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initiative would like to acknowledge the 
Wurundjeri and Dja Dja Wurrung peoples of 
the Kulin Nation as the traditional owners 
of the lands on which central aspects of 
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emerging, recognising that Aboriginal and 
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project of decolonisation.
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Creative Ecologies is a collaborative  
investigation into what makes Australia’s 
creative cultures tick. The aim is to 
understand what it takes to build thriving 
creative communities and develop tools 
to foster their growth.
The goal of the project is to develop a simple way of articulating 
the complex ways creative ecologies operate. Core to this will be 
highlighting connections to the wider society and demonstrating 
value beyond purely economic indicators.

The long-term ambition of Creative Ecologies is to expand our 
understanding and appreciation of creative exertion – and have 
its central place in Australia’s national character recognised. It will 
do this by developing and raising awareness of a framework and 
resource for policymakers, practitioners and advocates. This will 
be a live, interactive visual map of the nation’s creative ecologies, 
combining data, case studies and avenues for connection across 
the sector.
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The process

01—Investigation 
2018
Define the attributes that drive creative ecologies.

02—Development 
2019
Create a tool for practitioners and policymakers.

03—Implementation
2019–2020
Launch and promote the resource.
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This report collects the outcomes from 
the investigative stage of the project, 
highlighting what we have learned so far 
and how this will shape the development 
of the Creative Ecologies tool.
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What’s been done so far

Literature review — 89 pieces of academic literature 
reviewed. Sector survey — 370 respondents from 
around the country completed the online survey. 
Depth consultations — 13 one-on-one discussions. 
Workshops — Three interactive sessions conducted at 
Artlands Victoria in October 2018.
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What we learned

— Creative industries have swallowed arts and culture
— Demonstrating non-economic value is difficult
— There’s no agreement on measures of success
— The sector defies definition and categorisation
— Longevity and sustainability are constant concerns
— The greatest opportunities are at the local level
— It’s all about connectivity (and relationships)
— There’s no one culture
— Funding is a fraught issue
— What’s needed depends on your point of view
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The term ‘creative industries’ was first introduced as a peripheral 
component of the Federal Government’s Creative Australia policy 
in 2013. Since then it has moved to centre stage of the public 
policy discourse. Arts and cultural production has been lumped 
in with other creative commercial activities. And while they are 
connected, the touted economic benefits are almost exclusively 
concentrated in the ‘industry’ end of the creative industries. This 
shift has narrowed the lens through which cultural production is 
viewed and valued. 

This amalgamation prioritises economic impact above cultural and 
community benefit. Conflating the different types of labour and 
their output in the single basket of ‘creative industries’ means there 
can be no nuance in our understanding of the relationship between 
creativity in the cultural sector and economic value generation —01.

01—Lee, H. (2017). The political economy of ‘creative industries’. Media, Culture & Society, 39(7), p. 1085.
02—Throsby, D. (2018). Art, Politics, Money: Revisiting Australia’s Cultural Policy. Platform Papers, 55, p. 9.

The creative industries have 
swallowed arts and culture

‘ ... in these circumstances 
policy becomes drained of any 
relevance other than as a servant 
of the economy.’ —02  
David Throsby,  
Distinguished Professor of 
Economics at Macquarie 
University
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While it is important to note their economic impact, the benefits of 
creative activities extend far beyond monetary terms. Creative and 
cultural practices are more than their material outputs, and their 
effects on the community are more than their economic value. 

Measures of success must be relational. Producers, audiences and 
policymakers all contribute in different and often intangible ways. 
To accurately account for a cultural endeavour’s impact, these 
perspectives must be considered—03.

Many participants in the consultations were exasperated by 
the limited lens through which the value of their organisation’s 
work could be expressed. While they had mechanisms for 
acknowledging the breadth of their impact internally – for example, 
celebrating community wellbeing, health and connectedness 
– there’s a tendency for these to be reduced to the economic 
metrics required by funding or governance bodies. Something’s 
being lost in terms of value.

03— George, J. (2015). Examining the cultural value of festivals. International Journal of Event and Festival Management, 6(2), pp. 123–124.

Demonstrating value outside of 
economic terms is difficult

‘ The value of these programs isn’t 
going to be in the data.’  
Arts organisation manager,  
Creative Ecologies consultation 
(2018)
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There needs to be a sharper focus on the social and cultural 
aspects of creative practice. Consideration needs to be given to 
how creativity and creative communities contribute to cultural, 
political and economic autonomy—04.

This notion was backed up through the survey and consultations, 
were many highlighted the difficulties they faced in trying to 
measuring success quantitatively. They were aware of the social 
value and impact of their work, but struggled to benchmark and 
prove its worth. 

It’s clear that success and failure look different to everybody. 
For some participants, success was about cooperation and 
connection, while for others it was sustainability and viability. 
Financial growth, increased participation, and expanded creative 
ambitions were also cited as factors that indicate success.

There’s no shortage of proposed frameworks in the literature. But 
they vary wildly in their perspectives, such as whether they see 
activity belonging to an economy, industry or social good. This 
leads to a lack of consensus and uptake.

04—Lee, H. (2017). The political economy of ‘creative industries’. Media, Culture & Society, 39(7), pp. 1080–1081.

There’s no agreement on 
measures of success

Only 11% of workers in arts 
organisations and government 
believe they’re measuring success 
in the right way.  
Creative Ecologies survey (2018)
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Formal mechanisms for tracking the creative sector – such as 
economic impact and job numbers – don’t reflect the reality of the 
what’s taking place across Australia. The current measurements 
render some participants invisible, including those who make 
substantial contributions to their creative ecologies but may not 
self-identity as a creative or cultural practitioner.

Wearing multiple hats and playing multiple roles is the norm within 
creative communities. The porous line between professional and 
amateur practitioners further complicates any attempt to obtain a 
clear picture of the sector’s size and scope. This challenge means 
the sector’s impacts are underreported as informal activity is often 
missed.

It’s also makes it harder to advocate with a unified voice – unless 
complexity and the diversity becomes the message.

The sector defies definition 
and characterisation

81% of survey respondents have 
two or more roles in their creative 
communities.  
Creative Ecologies survey (2018)
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A recurring theme throughout the consultations with arts 
managers was a fear their organisations were constantly on 
the verge of collapse due to a lack of funding, staffing, good 
administrative systems and short political cycles. This lead to 
confusion and an increase in pressure on the organisations that 
interface directly with the community, as well as individual artists 
and creative practitioners themselves. 

Many were adamant that good governance practices were 
essential to keeping community-based projects and organisations 
afloat, and to alleviate stresses that may stem from a lack of 
adequate project and staff management. Quite a few respondents 
noted the exceptional assistance they had received from the 
Cultural Development Network in overcoming evaluation and 
strategy challenges.

However respondents either inferred or directly stated that their 
processes tend to be more reactive to external pressures. This is 
in distinction to how they’d preferably be operating: proactively 
creating pathways that are both sustainable and catered to the 
ecology they are situated within. 

Longevity and sustainability 
are constant concerns
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The survey highlighted the critical role the local environment plays
in shaping creative communities—05. 

75% listed their local community as a key influence on their work
89% collaborated with people within their town or city in the last year
78% identified an engaged local audience as critical to their success
76% said their town or city was key to shaping their creative community 
64% stated their local community was the main audience for their works
This clearly shows that actions at the local level – even very small 
interventions – have the potential to have a big impact on an area’s 
creative ecology.

05—Creative Ecologies survey, 2018.

The greatest opportunities 
are at the local level
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Government policies follow a logic of artistic individualism, 
assuming practitioners act as independent entrepreneurs within 
a marketplace. However, artists never exist in isolation. They are 
always embedded within a community, society and locale. This 
is why the cultural value of a project or product should factor in 
the communities themselves, as they are the point from which 
an expression of both economic opportunity and place identity 
commence—06. 

So, while the persistent cliche is of the lone artist toiling away in 
isolation, our research showed reality to be very different. 89% 
of all survey respondents collaborated with people within their 
town or city in the past year (with only 5% claiming to not have 
collaborated with anyone)—07.

Creative ecologies thrive when their participants connect with 
each other and the wider community. 

06—George, J. (2015). Examining the cultural value of festivals. International Journal of Event and Festival Management, 6(2), 122-134. 
07—Creative Ecologies sruvey, 2018.

It’s all about connectivity 
(and relationships) 

82% of participants in thriving 
creative communities cited the 
support of their peers as critical to 
their success.  
Creative Ecologies survey (2018)  
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Creative ecologies are made up of multiple cultures, each with 
their own underlying purposes, values and expressions. The 
combination of these societal groups and their cultural and 
linguistic diversity give the ecology strength. Because of its social 
character, creativity is an excellent conduit by which communities 
can navigate differences and similarities and bring down barriers to 
access and understanding—08.

Creative ecologies can thrive through these differences, rather 
than be constrained by them. We learned that asking the right 
questions, and putting in place frameworks that allows cultural 
differences to be understood and co-exist leads to productive 
outcomes. This is an important part of how creative exertion 
underpins all walks of society.

08— Wilson, N. (2010). Social creativity: Re‐qualifying the creative economy. International Journal of Cultural Policy, 16(3), p. 367.

There’s no one culture

‘ Just because you don’t like or 
understand it, doesn’t means it 
isn’t worthwhile. Our challange 
is to find ways for everyone to 
express their culture. We’ll all be 
better for it.’  
Government policy manager,  
Creative Ecologies consultation 
(2018)
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Private and government funding of the creative and cultural sector 
is declining. Funding for environments where experimentation and 
innovation occur is being overlooked in favour of things that have 
already been proven to work. This is placing significant stress on 
the sector, and eroding opportunities for creative and cultural 
expression and existence.

There is evidence that, in order to meeting funding requirements, 
many individuals and organisations are changing their practices 
to such an extent that they become bent out of shape. While it 
is reasonable to expect funds to deliver a return, some of the 
criteria are so tightly defined that creative undertakings are being 
transformed into pure service delivery. This puts them at  odds 
with what the needs and ambitions of their local communities and 
constituents. 

Conversely there is evidence that in some ecologies participants 
are sticking what they do well, and are able to get funding criteria to 
align to them.

Funding is a fraught issue

‘ The local council engages with 
us regularly, which results in 
their funding guidelines being 
naturally aligned to what we do. 
Conversely, translating what we 
do in to the language necessary 
to secure state government 
funding is a lot of work, and it 
does not always fit.’  
Arts organisation manager,  
Creative Ecologies consultation 
(2018)
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When it came to the question of what was required for a creative 
ecology to succeed, there was a stark contrast in views, depending 
on whether respondents thought their creative communities were 
thriving or not—09.

09—Creative Ecologies survey, 2018.

What’s needed depends 
on your point of view

The top three things creative ecologies need to succeed – 
according to those in unsuccessulf creative communities:

— Funding
— Spaces to work and present
— Support from 

The top three reasons why creative ecologies succeed 
– according to those in thriving creative communities:

— A connected network of peers
— An engaged community
— Supportive network of institutions
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These findings led to the identification 
of six conditions that form the 
foundational elements of a thriving 
creative ecology.
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Conditions of a thriving creative ecology

—  Participants are connected  
and engaged

—  There are local opportunities and the 
possibility of growth

—  Audiences are central
—  Experimentation is encouraged
—  Resources are available
—  The contribution of the arts is  

recognised by the wider community
21



What the tool will look like

The work to date provides clear guidance on 
what is needed from the Creative Ecologies 
tool. It must be live, open source, interactive and 
bring together existing data. It needs account 
for the different ways creative ecologies form 
and function. It should include benchmarking 
tools and case studies, as well as connections 
to practitioners around the country. And finally, it 
should be free for all to access.
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Where to from here

The next stage of the initiative is to develop 
metrics for mapping and measuring the Creative 
Ecology domains and build a beta version of the 
open source tool. Involvement from those on 
the ground is essential to ensuring the outcome 
remains relevant. To join the project, email 
creative-ecologies@futuretense.com.au.
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Appendix A: Methodology

Literature review
We reviewed 96 articles concerned with how creative ecologies are currently defined, 
and the strategies in place to identify, measure and prolong their success. The 
parameters we set for analysing the literature focussed on the following aspects of what 
constitutes a thriving or declining creative ecology, including:

 — The differences, if any, that are annotated between culture and creativity
 — How economic value is framed and prioritised, and what measures of economic 

success were indicated, and their relationship to creative practices
 — What non-economic forms of value are indicated as essential to a creative ecology 
 — Any metrics that are outlined as useful tools to determine the value of a project, 

product or community of creators 
 — The role of policy and instrumentality in supporting a creative ecology 
 — Implementation
 — Any conditions that are outlined as indicative of a quality community 
 — The role of creative and cultural networks 
 — The Impacts of professionalisation 
 — The role of art in society 
 — Definitions of what constitutes a boundary or a network 

The findings of the review were used to inform the development of the sector survey.

Sector survey
An online survey was created to capture the views and experiences of artists, arts 
workers, government representatives, organisers, advocates and those working in 
supporting fields. The survey was hosted on creativeecologies.net and was open between 
1 August and 9 October 2018. A link to the survey was included in the Artlands Victoria 
registration process, as well as promoted on the event website and through its social 
media channels and electronic direct mail (EDM). Future Tense also undertook promotion 
via its networks and social media channels. A total of 370 respondents participated. 

Depth consultations
Thirteen on-on-one consultations were undertaken. These were conducted with survey 
respondents who had indicated they would like to engage in a further discussions. 
Interviewees were selected from each state and territory, focusing on organisational 
leaders and government workers. The conversations covered strategic planning and goal 
setting, funding, network connections, resources, gatekeepers, measuring success, what 
is and isn’t working, and And weather a tool like Creative Ecologies would be useful.

Artlands Victoria workshops
The three sessions at Artlands Victoria in October 2018 were conducted as interactive 
workshops. They were structured to be evolving conversations with the sector around 
the why, what and how of the the Creative Ecologies initiative. The research findings 
were used as a framework for the discussion and were published in an EDM to all 
Artlands Victoria participants at the start of the conference. Throughout the session we 
attempted to describe the attributes of thriving creative ecologies and assessed the 
needs, available opportunities, and deficiencies that creative communities face. Each 
session was well attended, with approximately 80 participating on the first day, 50 on the 
second and 30 on the third. Several delegates participated in all three workshops. 
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Appendix B: Key survey results
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Appendix B: Key survey results (cont.)

Main role in the arts

Base: n=370

Area of the arts

48%

Other (please specify)

Artist manager

Worker within a funding organisation

Patron/supporter

Arts educator

Worker within government in sector policy

Producer working within an arts organisation

Independent producer

Curator working within an arts organisation

Independent curator

Manager within an arts organisation

Independent artist

11%

5%

4%

4%

3%

3%

3%

3%

3%

2%

1%

12%

63%

Other arts and culture

Games

Libraries and archives

Film and broadcasting

Cultural and environmental heritage 

Design

Literature and print media

Craft and making

Festivals

Museums and galleries

Performing arts

Music

Visual arts

41%

33%

29%

29%

26%

21%

19%
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15%

8%

4%

18%

Base: n=370
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Appendix B: Key survey results (cont.)

Who respondents are collaborating with What shapes respondent’s creative communities

Base: n=370

89%

I have not collaborated 
with anyone

People from my cultural or 
heritage community

People internationally

People from other
 parts of Australia

People from other parts  of my state/territory

People within my town/city

55%

50%

41%

38%

5%

88%

Something else

Gender identity

Cultural or heritage group

National location (Australia wide)

Socio-demographics

Peer group

Town of city

Type of creative practice

44%

37%

34%

26%

17%

51%

76%

Base: n=370
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Appendix B: Key survey results (cont.)

Critical success factors Respondent’s perception of whether their 
creative community was thriving or not

Something else

An engaged audience 
via tourism

Availability of private 
sector investment

An engaged audience within my 
heritage or cultural community

Access to supporting 
technical services

A critical mass of 
creative practitioners

Access to education and 
learning opportunities

Availability of 
government support

Opportunities outside my 
local community

Relationships with 
arts organisations

Connections with creative networks 
outside my local community

Availability of space in which to 
produce, exhibit or perform work

Access to funds

An engaged audience within 
my local community

11%

23%

33%

36%

43%

49%

55%

55%

61%

69%

72%

73%

73%

78%

Base: n=370

Unsure
34%

Yes
46%

No
20%
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Appendix B: Key survey results (cont.)

Of the respondents who felt they were part of a 
thriving creative communities:

 — 81% felt they had access to good opportunities locally 
(60% regionally, 42% nationally and 16% internationally)
 — 72% identified relationships with other members of the 
arts community as important
 — 75% acknowledged audience engagement and 
development as important
 — 81% felt could not do their work without the support of 
their creative community
 — 78% felt artists were supported to take risks
 — 63% felt they could access the resources they needed
 — 45% felt their work was viable in the long term
 — 57% would not move to further their career
 — 66% felt there were lots of opportunities to grow their 
practice
 — 73% felt like valuable members of society

Of the respondents who felt they weren’t part of 
thriving creative communities:

 — 38% felt there was a lack of access to opportunities  
(54% regionally, 60% nationally and 69% internationally)
 — 48% relied on income generated outside of the arts
 — 58% did not see audience engagement as important
 — 32% disagreed that support from their creative 
communities was critical to their work
 — 48% did not feel supported to take risks
 — 44% could not access the resources they needed
 — 37% felt their work was not viable in the long term
 — 50% have considered relocating to further their career
 — Only 19% felt their work was seen as valuable by the wider 
community

30



Anonymous. (2012). Creative tensions. Nature, 484(7392), 5-6.

Baculáková, K. (2016). Application of Creative Ecology Theory 
to Concepts of Smart and Sustainable City as Possible Solution 
to Urban Development Problems – Case of Riga. Journal of 
Environmental Management & Tourism, 7(4(16)), 594-600.

Bader, I., & Scharenberg, A. (2010). The Sound of Berlin: Subculture 
and the Global Music Industry. International Journal of Urban and 
Regional Research, 34(1), 76-91.

Beltrán, G., & Miguel, P. (2014). Doing culture, doing business: A 
new entrepreneurial spirit in the Argentine creative industries. 
International Journal of Cultural Studies, 17(1), 39-54.

Boccella, & Salerno. (2016). Creative Economy, Cultural Industries 
and Local Development. Procedia - Social and Behavioral 
Sciences, 223, 291-296.

Boix‐Domenech, R., & Soler‐Marco, V. (2017). Creative service 
industries and regional productivity. Papers in Regional Science, 
96(2), 261-279.

Boix, R., Hervás‐Oliver, J., & De Miguel‐Molina, B. (2015). Micro‐
geographies of creative industries clusters in Europe: From hot 
spots to assemblages. Papers in Regional Science, 94(4), 753-772.

Braškutė, M., Noreikaitė, E., Stankevičienė, J., & Levickaitė, 
R. (2011). Creative Ecologies: Developing and Managing New 
Concepts of Creative Economy. Business, Management and 
Education, (2), 277-294.

Braškutė, M., Noreikaitė, E., Stankevičienė, J., & Levickaitė, 
R. (2011). Creative Ecologies: Developing and Managing New 
Concepts of Creative Economy. Business, Management and 
Education, (2), 277-294.

Appendix C: Reviewed literature

Brisbane, K. (2015). The Arts and the Common Good. Platform 
Papers, 43.

Chang, W. (2010). How “Small” Are Small Arts Organizations? The 
Journal of Arts Management, Law, and Society, 40(3), 217-234.

Chapain, C., & Comunian, R. (2010). Enabling and Inhibiting 
the Creative Economy: The Role of the Local and Regional 
Dimensions in England. Regional Studies, 44(6), 717-734.

Chappell, K., & Craft, A. (2011). Creative learning conversations: 
Producing living dialogic spaces. Educational Research, 53(3), 
363-385.

Kwan, Letty Y.-Y, Leung, Angela K.-y, Liou, Shyhnan, Chiu, 
Warren Chi-Kwan, Lun, Vivian Miu-Chi, & Bond, Michael Harris. 
(2018). Engaging in Creative Work: The Influences of Personal 
Value, Autonomy at Work, and National Socialization for Self-
Directedness in 50 Nations. Journal of Cross-Cultural Psychology, 
49(2), 239-260.

Colapinto, C., & Porlezza, C. (2012). Innovation in Creative 
Industries: From the Quadruple Helix Model to the Systems 
Theory. Journal of the Knowledge Economy, 3(4), 343-353.

Coles, A. (2015). Creative class politics: Unions and the creative 
economy. International Journal of Cultural Policy, 22(3), 1-17.

Collis, C., Freebody, S., & Flew, T. (2013). Seeing the Outer Suburbs: 
Addressing the Urban Bias in Creative Place Thinking. Regional 
Studies, 47(2), 148-160.

D’Andrea, Marisol. (2012). The Ontario Curriculum in the Arts and 
the Creative Economy Agenda. Arts Education Policy Review, 
113(2), 80-88.

Daskalaki, M. (2010). Building ‘Bonds’ and ‘Bridges’: Linking 
Tie Evolution and Network Identity in the Creative Industries. 
Organization Studies, 31(12), 1649-1666.

de Beukelaer, C. (2017). Toward an ‘African’ take on the cultural 
and creative industries? Media, Culture & Society, 39(4), 582-591.

de Bruin, L. R., & Harris, A. (2017). Fostering Creative Ecologies in 
Australasian Secondary Schools. Australian Journal of Teacher 
Education, 42(9).

Demir, O. (2018). Looking forward for Istanbul’s creative economy 
ecosystem. Creative Industries Journal, 11(1), 87-101.

Denning, S. (2014). Navigating the phase change to the creative 
economy. Strategy & Leadership, 42(2), 3-11.

Denning, S. (2014). Identifying the new opportunities and threats 
in the Creative Economy. Strategy & Leadership, 42(6), 3-9.

Dovey, J., Moreton, S., Sparke, S., & Sharpe, B. (2016). The practice 
of cultural ecology: Network connectivity in the creative economy. 
Cultural Trends, 25(2), 1-17.

Doyle, G. (2016). Creative economy and policy. European Journal 
of Communication, 31(1), 33-45.

Flew, T. (2012). Creative suburbia: Rethinking urban cultural policy 
– the Australian case. International Journal of Cultural Studies, 
15(3), 231-246.

Foster, P., Manning, S., & Terkla, D. (2015). The Rise of Hollywood 
East: Regional Film Offices as Intermediaries in Film and Television 
Production Clusters. Regional Studies, 49(3), 433-450.

31



Foster, Pacey C, Lingo, Elizabeth L, & Tepper, Steven J. (2013). 
Mobile Project Networks: Regional Dynamics in the U.S. Film and 
Television Industry. Work and Occupations, 40(4), 398-430.

George, J. (2015). Examining the cultural value of festivals. 
International Journal of Event and Festival Management, 6(2), 122-
134.

Gilmore, A., & Comunian, R. (2015). Beyond the campus: Higher 
education, cultural policy and the creative economy. International 
Journal of Cultural Policy, 22(1), 1-9.

Godart, F. (2015). Trend Networks: Multidimensional Proximity 
and the Formation of Aesthetic Choices in the Creative Economy. 
Regional Studies, 49(6), 973-984.

Granger, R., & Hamilton, C. (2010). Re-spatializing the creative 
industries: A relational examination of underground scenes, 
and professional and organizational lock-in. Creative Industries 
Journal, 3(1), 47-60.

Guilherme, L. (2017). Creative economy: Thematic perspectives 
addressed and research methodologies adopted. Brazilian 
Journal of Science and Technology, 4(1), 1-17.

Harney, S. (2010). CREATIVE INDUSTRIES DEBATE. Cultural 
Studies, 24(3), 431-444.

Harris, A., Davis, S., Snepvangers, K., & De Bruin, L. (2017). Creative 
formats, creative futures. Departures in Critical Qualitative 
Research, 6(2), 48-61.

Hartley, J. (2015). Urban semiosis: Creative industries and the 
clash of systems. International Journal of Cultural Studies, 18(1), 
79-101.

Appendix C: Reviewed literature (cont.)

Herd, N. (2014). Innovation Inc. Cultural Studies Review, 20(1), 353-
360.

Hermes, J., Koch, K., Bakhuisen, N., & Borghuis, P. (2017). This 
is My Life: The Stories of Independent Workers in the Creative 
Industries in the Netherlands. Javnost - The Public, 24(1), 87-101.

Heynen, N. (2014). Urban political ecology I. Progress in Human 
Geography, 38(4), 598-604.

Hume, L. (2017). Restless Giant: Changing cultural values in 
regional Australia. Platform Papers, 50.

Ikwuemesi, C., & Pinto, I. (2016). Art as a tool for cross-cultural 
conversation: A personal dialogue with Igbo and Ainu art. Cogent 
Arts & Humanities, 3(1).

Jacobsen, B. (2010). Urban place brands and the location of 
creative industries: A model for measuring place-brand equity. 
Urban Research & Practice, 3(3), 275-298.

Fusco Girard, Luigi, Levent, Tüzin Baycan., & Nijkamp, Peter. 
(2011). Sustainable city and creativity promoting creative urban 
initiatives. Burlington, Vt.: Ashgate.

Jones, C., Svejenova, S., Pedersen, J., & Townley, B. (2016). Misfits, 
Mavericks and Mainstreams: Drivers of Innovation in the Creative 
Industries. Organization Studies, 37(6), 751-768.

Jones, M. (2014). Leaders as Placemakers: Regenerating the Soul 
of the Organization. The Journal for Quality and Participation, 
37(3), 34-38.

Jones, P., & Warren, S. (2016). Time, rhythm and the creative 
economy. Transactions of the Institute of British Geographers, 
41(3), 286-296.

Kačerauskas, T. (2012). Creative economy and technologies: 
Social, legal and communicative issues. Journal of Business 
Economics and Management, 13(1), 71-80.

Kim, T. (2017). Creative Economy of the Developmental State: A 
Case Study of South Korea’s Creative Economy Initiatives. The 
Journal of Arts Management, Law, and Society, 47(5), 322-332.

Kiroff, L. (2017). Auckland and the creative industries: The spatial 
distribution of the design subsector. Urban Geography, 38(10), 
1573-1602.

Kong, L. (2012). Ambitions of a global city: Arts, culture and 
creative economy in ‘Post-Crisis’ Singapore. International Journal 
of Cultural Policy, 18(3), 279-294.

Creative economy assessment: A case study of Kish Island. 
(2017). International Journal of Social Economics, 44(12), 1940-
1956.

Lange, B.. (2011). Re-scaling Governance in Berlin’s Creative 
Economy. Culture Unbound: Journal of Current Cultural Research, 
3, 187-208.

Lee, H. (2017). The political economy of ‘creative industries’. 
Media, Culture & Society, 39(7), 1078-1088.

Lee, N. (2014). The Creative Industries and Urban Economic 
Growth in the UK. Environment and Planning A, 46(2), 455-470.

Levickaitė, R. (2011). Four Approaches to the Creative Economy: 
General Overview. Business, Management and Education, (1), 81-92.

MacDonald, Stuart. (2013). Beyond the creative industries. 
International Journal of Education Through Art, 9(3), 293-309.

32



Jacob Thomas Matthews. (2015). Like a Fraction of Some Bigger 
Place—The “Creative Industries” in a Peripheral Zone: Reflections 
from a Case Study. TripleC: Communication, 13(1), 144–162.

McManus, Joshua H. (2010). Small physics in social change: 
Chattanooga’s visioning process. National Civic Review, 99(3), 17-21.

Meer, Nasar, Leonard, Pauline, Taylor, Steve, O’Connor, Henrietta, 
Offer, John, & McRobbie, Angela. (2016). Towards a Sociology 
of Fashion Micro-Enterprises: Methods for Creative Economy 
Research. Sociology, 50(5), 934-948.

Mead, G. (2012). Creative ecology. Afterimage, 40(1), 26-27.

Murray, C., & Gollmitzer, M. (2012). Escaping the precarity trap: 
A call for creative labour policy. International Journal of Cultural 
Policy, 18(4), 419-438.

Newsinger, J. (2015). A cultural shock doctrine? Austerity, the 
neoliberal state and the creative industries discourse. Media, 
Culture & Society, 37(2), 302-313.

Ng, E. (2018). Unfinished Business. Art and AsiaPacific, 13, 22.

O’Connor, J. (2015). Intermediaries and Imaginaries in the Cultural 
and Creative Industries. Regional Studies, 49(3), 374-387.

Pandu Saginatari Diandra, & Atmodiwirjo Paramita. (2018). 
Ecology: Creative Tool in Understanding Interrelated System. SHS 
Web of Conferences, 41, 06002.

Frederick H. Pitts. (2015). Creative Industries, Value Theory and 
Michael Heinrich’s New Reading of Marx. TripleC: Communication, 
13(1), 192–222.

Appendix C: Reviewed literature (cont.)

Radzevicius, M. (2018). Value ecology via pro-ecological 
restructuring: The case of creative industries. International 
Journal on Global Business Management & Research, 7(2), 1-11.

Rae, D. (2012). Action learning in new creative ventures. 
International Journal of Entrepreneurial Behaviour & Research, 
18(5), 603-623.

Ren, X., & Sun, M. (2012). Artistic Urbanization: Creative Industries 
and Creative Control in Beijing. International Journal of Urban and 
Regional Research, 36(3), 504-521.

Roper, S., & Hewitt-Dundas, N. (2017). Investigating a neglected 
part of Schumpeter’s creative army: What drives new-to-
the-market innovation in micro-enterprises? Small Business 
Economics, 49(3), 559-577.

Rozentale, I. (2014). Creative industries during economic 
recession: The case of Riga. Regional Studies, Regional Science, 
1(1), 329-335.

Rozentale, & Lavanga. (2014). The “universal” characteristics of 
creative industries revisited: The case of Riga. City, Culture and 
Society, 5(2), 55-64.

Sayer, E.J., Featherstone, H.C., Gosling, W.D., & Paleoecology 
Landscape Ecology. (2014). Sex & Bugs & Rock ‘n Roll - Getting 
creative about public engagement. Trends in Ecology and 
Evolution, 29(2), 65-67.

Schlesinger, P. (2017). The creative economy: Invention of a global 
orthodoxy. Innovation: The European Journal of Social Science 
Research, 30(1), 73-90.

Sheng Zhong. (2012). Production, Creative Firms and Urban 
Space in Shanghai. Culture Unbound: Journal of Current Cultural 
Research, 4, 169-191.

Short, J. (2012). Representing Country in the Creative Postcolonial 
City. Annals of the Association of American Geographers, 102(1), 
129-150.

Shorthose, Jim, author, & Maycroft, Neil. (2012). Understanding 
Creative Business : Values, Networks and Innovation. Farnham: 
Ashgate Pub.

Steiner, M., & Prettenthaler, F. (2015). Creativity reconsidered 
- so your firm is creative, but how much? A trans-sectoral and 
continuous approach to creative industries †. Regional Studies, 
Regional Science, 2(1), 275-289.

Taylor, C. (2015). Between Culture, Policy and Industry: Modalities 
of Intermediation in the Creative Economy. Regional Studies, 
49(3), 362-373.

Thomas, N., Harvey, D., & Hawkins, H. (2013). Crafting the Region: 
Creative Industries and Practices of Regional Space. Regional 
Studies, 47(1), 75-88.

Throsby, D. (2018). Art, Politics, Money: Revisiting Australia’s 
Cultural Policy. Platform Papers, 55.

Tremblay, G. (2011). Creative statistics to support creative 
economy politics. Media, Culture & Society, 33(2), 289-298.

Wasserman, M., Zeng, X., & Amaral, L. (2015). Cross-evaluation 
of metrics to estimate the significance of creative works. 
Proceedings of the National Academy of Sciences of the United 
States of America, 112(5), 1281-6.

33



Watson, Allan, Beaverstock, Jonathan V, Barrientos, Stephanie, 
Gereffi, Gary, & Pickles, John. (2016). Transnational freelancing: 
Ephemeral creative projects and mobility in the music recording 
industry. Environment and Planning A, 48(7), 1428-1446.

White, D Steven., Gunasekaran, A., & H. Roy, M. (2014). 
Performance measures and metrics for the creative economy. 
Benchmarking: An International Journal, 21(1), 46-61.

Wilson, N. (2010). Social creativity: Re‐qualifying the creative 
economy. International Journal of Cultural Policy, 16(3), 367-381.

Wolf, K. (2011). Comparative review. Journal of Documentation, 
67(2), <xocs:firstpage xmlns:xocs=””/>.

Yu, W., Hong, J., Zhu, Y., Marinova, D., & Guo, X. (2014). Creative 
industry clusters, regional innovation and economic growth in 
China. Regional Science Policy & Practice, 6(4), 329-347.

Appendix C: Reviewed literature (cont.)

34



creativeecologies.com.au

©Creative Ecologies 
 December 2018   


