Art] churns out actors, and AFTRS [the 
Australian Film Television and Radio School] and all that kind of stuff, but 
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do they know how to survive as a creative person, and that seems a crazy 
omission. (Policy Practitioner P8) 

Another issue that arose was that the Technical and Further Education (TAFE) system, 

the main avenue for vocational training in Australia, has over the past decade reduced 

the amount of CCI training offered. Some regions in NSW now have no creative training 

available through TAFE. Those that do, such as in Orange, need to charge much more in 

fees for participants to complete a qualification in creative practice. 

In many of the other 20 themes of strategic action in CCI, the response to problems 

associated with these areas has often been to increase education. However, we are 

currently in a climate of adverse conditions for education. For instance, the federal 

government has recently stated they will start charging more for arts degrees, and the 

offer of arts and creative industries through TAFE has been degraded. Regional areas are 

being impacted by these cuts. There are important questions to be asked about a 

potential course of action that could include finding ways of privately offering training, 

building partnerships between universities and the CCI sector, or of lobbying the 

government to change its recent policies on arts education. 

The other area of formal education—although they can also be informal—is 

mentorships. Again, in my research there was no resistance to this idea, although only a 

few practitioners were accessing these opportunities. 

And mentorships. Like, so important. I've had so many and continue to. 
They're really informal in the arts and culture sector, but they're so 
important. (Practitioner A, theatre) 

Mentorships are part of skills development, but they also connect to networking. For 

regional practitioners, finding a suitable mentor who is able to spend time in a regional 

location can be challenging. Mentors are often extremely generous with their time and 

keen to give back to the industry in which they are succeeding, but it is nevertheless 

difficult for regional people to access them because of geography and also because of 

lack of confidence and/or the resources to pay a mentor. One RADO Executive Director 

commented: 

I think that, within the sector, like, the music sector in particular when we 
ran our mentorship program, was the willingness of music professional 
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leaders in their field to take on those roles was incredible. Really generous. 
(Policy Practitioner P2) 

While there seems to be no doubt about the value of education, training and 

mentorships, the challenge appears to be ensuring that regional artists have access to 

all of these opportunities. 

4b. Career pathways 

For regional artists, an understanding of what a career trajectory may entail can be 

difficult to grasp. Knowing the possibilities within creative careers can be difficult if there 

are few immediate role models or examples. 

I didn’t really know what an artist did, I didn’t know what their career 
trajectory was and what different elements were, but getting that 
residency at Hill End, that was sort of like, ‘Oh, right. You can do 
residencies’. And that took me to France and to Bali. (Practitioner G, visual 
arts). 

Building the awareness of what a career trajectory may involve can take time. 

Regardless of whether a creative practitioner has a qualification or not, once working in 

the sector the professional development of an artist may depend on their ability to 

identify and seize opportunities. As several practitioners commented, an artist’s 

development does not stop with a qualification: 

You do your tertiary education in four years, and there's the rest of your 
life. So, there's—anything that you're involved in, any link or association 
with a person or a group opens opportunities and you just don't know 
what's coming. (Practitioner AP, music) 

One policy practitioner commented on how hard it is to make the decision to say that 

you are a professional practitioner. Even when holding a degree in their artform, people 

can find this difficult; for anyone unqualified it can be very difficult, requiring them to 

find alternative pathways in their career. 

At the regional level, it is actually hard to go: I am going to be a professional 
creative and you are often needing to supplement your income, and that’s 
actually okay. Like, you don’t have to think it’s all or nothing. There are 
pathways. (Policy Practitioner P8) 
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Regional areas may need to think creatively about ways to ensure that practitioners 

have the opportunity to develop their careers. This is particularly important for young 

people; one policy practitioner talked about the fact that none of the high schools in her 

region identified the CCI as a potential career area. In regional areas older workers 

should also be considered, as well as other barriers such as disability or cultural 

background. 

4c. Leadership, champions and advocates 

Leadership did not arise as a topic of concern among the creative practitioner 

participants interviewed in the research, but the example below demonstrates at an 

individual level the benefits experienced by an artist through having people and 

organisations prepared to champion her work. 

Reaching out to Arts OutWest, that was really important, all the work 
you’ve done in supporting me, and all the team at Arts OutWest, they were 
just so great to work with. Then people … at the River Arts Festival, and a 
great friend up in the mountains who has always been a really great 
champion for me. (Practitioner D, visual arts) 

The CCI sector is not well understood by the general public or by many decision makers, 

including in non-metropolitan Australia. Having effective leaders and people who are 

prepared to actively advocate for and champion the sector can greatly assist in 

strengthening its profile and the ability to support and grow the sector. 

One of the policy practitioners commented: “We do have a bit of a dearth of political 

leadership on this” (Policy Practitioner P4). While she was talking more broadly, others 

found successful examples within their communities, such as a mayor who was also a 

musician. One practitioner summarised what she had become as the outcome of having 

an effective champion: 

Having leadership in a community makes all the difference. It can be the 
reason why some places are really vibrant and buzzing along and others 
are floundering. I was part of a community think-tank session in another 
country years ago that tried to identify why some places do better, and in 
the end it all came down to having a really good champion. Preferably one 
with deep pockets too. (Practitioner AP, music) 
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Good leaders and champions are able to advocate for the CCI sector and can help 

progress its development in a particular location. It is nevertheless difficult to establish 

the policies and strategic action that will enable a location to put in place the leaders 

and champions who will be able to advocate for progress in CCI development. Finding 

champions appears to be somewhat random. Ensuring that the champions themselves 

are supported seems to be the best way of benefiting from the positive influences they 

bring. 

4d. Workplace conditions 

One of the surprising outcomes of the data collection was that few people were worried 

about work conditions, precarious work or unfair conditions. Two of the interview 

participants running businesses spoke about the things they had put in place to ensure 

that their staff had good conditions, and nobody had serious complaints. This may be 

because so many of the region’s creative practitioners are working as sole traders, so 

they are responsible for their own work conditions, even if the flow of work to them 

may be insecure. As one of the policy practitioners observed: 

And given that most of them are small businesses and are either employers 
in their own right or they are sole traders, so they’re micro-businesses, so, 
they’re basically creating their own employment most of the time. So, it’s 
really about education about those business skills for them. That’s the 
biggest issue for us. (Policy Practitioner P12) 

It is unlikely that sole traders will complain about the work conditions that they have 

some control over and, having already established that the lower cost of living enables 

many practitioners to operate regionally, it is possible that this is a factor in them being 

less concerned about the insecure nature of creative work. Only one practitioner spoke 

about the precarious nature of being employed on short-term contracts and the 

uncertainty associated with this: 

Like anyone working in the arts, I’ve got multiple jobs, and I certainly know 
what it is to work in part-time work and to know that most of that part-
time work is contract, as much as it might feel secure one year, you never 
know it’s going to continue the next year, and even when you’re reassured 
verbally, you still doubt it. So, part of working in that way is so that you 
actually have enough flexibility to pursue your art, but the other thing is, 
it’s harder and harder to actually find those full-time jobs anyway. And I 
think that’s beyond the arts, as well. I think it’s very difficult. I think most 
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people working in those ways would like to be more secure. (Practitioner 
D, visual arts) 

If the practitioner interviews were conducted now that COVID-19 has impacted so many, 

it is likely that we would hear a very different outcome. Throughout the crisis I have 

been talking with and supporting many creative practitioners who have completely lost 

their income. Because so many of these practitioners balance their arts practice with 

other employment, many have been unable to get any financial support. This crisis has 

exposed the fact that regional practitioners are affected by the precarious nature of 

their work. Musicians have been particularly badly affected, and during one interview in 

2017—long before COVID-19—one of the musicians raised the fact that he was working 

on improving employment conditions in his sector: 

AM: And I think that’s really important, to try and elevate the working 
conditions of my field, because, you know, I have to work in that field. 

TC: Yeah, and those conditions are not always good. 

AM: No, not by any stretch of the imagination. 

The issue of not being paid for work was raised in this research by the practitioner 

involved in arts and health. Regional areas have a higher rate of volunteerism (Australian 

Government, 2017) and many people enjoy contributing their time within the 

community, but there is still often an unreasonable expectation that an artist will work 

for free. This expectation often comes from a lack of understanding from people outside 

the creative sector, such as the experience Practitioner G has had working with health: 

I think one of the issues that I face the most is volunteering and artists 
being expected to work for no money, because they're—you know, they're 
just artists. So, in doing that you undervalue your worth as an artist, and if 
people expect that they can get all of those skills and experiences ... like, 
artists actually need to be paid. (Practitioner G, visual arts) 

I know from my observations that this is not a problem specific to arts and health. Many 

artists have complained to me about being expected to contribute their time for free. 

Practitioner P made the point to me that she is frequently asked to donate her work for 

charity auctions, which seems unfair when many artists earn a low income and are not 

in a position to be donating their work. 
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Although the response by one RADO Executive Director to the question of work 

conditions was “Join the union”, the reality is that many practitioners do not join unions. 

None of the practitioners I spoke to mentioned unions, although I am aware that some 

are members of unions such as the Musicians Union or the Media and Entertainment 

Arts Alliance. Visual artists sometimes mentioned the National Association of Visual 

Artists (NAVA), who have been proactive in this space, and one of the Aboriginal artists 

told me that she had recently participated in consultation sessions for the work NAVA 

are doing in revising their Code of Practice. Another issue that was mentioned is that 

regional artists find it difficult to charge the rates recommended in the current Code of 

Practice because those in the regional economy tend to work at lower pay rates and 

there is an expectation that their fees will reflect this. 

Despite few practitioners raising serious concerns about work conditions in regional CCI, 

there is evidence that issues do exist. The role of the RADOs has been very important in 

this, with many practitioners treating these organisations as their first port of call to help 

them with these issues. For this reason, it is important that these bodies have some 

expertise in understanding workers’ rights and knowing which bodies to refer creative 

practitioners on to when they need further help. The role of industry bodies, unions and 

Arts Law is important in supporting good practice in CCI employment and contracting. 

4e. Diversity 

Although the academic discourse refers to the young, white, male nature of much of the 

CCI workforce (McRobbie, 2010), research reports into creative workers tell us that 

regional workers are older, more of them are women and there is a higher rate of 

disability (Australia Council for the Arts, 2017a). Although there are less regional creative 

workers with a CaLD background, many regional areas also have a higher proportion of 

Aboriginal creative practitioners. My research showed that the NSW Central West fits 

this description, along with experiencing a mixture of challenges and benefits that come 

from being regionally based. 

Gender. The Arts OutWest database shows that we have many more women than men 

listed as creative practitioners. The interview participants in this study have a 

breakdown of 30.5% male and 69.5% female, which is slightly higher than the rural and 

remote percentages found in the Australia Council for the Arts (2017a) study, but 
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nevertheless in line with the female gender bias found throughout regional Australia. 

Throughout the interviews it became apparent that there were gender issues in the 

manner in which regional practitioners worked, their motivations and what they were 

gaining from being engaged with the CCI sector. My research showed that being 

regionally based provided support for women, with four main factors affecting their 

ability to succeed in regional practice: a more supportive work culture, easier access to 

support networks, reduced financial pressure due to lower costs of regional living, and 

the identity gained from creative work. 

The problems associated with what has been termed the “cool” culture of CCI, and the 

male culture dominating that environment, have been established by a number of 

writers (Banks & Milestone, 2011; Gill, 2002; Jayne, 2005; Neff et al., 2005). This, 

however, raises the question of whether women who escape this urban culture by being 

regionally based have to then cope with an opposite “blokey” culture associated with 

country life (D. Jones & Pringle, 2015; Saunders & Easteal Am, 2013), but this was not 

an issue raised by any of the women interviewed in my research. Some of the female 

practitioners who had worked in cities did not point to the maleness of the metropolitan 

environment, but simply said they had not thrived in the city culture where they found 

that the pressure-cooker environment of CCI involved high demands and inherent 

power structures that did not enable women. 

I lasted about 18 months in Sydney and it was about 12 months too long is 
what I’ve always said. I blame that on the events industry probably. 
(Practitioner C, theatre) 

Others were more specific about a way of working that was more female and the 

benefits of being away from the city. 

Let’s help each other get there. Which probably is more of a female 
approach too. I shouldn’t probably generalise, but it seems that way to me. 
Women are really great networkers. (Practitioner D, visual arts) 

I find it useful, being outside [of the city-based industry in publishing]. I 
know it’s critical distance as well, I suppose, as much as the land and the 
people, influencing what I write directly. There’s also an advantage in being 
away from the fray in terms of the publishing industry, and not 
participating in those discussions and not participating in the reduction of 
work that goes—again, particularly going back to women’s fiction, you 
know; it’s a bit of a joke but it’s a spurious joke that, you know, the number 
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of women’s books that are produced with women on the cover in discount 
department stores and not taken seriously, book sellers laugh at it and 
scratch their heads. Why, not only are the authors being treated 
disrespectfully but the readers are being insulted, because who reads most 
of this stuff? Women! And it’s almost like we need stickers on the front to 
tell us because we’re so dumb. To not be directly involved in those 
conversations and that kind of genre pigeonholing which can be very 
destructive mostly to women’s work, it’s good to be away from that. 
(Practitioner T, writing) 

In these cases, both of whom are women living in rural villages, the issue was not that 

the CCI culture in the region was more female-friendly, it was that they did not even 

have to participate in any sort of CCI culture. They were able to work on their practice 

without the influence of a work culture, enabling them to practise unhindered. The 

effects of being out of much of the creative milieu was that they did not have to deal 

with the gender complexities and biases that they had both previously experienced 

working in Sydney. 

The other aspect that emerged in relation to being away from the male culture of larger 

city-based enterprises was the way in which women in these businesses often found 

themselves in junior roles instead of gaining more hands-on experience. 

And she said to us the other day: ‘All my friends in Sydney who did the 
same degree at the same time as me, they’re all making coffee for 
executives, while I’m on air’. (Practitioner AG, radio) 

It can be argued that this is not entirely a gender issue. Entry-level jobs in the CCI are 

not confined to women, but the evidence shows that men have generally had more 

opportunity to progress to senior roles. Location appears to have an effect on this issue, 

with regional enterprises offering smaller and flatter structures that can enable women 

to succeed, without being put into traditional gender roles. This can be in spite of more 

conservative attitudes in non-metropolitan settings. The radio manager interviewed in 

this research was very proud of his record of being “ahead of the game”; when 

challenged many years ago by a presenter at a radio forum about needing to understand 

the future of women in the workplace, he was able to show that 16 out of 17 employees 

in his marketing department were women. The cool culture that can exclude women 

who may not wish to engage in out-of-work socialising, for example—either because of 
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disinterest or because of other commitments—is not so visible in regional settings and 

this can allow women to work on a more equal footing within the industry. 

A second reason that regional women in my research felt able to succeed was that the 

logistics of managing their lives became simpler when their support networks were 

easier to access. Some of this is due simply to the geography of regional centres in which 

people are often only a few minutes away from each other—even those living out of 

town on properties—and the close-knit relationships of small communities mean that 

women can draw on their network to help and support them with the logistical 

assistance they need to enable them to participate effectively in the creative workforce. 

Some of the women interviewed were juggling a career with having a young family, 

while others were managing the demands of having ageing parents. There was also one 

male practitioner who had moved back to the area to be “with his folks”. The flexibility 

of being regionally based gave these practitioners the ability to manage the balance 

required. Some of them did this by working independently at home where they could 

select their hours, while others were employed in workplaces away from the home. This 

does not assume that balance is easily achieved, but for some of the women 

interviewed, there was a sense that without this flexibility and support—whether 

through a lower cost of living or through the support of family and friends—they would 

be unable to practise. 

Because I was a single parent, and I hadn’t earned money from this when I 
came back to Australia, and I came back as a single parent when my 
daughter was 15 months old, and I was living at my parents’ place—…. I 
sometimes get a little bit envious of people who don’t have kids. They can 
work whenever they want, whereas, yeah, I stick to school hours. … I guess 
you either choose to live somewhere lovely, and quiet, with your family, or 
you have a life working really hard to earn enough money to survive 
somewhere glamorous. (Practitioner L, book illustration) 

[I have] four children who have spent their life growing up in the studio 
until their first day at kindergarten. …. So, everything I do now, probably 
takes five times longer or maybe 10 times longer because life is interwoven 
in my whole studio practice. And I love that. I really do. (Practitioner RD, 
visual arts) 

The benefits of networks between successful practitioners and the community go both 

ways. Several of the women interviewed commented on the way in which people in their 

community had embraced their creative practice with enthusiasm and generosity. 
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Friends and community seem to get something from being connected to a creative 

practitioner who is recognised beyond the region for their expertise and quality. Female 

networks are a strong part of this in regional communities. 

I know I have a much bigger following of people here in Orange. In fact, I 
generally feel that the people who keep me afloat are all the girls I went to 
school with who buy my books for everyone, which is great, and I’m very 
grateful. (Practitioner L, visual arts/design) 

And the ladies at Lake Cargelligo are actually a very supportive group. They 
come over every now and then when they can, even though N’s [local art 
teacher and mentor] stopped teaching. So, yeah, N will ring me up after a 
class, she’ll say, ‘I think you had an art class today. How did it go?’ 
(Practitioner Q, visual arts) 

Well, I was living in Sydney and it became less and less viable to live in 
Sydney. I had a young family when I came here, and so that I guess was an 
option. The fact that I’ve stayed here is probably because of the arts 
community here. I imagine I would have moved on from Bathurst had that 
not been here but actually, in the end, the lifestyle here is fantastic because 
you can also make theatre here. (Practitioner AN, theatre) 

The word-of-mouth communication that happens in small communities taps into the 

way many female practitioners operate and the way women network. 

From there I got some really great clients who also gave the opportunity, a 
platform to talk about what I do. So, they invited me to speak at their 
groups, so Zonta, Inner Wheel, you know. Fifty women in a room, a 
hundred women in a room, and it’s funny, I mean, my story’s no more 
interesting than the next person who is in a creative industry and… We 
moved to Orange when I was nine months pregnant with our second son. 
We moved on the Saturday, he was born on the Monday. You know, so 
little stories like that, and I quite enjoy public speaking, … that really gave 
me a nice filter through into a big part of the community where word of 
mouth, where that word-of-mouth recognition really kicked in. 
(Practitioner K, design) 

While it may be possible to also tap into these opportunities in a city, my argument is 

that it simply easier in regional communities due to the way in which regional women 

connect with each other. The support of community has allowed many women to feel 

welcomed into being able to have a professional practice in a regional area. 
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But the advantage of being in the regions is never mind the space, you have 
the opportunity, it’s a welcoming community, a supportive community, 
and a friendly community generally. (Practitioner C, theatre) 

This also extended to practical support. A female sculptor found that it was practical to 

operate in a small rural community partly because of the assistance and support she 

received. For example, her large sculptural work was forklifted by a local farmer and 

transported by a local metal company to Sculpture by the Sea. Although there may be 

less money in some rural communities available to go into the creative economy, in-kind 

support such as this can make a huge difference in making any practice viable. 

The third reason posited for regional practice being “kinder” to women was that creative 

practitioners can find the lower cost of living attractive. This in itself is not a gendered 

issue, but the ways in which many regional women were balancing their creative 

practice with other family demands meant that they had less financial pressure on their 

creative business, giving them more choice about the level at which they chose to 

operate. The cost pressures on city-based enterprises can mean that a full-time 

commitment is required, whereas many of the regional women in this study did not feel 

the need to work as many hours in order to make some profit from their business, giving 

them more time for family and friends. 

With my own personal creative practice, I draw and mixed media, painting, 
but also being a mum to three young children it’s really challenging finding 
a balance, and just finding the time and energy. (Practitioner AC, visual 
arts) 

I can live here and keep an eye on my parents while I work. I have a good 
work–lifestyle balance. (Practitioner X, design: fashion) 

I guess the original reasons were that we wanted two hours’ distance from 
Sydney so we could easily access our Sydney clients. It was budget, budget 
was part of the plan. It was the business community. It was the train line. 
Direct access for our family and friends to come up and down if they choose 
to as opposed to driving. (Practitioner AH, design: textiles) 

While the issues discussed earlier about precarity of work in the CCI can make part-time 

labour a problem in some contexts, it can be seen that in a regional context the lower 

costs of living created a more positive situation for many women in which they had 

control over the way they were able to manage their lives. 
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The final point about the way in which regional places offer different modes of operating 

for women is the need for regionally based women to use their creativity as part of their 

own identity. There has always been a strong craft practice among some rural women 

as well as in many artforms, but the cases that I found were more about women from 

the city who had moved to regional areas because of their partner’s work. Being able to 

develop their creative practice professionally often provided a focus. 

And it’s soul saving I think … I was probably the classic ‘farmer wants a wife’ 
type thing; I’m from the city originally and I come from a very artistic family 
background, so the whole idea of farming was completely new to me, and 
foreign, and so there’s been a big learning curve, but I think, to keep a part 
of yourself in an industry and an environment that is just so different and 
it’s so specific. I mean, you’re either born into it or you have a passion for 
it and then you really go for it, but if you don’t have those two of those 
things, it’s really, really hard to maintain your own sense of identity, 
because it’s such a strong identity—the identity of a farmer. It’s a very 
strong image and if you’re not—and I’m not, we’re chalk and cheese—but 
it works, so yeah, it’s really, really important. And I think you’re right, that 
there are a lot of women that have married farmers that have a really 
strong creative, because it’s this force to keep yourself, so I think they put 
that into their art, and so it’s quite strong actually. (Practitioner R, visual 
arts: photography) 

AG: But we found that women, people that were sitting at home, they’d 
been a manager director’s secretary in Sydney. 

AI: Their husband had been placed in, you know, the bank. 

AG: She was the Shell or the bank manager’s wife, … and suddenly women 
were managers in all of the radio stations, and business. (Practitioners AG 
and AI, radio) 

My research had already shown that the reason for some of the participants living in the 

region was because they had moved because of their partner’s work. In this context, it 

can be easier for women to lose some of their identity. Finding a way to practise as a 

creative gave them an identity and made them more visible in their communities in their 

own right. 

These factors do not necessarily mean that the women interviewed will all have stellar 

careers in the CCI, but being regionally based can be seen to provide a kinder 

environment for women, one in which they are able to work creatively in a way that 

nourishes them, whether it be economically, culturally or socially. 



232 

Age. The participants in my study represented an age variation ranging from 

practitioners in their 20s through to the oldest at 81. The number of older practitioners 

is consistent with findings (Australia Council for the Arts, 2017a) that regional 

practitioners are older than their city counterparts, although in my research the upper 

age bracket shows an even higher representation that that found in the Australia Council 

study. 

 

 

Figure 21. Age of Arts OutWest region interview participants. 

The lack of young practitioners clearly has an influence on the style of creative practice 

that is occurring in the NSW Central West region. Many regional areas lack young 

professional practitioners because early career artists often feel the need to embed 

themselves in locations where there are more opportunities to practise and learn. Many 

of the older practitioners in my study had developed their practice in other locations 

including Sydney, Canberra, Melbourne and internationally, and then decided to move 

regionally later in their careers. Sometimes this move was late-career in the final years 

before retirement, but there was also a wave of people who were moving regionally—

often back to the area they had grown up in—in order to raise their family. Those older 

practitioners who had maintained a regional practice throughout their working life had 
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been involved in opportunities in other parts of Australia or internationally. The older 

age of the regional practitioners frequently indicated lifestyle choices by people who 

had established their professional relationships and were now able to continue their 

practice in a regional environment. 

An exception to this that I encountered was a newly developed cohort of theatre media 

graduates in Bathurst who had decided to remain in the town after completing their 

degree at the university and to develop their practice from there. Several of these 

graduates had received Young Regional Artist Scholarships from Create NSW, were 

gaining international experience and were being mentored while being based in 

Bathurst. They were also being supported through a number of local channels such as 

Bathurst Memorial Entertainment Centre’s Local Stages program. 

To date, much of the writing about work culture and support for CCI has assumed a 

young workforce trying new things. But in regional settings we need to ask different 

questions about how we best support an ageing workforce and how we recognise their 

skills and experience. We also need to consider how we can create pathways for early 

career artists as well as offer something for those practitioners who want to come back 

to the regions after they have learned their professional practice. 

Cultural and linguistic diversity. The Australia Council for the Arts (2017a) report, The 

Arts in Regional Australia, shows that the percentage of artists from a non-English 

speaking background is highest in remote or very remote areas (16%), which is almost 

certainly due to the high number of Aboriginal artists speaking Indigenous languages. In 

contrast, the statistics for culturally and linguistically diverse (CaLD) artists in regional 

cities (8%) is lower than in capital cities (12%) and much lower in rural areas (2%). 

In the Arts OutWest region the CaLD statistics for the population also shows much lower 

rates than the national averages. The Australian Bureau of Statistics (ABS) 2016 Census 

statistics also showed that in all 11 of the local government areas (LGAs) in the Arts 

OutWest region the ancestry of the population was, in order, Australian, English, Irish, 

Scottish and German, so the multicultural mix that dominates cities such as Sydney and 

which is currently contributing to the emergence of diverse arts practice in Western 

Sydney, is greatly diluted in the Arts OutWest regional context. Within the Arts OutWest 

region, the Philippines and India are the two non-English based nationalities with the 
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highest representation. There are pockets of cultural activity from these groups, such as 

a Philippine dance group in Bathurst, a cultural exchange program between Parkes Shire 

and the Philippines, and a well-established visual artist from the Philippines based on a 

farm near the small town of Bogan Gate in Parkes Shire. However, the percentages of 

these CaLD populations are so small that it is difficult to claim any major impact on the 

creative milieu of the region. 

There were no strong CaLD issues that emerged from the interviews, although one artist 

did talk about the way his experiences of growing up in a migrant family have provided 

some material that was the subject matter of some artwork. The Central West has a long 

multicultural history dating back to the mix of people on the goldfields in the 19th 

century, and several of the artists had explored some of these themes in their work. One 

of these artists was concerned about the lack of diversity and the dominance of an Anglo 

interpretation of culture: 

I have to say, some people are not happy about what I’m doing now 
because I’m taking a post-colonial, feminist position about the masculinist 
history of this area and really some of the people who are trying to 
promote Forbes as a romantic, you know—‘this is where country’—you 
know, all that romantic rubbish about country, without looking at the 
brutality and violence on which it was established, about which, you know, 
rural Anglo Australia established the pastoral and agricultural industries, 
without the sexism and the racism and the xenophobia and all those sorts 
of things that are absolutely core and central to living in small rural 
communities. (Practitioner Z, writing) 

This builds on Soja’s (1996) concept of imagined places, with Practitioner Z arguing that 

the council in her area had been presenting an invented and over-romanticised image 

of the LGA that she is not prepared to buy into. Part of the imagined landscapes of rural 

Australia include a troubled history with a narrative that does not serve new 

development well, but Practitioner Z feels that this needs to be addressed in order to 

support progress. This highlights the idea that the lesser level of cultural and linguistic 

diversity in regional areas can result in a narrow view in the interpretation of regional 

stories. It also raises questions about whether there has been a “whitewashing” of 

cultural history in regional places due to the hegemony of white European, 

predominantly Anglo culture, diminishing the potential vibrancy of regional practice. 

The other issue that the smaller representation of CaLD artists in regional areas raises is 
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that of adequate support for those artists who are from a CaLD background. When non-

English speaking backgrounds are rare within the general population, it is important that 

CaLD artists are not marginalised as they may have less opportunities to access artistic 

and creative development. 

Practitioner Z raised the issues of colonisation and the uncomfortable relationship that 

Australian settler communities have with the past. This is particularly evident in the area 

of Aboriginal culture, as discussed below. 

First Nation practitioners. Conversely to the situation with the CaLD population, the Arts 

OutWest region has a much higher population of Aboriginal people than the averages 

for NSW or Australia. 

 

 

Figure 29. Aboriginal and Torres Strait Islander population statistics for the Arts 

OutWest region, New South Wales and Australia. Source: ABS 2016 Census. 

The Arts OutWest area averages an Aboriginal population rate of 7.1%, but there are 

substantial differences across the 11 LGAs in the region, with Lachlan Shire having a rate 

of 17.7% down to Weddin Shire with 3.1%. 
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Figure 30. Aboriginal and Torres Strait Islander population statistics in the 

11 Arts OutWest local government areas. Source: ABS 2016 Census. 

The entire Arts OutWest region is Wiradjuri land. Wiradjuri people are known as the 

people of the three rivers: the Wambool (Macquarie River), the Kalari (Lachlan River) 

and the Murrumbidgee. The Wiradjuri region extends well beyond the boundaries of the 

Arts OutWest area, and they are the largest Indigenous group within NSW. There are 

areas of high activity in Aboriginal arts in towns such as Condobolin and Lake Cargelligo 

in Lachlan Shire, and Peak Hill in Parkes Shire. Wiradjuri culture is present throughout 

the region despite the fact that the culture is still being rebuilt after being decimated 

when the region was colonised, and there are a number of significant massacre sites in 

the Arts OutWest region. While Wiradjuri people work to re-establish their culture and 

their language, there is increased interest from the non-Aboriginal population in 

learning about and understanding this culture, although there is still much to be done in 

the area of reconciliation. In the region, CSU, as well as other educational institutions 

and schools, are now teaching Wiradjuri language. In several of the larger towns, 

particularly places that have been re-settlement sites for Aboriginal people, there is a 

mix of Aboriginal people with not all of them being of Wiradjuri background. 

Arts OutWest receives funding from the Australian Government to support Aboriginal 

arts practice through the Indigenous Visual Arts Industry Support (IVAIS) program, and 

the Aboriginal practitioners interviewed had benefited from professional development 

training offered through this program as well as opportunities to exhibit their work and 
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participate in projects. For them, being regional meant “being on country”, being based 

in the ancestral lands they felt connected to. 

It’s where I was born. It’s my country and my mother’s country and my 
grandmother’s country. (Practitioner B, visual arts) 

I do paint as Wiradjuri, the country. And the country does speak to me in 
my paintings. (Practitioner AA, visual arts) 

The region has a strong weaving tradition. There are women’s weaving groups in 

Condobolin and Orange who are successfully exhibiting and selling work. Painting is also 

widely practised in the Aboriginal community, and many of the Aboriginal people do not 

see their visual arts as being separate from the broader issue of their culture, so that 

some of those who are painting do not classify themselves as artists. Within those 

working as professional artists, there has been a stronger awareness develop in recent 

years that their practice can entail any style and genre. Previously there had been a 

strong expectation that Aboriginal artists need to do “Aboriginal art”, which was seen as 

dot painting. In recent years there has been a realisation that the dot style of Aboriginal 

painting does not come from this region and artists have worked to find their own style. 

In Peak Hill an Aboriginal artist has been exploring the use of Wiradjuri iconography. 

Another artist near Bathurst has used the theme of the stolen generation while another 

in Mudgee has developed a practice of doing installations on contemporary themes such 

as the effects of mining on the environment and issues of Aboriginal children in care. 

Yes, I think that, I think in terms of arts generally, they—I don’t get asked 
as often when I’m going to do real Aboriginal art again. I think people can 
see that this is Aboriginal art, this is contemporary art. Art’s just not a 
painting on canvas hung on the wall, and so I think that’s good because 
people can see that there’s more out there than just paintings and stuff. … 
I think for our community at home, they can relate to the works that I’m 
talking about, so the work I did for instance about Aboriginal children in 
out-of-home care, so that exhibition that I had didn’t have any wall text, so 
there was no artist statement explaining the work, but it was interesting to 
watch the people who came in who were caring for kids, they got it straight 
away without—they just got it. They’d looked at it and they were able to 
say, ‘Yeah, that’s exactly right’. So, I think for them it’s giving them, it gives 
them a voice as well and they can relate to it. (Practitioner B, visual arts) 

The work that this artist does is an example of a process that is happening as artists 

address challenges that stem from colonisation and the contemporary issues that they 
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deal with. The other point that emerged in interviews was the great interest from non-

Aboriginal artists in working with Aboriginal artists and learning from them. Many 

regional people also felt a strong connection to country too, while acknowledging that 

this may not be in the same spiritual way in which Aboriginal artists may view their 

connection to country. 

If I cite an example say of the ‘Cool Burn’, opening up the awareness to the 
public as to the extraordinary work that Indigenous people are doing on 
country to better the health of the country and through it being, by 
creating a visual document through a group of both Indigenous and non-
Indigenous artists locally, you know providing that type of visual language 
for an audience to see, has got huge benefits. (Practitioner PC, project 
management) 

Disability. Although there are artists with disability successfully working in the region, 

my research did not uncover any new insights into their practice and the influence of 

place on their practice. In 2016 Arts OutWest established a group for artists with 

disability interested in developing their professional practice. When a public call-out for 

artists was done, there was an overwhelming response from people interested. The aim 

of those artists was to develop their work and gain recognition in the professional 

mainstream so that they were not considered as an artist with disability, but just as an 

artist. An awareness of the challenges and barriers these artists face is important in 

assisting them to achieve their goals. The challenges of finding opportunities that are 

accessible in all ways to artists exist in all sorts of settings, but the physical challenges 

for regional creative practitioners—of distance, limited transport and infrastructure—

can further increase the difficulties of achieving on an even footing with other artists. 

None of the practitioners interviewed in this research brought up any issues of disability; 

the practitioners selected for the study were chosen because they were successfully 

operating at a professional level and the omission of practitioners with a disability 

reflects the barriers that they face in creating a profitable creative practice. A 

recommendation is that further work should be done in this area that was beyond the 

scope of my research. 

In terms of policy practitioners, in my research all were highly supportive of the need to 

support diversity in the regional creative workforce, although few made specific 

comments. There was a sense that diversity issues needed to be targeted, at the same 
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time ensuring that one of the goals was to support any marginalised groups to 

participate in the mainstream of cultural and creative activity as summarised below: 

I agree, in terms of always looking at making it mainstream for everything 
you do, it’s an opportunity regardless of cultural background, that you are 
really pushing for—and that comes back to career pathways—so that if 
someone is skilled, that you’re making sure those opportunities are open, 
regardless of cultural background. (Policy Practitioner P12) 

This concludes the research into the lived experience of regional practitioners in relation 

to the 20 themes of CCI strategic action. An exploration of what this means for 

supporting regional practice in the future will be discussed in the final chapter. 

Innovation and creativity.  

In looking at the role innovation plays in the NSW Central West, only a few of those 

interviewed raised the importance of innovation and the role that it had played in their 

own practice. One participants, Practitioner Z raised her history in innovating through 

the creation of an “eco-university”: 

You’re talking about arts practitioners innovating in that way. And that was great 
because I was able to blend science and the arts at the eco-university seasons 
that we had. 

Practitioner Z has now put together a collaborative long-term project using astronomy 

that links science, art and traditional Aboriginal learning. 

Practitioner G spoke about her involvement as a director of Cementa Festival. This is a 

festival that is focused on contemporary arts practice, but they have established several 

projects that are experimental and innovative. One of these is the Kandos School of 

Cultural Adaptation which “is a collective that supports artists and others who are 

experimenting with adaptive cultural change. It aims to support creative work 

that reaches beyond the familiar contexts of art to investigate new ways of acting 

in the world” (https://www.ksca.land/). Not only is this an example of innovation 

and creativity, but it is firmly rooted in space and place, including projects such 

as hydrology in the Capertee Valley and another in which Capertee’s Land Studio 

aims to blur the boundaries between arts, farming and land generation. Another 

spin off is Fermenta Festival, a partnership that brings an arts organisation 

together with food, wine, farming and tourism.  

https://www.ksca.land/
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Another example of innovation that I encountered and became involved in is the 

work being done by Extended Reality Collaborative – XRC, based at Charles Sturt 

University. Working across augmented reality, virtual reality and mixed reality, 

the work is regionally based and is working in areas of innovation that are often 

strongly connected to rural issues. For example, student Bernard Higgins has 

produced extended reality work that explores Aboriginal culture, but has 

produced other work that educates and interprets the very rural issue of Hendra 

virus. XRC demonstrates how regionally-based work can innovate at both at san 

international level or a local level, working in the fields of social sustainability, 

environmental and food and agricultural sustainability and in health and 

wellbeing. 

Arts OutWest has also aimed to work in innovative ways in health and wellbeing. 

Our Wiradjuri signage and artwork program at Lachlan Health Service created a 

template for ways for other hospitals to address issues of Aboriginal 

disengagement through creative processes. We are currently working on a three-

year project to address the issues of small rural hospitals to access health 

experiences for their residential aged care services by developing best practice 

online delivery approaches and trialling many different artforms using online 

platforms.  

Other examples of doing things in different but place-appropriate ways include 

agricultural companies who now take wool fleece right through to the design and 

manufacture of garments, interesting re-cycling and upcycling fashion projects 

and fibre artists experimenting with dyes made from local natural item.  

An area of innovation that I was unable to identify in either the interviews or the 

observation was the possibility of establishing completely different business 

models. People did not use the language of social enterprises even when some of 

their work was focussed on social outcomes but there is opportunity to explore 

ways of working that move away from the standard economic model of CCI 

through processes such as gifting, bartering, symbolic exchange, or a cultural 

commons approach that works on the principle of shared culture.  Exploring these 
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options may be the next step to follow on from this research, but in this study , 

regional creative practitioners were more concerned with having enough tools 

and skills to be able to survive in the current CCI model.  
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Chapter Seven: 
 

Findings and Conclusion 

Cultural and creative industries can operate successfully when located 
away from major metropolitan centres, as shown by the case study of the 
NSW Central West region. Their impact includes economic value but is also 
highly important in terms of the social and cultural input into regional 
communities. There are different priorities within policy for ensuring that 
regional creative enterprises can maximise their opportunities, and 
applying the 20 themes of policy development shows numerous matters 
that need to be considered when developing approaches that will provide 
suitable support for non-metropolitan places and their creative activity. 

The starting point for this research was place and policy. Bourdieu’s theory of practice 

has provided a framework in which the habitus of regional creative practitioners has 

been explored; the influence of economic, cultural and social capital considered; and 

the conditions of the regional cultural and creative industries (CCI) context examined to 

provide not just an understanding of the way in which creative practitioners in one case 

study region operate, but the ways in which policy and strategic action can influence 

and support this practice. Using the input from people involved with both the 

development and the implementation of creative policy and practice in different 

geographic locations throughout New South Wales (NSW), the research is also relevant 

to other non-metropolitan contexts with learning that has the potential to be 

transferred into other settings. 

The mixed methods bricolage approach to this research has provided a mix of data that 

produces a picture of regional practice in the Arts OutWest region in the NSW Central 

West. The development of a policy scaffold that identifies the prevalent themes of 

existing CCI policy provides a new framework that can assist those working to support 

CCI to find approaches based on the unique conditions of any location, regional or 

otherwise. An area for future research is the further testing of this Action in Cultural and 

Creative Industries Support Scaffold (ACCISS), created as part of this research and 

presented in Appendix F. 
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One of the overall findings of this research was that creative practice is active in the 

regional NSW Central West area of this case study, but that creative practitioners do 

experience differences in the way they work. They are less likely to appear in the official 

Australian Bureau of Statistics (ABS) statistics of the creative economy and so tend to be 

overlooked in much of the discussions at state or national levels, but even at a local level 

they are poorly understood. Regional CCI are mostly made up of sole traders and small 

businesses, and they rarely experience the economic benefits that are likely to give them 

much influence within these broader narratives, but at the local level they make a 

difference to their communities. This recognition points to a need to reduce CCI activity 

to only recognising the economic value thus avoiding neoliberal approaches that over-

emphasise the role of economic value in making a case for supporting and developing 

the existing CCI practice in regional areas, and instead highlights the need for nuanced 

and varied approaches to CCI that allow regional places to also enjoy the cultural and 

social benefits that flow to their communities. Although this research shows that even 

within regional areas creative activity is dominated by the larger regional cities, small 

rural villages are able to act as “hot spots” and support far greater creative activity than 

might be expected. Understanding the reasons that these small hot spots are able to 

succeed requires further research. 

The biggest enabler of creative practice in the NSW Central West region emerged as the 

lower cost of living, which also contributed to the motivation for creatives to be 

regionally based, along with other factors such as regional lifestyle and access to natural 

resources and places of beauty. This is a fundamental part of the habitus of many, 

although not all, regional creative practitioners and demonstrates the way that they 

flourish when they are well adjusted to the field in which they operate. The sense of 

being part of a close-knit and supportive community was also seen as one of the great 

advantages of being regionally based, although not entirely without its drawbacks. The 

challenges of isolation and distance were prominent and are areas that strategic action 

needs to consider, to mitigate these disadvantages through interventions including 

networking and access to training and support. 

Within the 20 policy themes identified in this research, some proved to have little 

interest among the creative practitioners working in the CCI sector who were 

interviewed for this study, although in some areas the policy interviewees saw these 
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issues more strategically. Areas of intellectual property (IP) and international trade were 

not irrelevant, but the lack of personal experience with these issues meant that most 

practitioners had little to say on these matters. This does not mean that these matters 

should be entirely ignored in any CCI development programs but rather that the starting 

point for discussion may be one in which involves raising awareness of the possibilities 

for such activity on intellectual property. 

The concept of “cluster” – a geographic concentration of creative enterprises to cross-

stimulate activities, pool resources and realise economies of scale - which I argue is too 

often the go-to approach of local policymakers, needs to be further interrogated but 

was well-liked by many practitioners and policymakers in the study. While regional 

creative practitioners may be seeking ways of addressing isolation, establishing physical 

clusters may not provide the easiest or most effective solution. For this reason it 

recommended that options of establishing collaborations be established that are not 

dependent on physical spaces and which could include online collaborations, virtual 

clusters and shared resourcing and cross-sector clustering all be considered instead of 

the traditional clustering model. Infrastructure was even more important to most of 

them, and there was a sense that this was an area for further development—but it 

needed to be accompanied by investment in the people who work in that infrastructure. 

The study also resulted in a recommendation that more work be done to ensure that 

different departments of councils work together to support compliance in the 

development or renovation of cultural infrastructure. 

In the study, there was interest from the region’s practitioners for the activation of 

disused spaces, contributing to a placemaking agenda which is in turn connected to a 

burgeoning creative tourism sector. The research showed that while many placemaking 

projects are instigated from an economic perspective, creative practitioners are more 

interested in exploring place from the point of view of a personal relationship with it. 

While placemaking may be seen as a constructed intervention, the factor of place is part 

of living and working in the region. This was especially strong for the Aboriginal 

participants in the research. Placemaking was the area that most strongly benefitted by 

a consideration of Soja’s imagined geographies because of the need to find 

representations of the true identity of regional places rather than idealised visions and 
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while these versions of places may be useful to the tourism industry, placemaking is at 

its strongest when it helps the residents of that place to interpret their location. 

Networking remains one of the most important strategic actions that can be taken to 

address regional issues of isolation. The opinion of participants was divided about 

whether this needed to be face-to-face or whether it could be virtual. In large regions 

such as the Arts OutWest area there may be increased willingness to interact online than 

previously experienced, which can help to overcome the large distances, particularly for 

those in the more remote parts of the region. Fortunately, the research also showed 

that the problems of broadband connection have been greatly reduced from previous 

levels, increasing the viability of connecting across as well as beyond the region. 

There is a need for greater awareness of the CCI sector and this needs to be promoted 

to local decision makers. This issue is complicated by the evidence that many working 

within the sector have a poor understanding of what constitutes the CCI, and the 

participants in the sector are inclined to use the arguments of an arts agenda rather than 

that of the CCI. The research showed that a stronger evidence base of the value of the 

sector in terms of economic, cultural and social outcomes is needed, with examples of 

local success important to influence policymakers. To achieve this, a greater awareness 

of the work done in recent years to develop frameworks for measuring and assessing 

this work is required. The problem confronting regional CCI is that the strong 

representation of practitioners associated with the arts-end of the CCI spectrum, even 

within that, a large component of handmade traditional product, leaves many 

practitioners disenfranchised from and disconnected to CCI policy and debate. The 

participants in this study demonstrate this as do the statistics for the region. Regional 

places need to make decisions about what their CCI can be and determine a course of 

action that reflects this. This can mean celebrating the handmade, the traditional and 

even the rustic, and building campaigns around this. Alternatively, they can identify 

opportunities for new technologies within the creative sector, mass distribution of 

product as increasingly people realise that they can operate from non-metropolitan 

locations and maintain wide national or international clientele. It may be possible to 

support a combination of these two very different approaches, but unless the CCI is 

identified, promoted and supported as a sector of value to regional communities, 

regional CCI sectors will continue to languish as the poor relations to city-based CCI. 
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The role of councils in regional areas is extremely important. Differences in council 

expertise and interest in cultural development is one of the factors in the uneven 

provision of cultural and creative sector support across NSW. While this is most apparent 

in terms of cultural infrastructure, councils also have a role to play in employing cultural 

staff, supporting social outcomes in their local government area (LGA) through creative 

interventions, and assisting in the measurement of impacts. Councils can also play a role 

in supporting private developers of cultural infrastructure, especially in the rea of 

building compliance. 

The encouragement of entrepreneurism is another area that could be better supported 

through strategic action. Entrepreneurism involves a set of attitudes and behaviours 

which, over time, from an essential part of the habitus of many creative practitioners, 

but did not make up the habitus of many of the participants in this research. The field of 

regional practice appears to be an important factor, providing a set of circumstances 

that appear to lessen the economic need of practitioners. The lack of business skills in 

arts graduates was an area of concern, and it could be addressed both by introducing 

more training within universities but also by ensuring that creative workers can access 

training and career pathways on the job. It was recognised that this is more difficult 

when operating as a freelance worker. The input of professional bodies to training in 

business skills, IP and workers’ rights needs to be supported and their services need to 

be accessible to regionally based creatives. There is potential for training to give those 

in the sector a better understanding of the benefits available to them through the 

taxation system, but there is also an opportunity to look at other models of taxation 

internationally and to lobby for other support mechanisms for creative businesses and 

individuals to be introduced.  

Access to finance funding is approached very differently across the CCI sector, 

depending on the relationship to either the commercial or subsidised part of the sector. 

For those working within arts funding models, there was a sense that the availability of 

grants has decreased. For arts organisations, small populations make it harder to build 

sustainable models of practice that are not grant reliant. There was, however, an 

optimism from many practitioners interviewed that the NSW Central West is on the cusp 
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of exciting growth and development with more metropolitan creatives choosing to 

relocate to the region, particularly to the two largest centres, Bathurst and Orange. 

With no creative incubators in the Arts OutWest region, there is scope for exploring 

whether this is needed. The role of other partners in such a venture would need 

consideration, such as the region’s university (Charles Sturt University [CSU]), the 

Technical and Further Education (TAFE) sector and regional development bodies. This is 

an area that could be considered in relation to other sectors, particularly as this research 

revealed that there are strong links in the region to other sectors including health, 

agriculture and cultural tourism.  

Education is one of the most important policy avenues for developing regional CCI. The 

type of education needed is not specifically in artform development, but rather in 

ensuring business skills are provided to creative practitioners. This needs to happen 

throughout the career trajectories of creative practitioners with constant updating. 

Mentorships can also provide development opportunities for regional artists. While 

training may be undertaken by various industry bodies or support organisations such as 

RADOs, the opportunities to link practice with universities is vastly under-explored. 

These opportunities are most apparent for the regional universities but with an increase 

in willingness to access online education, there is no reason why the links to all 

universities including city-based institutions could not be established. Alongside these 

avenues of formal education, the role of CCI champions needs to be explored in regional 

areas. Champions will be instrumental in getting people to understand ways of moving 

from arts practice to CCI practice in terms of product, distribution and identity. In the 

NSW Central west there were people interviewed for this research that would make 

suitable champions.  

Although precarious work did not emerge in the study as a big issue, there is 

nevertheless a need to ensure that the insecure nature of creative work is better 

understood. With the region supporting an older, more female workforce, it is important 

that any barriers related to this are addressed. However, it appears that the regional 

context does well at supporting these workers in a way that is kinder than that 

experienced in cities. In terms of cultural diversity, the biggest issue that emerged was 

the need to be aware of the detrimental effects of colonisation to the Aboriginal 
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population and to ensure that Aboriginal artists are supported to make, show and earn 

income from creative practice. The research showed that investigation into the effects 

of regional location on artists with disability is an area for further study. 

There have been other regional studies that have considered the role of policy, but they 

have done so from a big-picture perspective. This study drilled down to a level of detail 

within the implementation of policy. This is the type of research that is most useful for 

those who work at a local level, who are seeking ways of supporting the CCI but who 

need to know the options available to them. The findings provide a scaffold to help 

policymakers find their own local solutions, developed to fit the particular circumstances 

of their location. The research was aimed at addressing the appropriation of ill-fitting 

policies designed predominantly for non-metropolitan areas. It aimed to work on an 

approach that required instead an interrogation of the issues and features of a local 

situation. 

In some ways the findings show a disjunct between the aspirations of creative 

practitioners to pursue artistic and creative endeavours because they are driven to, and 

the reduced opportunities from their location that influence their habitus such as having 

less opportunity to earn high income or to interact within a creative milieu. The 

dispositions of creative practitioners indicate not everyone is suited to the regional 

environment, but those that are suited, develop a way of working that finds ways of 

compensating for the barriers that the environment present – especially isolation, 

distance and reduced opportunities in relation to their market, their professional 

development or the ability to collaborate. The interplay that regional practitioners 

experience between these pros and cons becomes its own habitus, shaped by the 

influence of place. 

By considering Bourdieu’s three forms of capital – social, economic and, in particular, 

cultural capital, we further understand the inequalities within the creative economy that 

derive from location. We also can understand that while much of the activities of 

creative practitioners in regional and rural locations may not differ greatly from those in 

other places, those who participated in this study of the NSW central west demonstrated 

that the habitus of these practitioners is not the same as either their city-based 

counterparts or those in more regional locations. The study of this quite ‘normal’ slice 

of regional NSW is important because it does not represent the extremes of other 
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studies but instead offers insights into an area that is active but not outstanding in its 

level of CCI activity. It also concludes that interventions of education, training and linking 

to universities can strengthen the sector, as can the building of awareness of a CCI 

identity in regions, but that some of the ‘go to’ approaches common in CCI development 

may not be the best, most place-appropriate way of providing suitable development 

unless linked to a broader regional economy that allows CCI activity to interact with 

other regional sectors. This study also shows that neo-liberal approaches focussed only 

on economic outcomes will not be as place-appropriate as those that strongly value, and 

measure the value in order to show the worth, of cultural and social benefits of CCI. 

Using a scaffold of mechanisms to support CCI development will assist in a 

comprehensive view for the many ways in which all three areas of capital can be 

harnessed to make regional creative practice successful. It works on empowering local 

people to make local decisions about how to support their CCI sector instead of 

predicating actions based on metropolitan practice by people with no lived experience 

of regional life, thus eschewing the problems of basing policy on Soja’s concept of 

imagined geographies. 

 

This research has been able to comprehensively represent the creative practice of one 

non-metropolitan region of NSW in Australia. After showing that CCI are indeed 

functioning away from metropolitan settings—and revealing their different attributes, 

which may therefore require alternative ways of support and development—a 

framework has been provided that can contribute to our knowledge of developing 

place-appropriate approaches to regional CCI. 
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Appendix B: 
 

Interview Participants 

Creative Practitioners 

Practitioner Creative Practice Location Workspace Interview date 
and place 

A Theatre director  Regional city Theatres, rehearsal 
spaces, various spaces 

13/10/2013 
in AOW office 
and 
26/06/2020 
on Zoom 

B Visual artist, arts 
worker 

Regional 
town 

Home, travels 
throughout the region 

3/04/2017  
in AOW office 

C Theatre technician 
and director 

Regional city Theatres, various 
spaces 

3/12/2013  
in AOW office 

D Visual artist Village Own studio 30/06/2016 
in her studio 

E Visual artist Small town Own studio 19/09/2013 
at her home 

F Advertising and 
marketing business 
owner 

Small town Professional office  28.02/2017 in 
café next door 
to her office 

G Visual artist, arts 
worker 

Small town Home, travels through 
region 

15/03/2017 
and  
24/06/2020  
in my home 

H Musician and 
composer 

Regional city Home, music venues 
throughout the 
country 

20/01/2017 
at his home 

I Visual artist, 
writer, gallery 
owner 

Regional city Gallery 28/09.2016 
In his gallery 

J Visual artist Village Own studio 25/06/2020 
in AOW office 

K Design: millinery Regional city Own studio in garage 
at home 

14/11/2013 
In her studio 

L Book illustrator Regional city Own studio in back 
yard at home 

31/10/2013 
In her studio 

M Design: furniture 
and instruments 

Rural Own studio (shed) on 
the farm 

5/03/2015 in 
his house 

N Visual arts Rural Own studio on a rural 
property 

2/04/2016 
outside her 
studio 

O Transmedia 
(linking film, 
games, media) 

Village Home, travels for jobs 25/07/2015 by 
written 
response 

P Visual arts Regional city Studio in artists’ 
collective 

31/10/2013 in 
her studio 
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Q Visual arts Town  Own studio in back 
yard of home 

18/03/2016 
In her home 

R Photographer Rural In her home on a farm 13/02/2014 in 
her home 

S Music venue 
owner 

Town Hotel 30/09/2017 
in hotel 
meeting room 

T Writer and 
publishing editor 

Village Home 28/09/2016 
In a café in her 
village 

U Graphic design and 
website 
development 

Regional city Professional office 30/10/2013 
in her office 

V Graphic design Regional city Office space at home 14/11/2013  
in AOW office 

W Visual arts, theatre Town At home and in hired 
space 

30/09/2017 
in hotel 
meeting room 

X Design: fashion 
accessories 

Village In a studio in home 
garden 

18/09/2013  
in her studio 

Y Circus  Regional city PCYC, festivals, theatre 12/12/2016 
in AOW office 

Z Writer Town Home 5/10/2015 
at her home 

AA Visual arts and 
Wiradjuri language 

Town  Home  23/06 2016  
in AOW office 

AB Design: textiles and 
wallpaper 

Regional city Home studio 16/01/2017  
at her home 

AC Visual arts and 
community 
projects 

Town  Home 5/02/2016  
in AOW office 

AD Graphic designer, 
website developer 

Regional city Professional office 30/10/2013  
in her office 

AE Creative projects 
manager 

Village and 
rural 

Home and project 
space on a property 

29/01/2016  
in AOW office 

AF Visual arts Rural  Studio (shed) on a 
farm 

24/03/2017 
in her home 

AG Radio Regional city At a commercial radio 
station 

5/09/2016 
at his home 

AH Design: textiles Regional city In a studio set up in a 
garage at home 

27/11/2013  
at her home 

AI Radio Regional city At a commercial radio 
station 

5/09/2016 
at her home 

AJ Design: textiles Regional city In a studio set up in a 
garage at home 

27/11/2013  
at his home 

AK Music (performer 
and conductor) 

Regional city Music venues 11/11/2017 
at 
performance 
venue 

AL Photographer Town Travels throughout the 
region 

23/09/2016  
in AOW office 
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AM Aboriginal culture 
and community 
projects 

Town Community space 30/09/2017 
in hotel 
meeting room 

AN Theatre  Regional city Professional theatre 1/11/2013 
in AOW office 
and 
26/06/2020 
on Zoom 

AO Writing, literacy 
consultant 

Rural/bush 
outside a 
regional city 

Home 28/06/2016  
in AOW office 

AP Music Regional city Music venues 28/06/2020 
at her home 

 

Policy Practitioners 

Policy practitioner Area of work Interview date and place 

P1 NSW Regional arts development (state) 25/07/2017 in office 
and 
25/06/2020 on Zoom  

P2 NSW Regional arts development (Northern 
Rivers) 

25/0702017 in Sydney  
and 
25/06/2020 on Zoom 

P3 NSW Regional arts development (Mid-North 
Coast) 

26/02.2020 at Arts Exchange, 
Sydney 

P4 NSW Regional arts development (North-
western NSW) 

25/06/2020 on Zoom 

P5 NSW Regional arts development (North 
western - outback NSW) 

25/06/2020 on Zoom 

P6 NSW Regional arts development (Western 
NSW) 

25/06/2020 on Zoom 

P7 Consultant on cultural development, working 
with councils 

26/06/2020 on Zoom  

P8 NSW Regional arts development (South-
eastern NSW) 

25/06/2020 on Zoom 

P9 NSW Regional arts development (Eastern 
Riverina) 

25/06/2020 on Zoom 

P10 NSW Regional arts development (Western 
Riverina) 

25/06/2020 on Zoom 

P11 NSW Regional arts development (Murray 
region) 

25/06/2020 on Zoom 

P12 NSW Regional arts development (South-
western NSW) 

25/06/2020 on Zoom 

P13 NSW Artform panel assessor for Create NSW 
(based in NSW Central West) 

26/06/2020 on Zoom 

P14 NSW Artform panel assessor for Create NSW, 
council staff (cultural services) (Based in NSW 
Central West) 

26/06/2020 on Zoom 

P15 Council management staff (cultural services) 
(based in NSW Central West) 

28/06/2020 on Zoom 

P16 Council management staff (cultural services) 29/06/2020 on Zoom 
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Appendix C: 
 

Information and Consent Forms 

1. Information and consent form developed for ethics approval, May 2013.. 
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2. Participant Information Statement developed for the second Ethics approval, June 2020. 

 

 

 



287 

 

 

 

 



288 

 

 

 

 

 



289 

3. Consent form for second ethics approval, June 2020 
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Appendix D: 
 

Interview Questions 

 

2013 – 2017 interviews with creative practitioners. 

 

 

  



291 

2020 additional interviews with policy practitioners and creative practitioners. 
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Appendix E: 
 

Policy Documents 
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Appendix F: 
 

Action in Cultural and Creative Industries 
Strategic Scaffold 
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Appendix G: 
 

Constructed databases 

Screen shots from the databases constructed for this research to assist with the analysis of 

policy documents. NVivo was also used but the more visual nature of these databases was 

helpful in organising coding. 
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