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1
Future of Creative Business Education

Bhabani Shankar Nayak and Philip Powell

Abstract This introductory chapter argues that creative business education 
curriculum needs to break away from the narrow silo of disciplinary bound-
aries to outline the pedagogical praxis of creative and critical business educa-
tion that challenges existing knowledge traditions, power relations, dominant 
narratives and institutions while offering alternative pedagogic approaches 
to learning, teaching and research. The future of creative business education 
depends on its abilities to engage with pluriversal knowledge traditions.

 Introduction

The need for creative business education is obvious. The mainstream 
knowledge traditions, and their positivist approaches within business and 
management curriculums, are somewhat discredited.

B. Shankar Nayak • P. Powell (*)  
Business School for the Creative Industries, University for the Creative Arts, 
Farnham, UK
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There are four main reasons for the demise of mainstream business 
education. First, it represents narrow market-determined skill-based 
essentialism. Second, it has failed to understand and explain the crisis and 
uncertainties of our times. Third, mainstream business education curri-
cula have failed to offer any viable alternatives. Last, it has failed to 
develop its own methods and languages concomitant with disciplinary 
requirements. Business management continues to develop its interdisci-
plinarity by borrowing methods and languages of its research, study, 
learning and teaching from other disciplines. Such a crisis within busi-
ness and management education has led to the return of critical social 
constructivist ideas based on the principles and values of participation, 
democratic representation and empowerment to expand the creative 
potentials of people and their planet.

The pedagogy of creative business education is under conceptualised, 
both in theoretical and practical terms. Its empirical significance is out-
sourced to the ‘corporates’, ‘service sectors’ and ‘third sectors’ as if it has little 
to do with the materiality of everyday lives of people and our planet. The 
cost benefit analysis has reduced human experience to numbers in spread-
sheets. Such reductionist, essentialist, and functionalist approaches ignore 
the historical and philosophical perspectives within creative business edu-
cation. This is the context within which this volume attempts to address 
the philosophical gaps of creative business education. It is important to 
articulate and outline the critical lineages of creative business education 
and its potentials.

This volume on the ‘Contours of Creative Business Education’ is rooted 
in the praxis of three paradigms i.e., (1) creativity and business education, 
(2) creativity of business education and (3) creativity in business educa-
tion. The volume aims to explore six fundamental questions. What con-
stitutes ‘creative business education’? How to define ‘creative business’? 
What is the nature and scope of creative business education? What are 
the theories, methods and approaches to study ‘creative business educa-
tion’? What are the values and ethics of creative business education? What 
are the challenges and barriers to creative business education? These 
research questions run through the volume to identify, understand, anal-
yse and advance the essence and emancipatory potentials of a creative 
business education curriculum. The essence of creative business 
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education curriculum can address the skills gaps within the market 
whereas the emancipatory logic can look at issues and crisis of our time 
by focusing on people and on our planet.

The underlying focus of the volume is to expand eclectic knowledge 
traditions combined with creative business education practices. The vol-
ume aims to move away from narrow silo of positivist disciplinary per-
spectives, and their ontological and epistemological foundations that are 
largely devoid of the social, cultural, religious, political, regional and eco-
nomic conditions that determine the business and management educa-
tion. Fitzpatrick’s chapter questions the dominant paradigm in 
Cross-Cultural Management (CCM) and outlines the significance of 
interculturality in higher education (HE) and in the development of a 
creative business management curriculum. The chapter argues that inter-
culturality as an approach is central to higher education. Das’ chapter 
argues that complexities in conceptualising ‘creative’ through the cultural 
and historical narratives that have influenced, and been influenced by, the 
modern study of creativity—and more recently computational creativity 
and artificial intelligence (AI).

Fitzwater, in her chapter, argues to reclaim global citizenship within 
the context of transnational education. Hinwood focuses on the ubiquity 
of storytelling in recent years and its implications for business education. 
Her chapter argues that the use of storytelling in different contexts help 
in greater understanding of developing an ethical framework for business 
education. Blanchard’s chapter outlines the processes of commercialisa-
tion of childhood and socialisation of pre-teen femininity with the help 
of fashion industry. The chapter is a critique of fashion industry that 
seeks to expand the commodification and sexualisation of childhood.

Wang’s chapter argues for an inclusive teaching strategy while framing 
the curriculum for the growth of creative industry. Jabbar and UL-Durar’s 
paper explores the pedagogical approaches for business school academics 
who teach ethnically diverse international students in northern English 
universities. The paper argues for cultural consciousness to avoid cultural 
stereotypes by highlighting the problematic nature of pedagogical disas-
sociation in higher education in UK universities. Newman’s chapter helps 
to understand and explain the importance of collaboration for growth of 
creative practice within fashion industry. The curriculum needs to 
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incorporate the ideals of collaboration for collective working environ-
ment. Lambert locates students voices within the field of journalism and 
creative education. It argues that students in journalism have engaged 
with contentious political issues. Faulkner argues that hyperreality is a 
dangerous modern phenomenon which affect all sections of society 
including education sector. Li and Shaw’s chapter conceptualises new 
types of creative and sustainable tourism by moving away from tangible 
destinations to the intangible heritage sites. Thomas makes a critique of 
capitalism and outlines self-ethnography of an educator of music indus-
try pedagogy.

Walsh and Powell argued that higher education research neglects local 
research, which supports both pedagogical engagement and practice 
based research which would be valued by communities. The pedagogical 
innovation and engaged learning is central to mode 2 knowledge and 
intrareneurship. In her chapter, Sarah frames the relationship between 
UK Higher Arts Education (HAE), government policy, and the emer-
gence and maintenance of professional pedagogies in creative education. 
She outlines the socio-political history of UK art schools, focussing on 
significant cultural and higher educational policy that shaped the adop-
tion of professionalisation in creative pedagogical activity alongside the 
institutionalisation of art schooling. Lazzaro provides an overview of dif-
ferent types and features of cultural and creative districts and their theo-
retical backgrounds. Her chapter investigates different types of governance 
and models of administration models, elements of monitoring and indi-
cators that are usually used for the measurement of performance of cul-
tural districts. It finally offers a taxonomy based oncase studies of 
successful districts, where they are located, and their characteristics at 
start, growth and maturity phases of their life.

The final chapter by Nayak investigates the disciplinary denials of sub-
jectivities and pluriversal nature of creative business education, examin-
ing the interdisciplinary limits of its curriculum produced in response to 
neoliberal crisis in business education. While creative business education 
is depicted as an alternative way out to regain the legitimacy of main-
stream business school education and its dynamism, the programmes 
often recycled that upholds market values of compliant culture that 
destroys creativity of labour and the criticality of educational process. It 
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highlights the continuity and growth of alienation within the interdisci-
plinary praxis of creative business education. It argues against the use of 
language, methods and conceptual narratives of traditional business edu-
cation within creative business education for a radical transformation of 
business praxis that values people, planet and society.

This volume critically analyses the conceptual contours of pedagogical 
transformations in the field of creative business education. It calls for an 
integrated and ethnographic approach to understand, to analyse and to 
innovate creative curricula that is different from traditional business and 
management educations and its compliant culture. The book argues for a 
pluriversal vision based on social intelligence, critical thinking, inclusiv-
ity and creativity resulting in a holistic pedagogy that understands the 
social needs of people and of the planet. The critical reflections on every-
day realities of life is central to this intercultural pedagogic approach to 
understanding and explaining different forms of contemporary crisis. 
The book brings together interdisciplinary academic practitioners and 
their praxis with different philosophical orientations within a single eth-
nographic and theoretical narrative to reclaim global citizenship rights in 
the age of artificial intelligence, democratic deficit, hyperreality and 
alienation.

In this way, the volume breaks away from the narrow silo of disciplin-
ary boundaries to outline the pedagogical praxis of creative and critical 
business education that challenges existing knowledge, power and insti-
tutions while offering alternative pedagogic approaches to learning, 
teaching and research.

1 Future of Creative Business Education 
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2
Towards Interculturality in International 

Creative Business and Management 
in Higher Education

Frank Fitzpatrick

Abstract Increasing diversity in global business has had an impact on the 
nature and structure of international business education. The provision of 
international education courses for students studying business has contin-
ued to grow, while universities have quite deliberately targeted enhanced 
internationalisation strategies as a business model worldwide. Such trends 
have compelled higher education institutions, in general, and business 
schools, in particular, to reflect upon how to engage with students from 
diverse cultural backgrounds and how to respond to their potentially differ-
ent prior educational experiences. The response of higher education insti-
tutions to cultural diversity, however, is considered by many as broadly 
inadequate and heavily reliant on a largely discredited essentialist and 
deterministic view of culture. This manifests itself in two ways. First, the 
content of business management courses in higher education tends to draw 
upon the dominant paradigm in Cross-Cultural Management, which is 
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increasingly considered to lag behind current thinking in conceptual trends 
in social science. This has consequences for the treatment of culture and 
diversity when analysing and explaining behaviours and issues in the glo-
balised workplace. Second, a poor understanding of the concept of cultural 
diversity has an impact on how administration and academic systems and 
structures in universities actually engage with international students to 
overcome what are perceived as problems or difficulties in adjustment to 
university life in an unfamiliar context. Addressing these two issues requires, 
on the one hand, a better understanding of the concepts of culture and 
cultural diversity in the teaching of international business, drawing on con-
temporary research and approaches within the broader social sciences, and, 
on the other, a sense of how cross-cultural and intercultural processes work 
to develop a true sense of ‘interculturality’ both in the experience of inter-
nationalised business education and in what students will eventually take 
into the global workplace. This chapter explores these concepts and issues 
and proposes that an understanding of interculturality should be at the 
heart of a global approach to higher education.

 Introduction

The nature and focus of international business is changing fast with the 
rate of economic growth in the emerging economies of the global East 
and South having doubled in the last decade to now equal the value of 
trade in developed countries, as they look to expand their share of global 
business (UNCTAD 2016). This has led to an increase in international 
mobility and diversity in the global workforce (OECD 2009) and the 
need to adapt to alternative perspectives and definitions (Fitzpatrick 2019).

Increasing diversity in global business has had an impact on the nature 
and structure of international business education (AACSB International 
2011; Calderon 2018). The provision of international education courses 
for students has continued to grow, while HEIs have adopted enhanced 
internationalisation strategies as a business model worldwide (British 
Council 2016; Zhu Hua et al. 2016).

Such trends have compelled higher education institutions, in general, 
and business schools, in particular, to reflect upon how to engage with 
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students from diverse cultural backgrounds and how to respond to their 
potentially different prior educational experiences. The response of higher 
education institutions to cultural diversity is, however, considered by 
many as broadly inadequate and heavily reliant on a largely discredited 
essentialist and deterministic view of culture (Dervin and Layne 2013). 
This manifests itself in two ways. First, the content of business manage-
ment courses in higher education tends to draw upon the dominant para-
digm in Cross-Cultural Management (CCM), which is increasingly 
considered to lag behind current thinking in conceptual trends in social 
science (Bjerregaard et al. 2009). This has the consequences for the treat-
ment of culture and diversity when analysing and explaining behaviour 
and issues in the globalised workplace. Second, a poor understanding of 
the concept of cultural diversity has an impact on how administration 
and academic systems and structures in universities actually engage with 
international students to overcome what are perceived as problems or dif-
ficulties in adjustment to university life in an unfamiliar context 
(Crawford and Bethell 2012). Addressing these two issues requires, on 
the one hand, a better understanding of the concepts of culture and cul-
tural diversity in the teaching of international business, drawing on con-
temporary research and approaches within the broader social sciences, 
and, on the other, a sense of how cross-cultural and intercultural pro-
cesses work to develop a true sense of ‘interculturality’ in the experience 
of internationalised business education and what students will eventually 
take into the global workplace. This article explores these concepts and 
issues and proposes that an understanding of interculturality should be at 
the heart of a global approach to higher education.

 Culture as Product: The Dominant Paradigm 
in International Business Education

In some respects, the origins of CCM can be traced back to Hall’s work 
in developing the field of Intercultural Communication (ICC) at the 
Foreign Service Institute (FSI) of the U.S.  Department of State, as 
described by Leeds-Hurwitz (1990). From Hall’s perspective, culture and 
communication are seen as somewhat mysterious and sinister, a ‘silent 
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language’ (Hall 1959) a ‘hidden dimension’ (Hall 1966), unconsciously 
moulding our interactions with strange and exotic others in distant loca-
tions. Alternatively, culture is often described anthropologically, as a way 
of life (Williams 1981), observable within a particular, bounded location, 
relating to shared traditions and customs, embodied in dress, cuisine, 
rituals, celebrations and so on. In this sense, culture is seen to provide 
continuity across generations and influences how individuals interpret 
their world, how they behave and the choices that they make.

Such approaches have led CCM theorists to focus on national cultures 
defined by dimensions (Hofstede 1991; Trompenaars and Hampden- 
Turner 1997). In such models, culture is characterised as external to 
individuals, with values and behaviours passed down the generations 
through socialisation. National cultures are categorised and explained in 
essentialist terms, defined by national characteristics and behaviours 
deemed to be typical and immutable of a national population. Such 
categorisation creates the idea of homogeneity across entire populations, 
including large countries or geographical regions (e.g. ‘Arab’, ‘Asian’, 
‘European’, ‘Latin’), where individuals can be expected to respond and 
behave in a predictable way as a result of their cultural programming or 
‘software of the mind’ instilled in them through their upbringing 
(Hofstede 1991). This has engendered lists and league tables of cultural 
typologies that dominate managerial and leadership approaches in par-
ticular and typical environments (House et  al. 2004; Lewis 1996), 
designed to provide guidance for managers on how to overcome seem-
ingly irreconcilable cultural differences in the workplace and succeed in 
international markets.

While CCM theorists claim that their work is empirically sound and 
widely researched, this has been deeply contested (McSweeney 2002; 
Søderberg 1999) based on the notion that culture and cultural identity 
are socially constructed, dynamic and open to interpretation. Further, 
such an approach to culture tends to rest on intuitive perceptions, appeal-
ing to acquired stereotypes or commonly held, imagined views drawn 
from prejudice or anecdotal accounts of supposedly typical behaviour 
(Anderson 1991). In this sense, moving away from a ‘billiard board’ 
model of culture (Wolf 1982), which inspires the view of essentialist 
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incompatibility of different cultural perspectives knocking against each 
other, towards a more pluralist and constructionist approach is critical to 
ensuring inclusivity and diversity.

The idea of creating describable categories and typologies of culture or 
through comparative dimensions is an approach that is heavily influenced 
by a positivist perspective, which seeks to understand behaviour on the 
basis of identifiable ‘types of people’ (Moghaddam 2012) with set charac-
teristics, not dissimilar to approaches to social categories and roles, such 
as race or gender, in which individuals from a certain category or back-
ground are assumed to be alike or determined by their fixed and immu-
table essential nature. Likewise, persisting with the idea that culture can 
stretch across a whole national population as a ‘national culture’ belies the 
growing diversity of many national populations as a bricolage of dias-
pora, hybridity and fusion. Such a vision of cultural homogeneity per-
ceived in large communities can be said to be largely conceptualised, or 
imagined (Anderson 1991), depicted through symbolic representation. It 
is often the case that individuals and groups identify with such conceptu-
alisations and associated cultural categorisations, believing them to repre-
sent a presumed inherent cultural heritage. However, culture, viewed as a 
product of nationhood or a similarly large construct, such as ethnicity or 
religion, can also encourage the discourse of ethnocentric cultural superi-
ority over others and potential intolerance of other ways of life that could 
lead to intercultural conflict.

 Culture as Process: Culture Large 
and Culture Small

In contrast, an interpretive perspective sees culture and identity in a 
non- essentialist way, as socially constructed, created and negotiated by 
individuals in a social context across multiple sites and locations 
through interaction. This is to see culture more as a process, one of 
dynamic social construction (Berger and Luckman 1967), rather than a 
static product or imagined construct that individuals continually relate 
back to as a notional or imagined concept. In contrast, treating culture 
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as a process, driven by interaction, allows us to entertain the idea that 
culture and cultural identity can evolve as a result of negotiation and 
experience.

Building on this, Holliday (1999) introduces the notion of ‘two par-
adigms’ of culture, described as ‘large cultures’ and ‘small cultures’ The 
notion of large culture relates to a reified concept of culture focusing on 
notions and descriptions of cultural influences such as nationhood, 
community, background, upbringing and so on, which we often use to 
describe where we are from and are open to interpretation. On the 
other hand, the idea of small cultures refers to how we construct and 
negotiate shared understanding and cultural meaning at a group level 
through everyday interaction and language and is more concerned with 
social processes (Holliday 1999). For Holliday, the paradigm of large 
cultures can tend towards cultural reductionism or culturalism, in which 
the notion culture has become stabilised and reified by particular par-
ties with particular interests and which can lead to a process of otherisa-
tion, ‘whereby the “foreign” is reduced to a simplistic, easily digestible, exotic 
or degraded stereotype’ (ibid., p. 245). A small culture approach, on the 
other hand, can liberate definitions of culture from the large, imagined 
notions of ethnicity or nationhood as determining influences and 
thereby explore the full complexity of culture and identity. In this sense, 
culture is seen as a complex and dynamic process as individuals interact 
with each other at small group level to create shared cultural under-
standing at all levels of social existence through universal cultural pro-
cesses (Holliday 2011).

This does not exclude external influences on individuals, which may be 
identified as tradition, national symbols and values, popular media or 
cultural artefacts, symbols, resources and narratives, which people may 
choose to identify with, but it does not accept socialisation as a determin-
ing factor. The increasing diversity of spaces and sites of intercultural 
interaction, and the increasing assortment of resources and media for 
international connectivity and mobility militates against a simplistic 
identification of individuals with stable and static identities based on a 
fixed location or social role.

 F. Fitzpatrick
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 Culture as Context: A Dialectical Approach

Critical in all of this is the existence of free will and choice as our identity 
evolves. However, culture is constructed and sustained through structures 
set within a framework of authority and power relations that govern and 
regulate a particular social and economic order, both from the wider 
institutional organisation of society to the concertive informal way that 
individuals and groups negotiate everyday issues through universal inter-
cultural processes at the discourse level (Holliday 2011). Thus, the social 
construction of culture takes place within particular contexts influenced 
by wider economic, socio-political and ideological influences. This is not 
a static environment, however, and the concept of context goes further 
than simply location. While context suggests a physical location, relating 
to a local infrastructure and conditions of life, it also entails a social or 
behavioural environment, formed through sociocultural practices and 
processes, regulated by socially constructed conventions and created and 
sustained through a discursive and historical dialectical process, embrac-
ing also broader extra-situational forces that impinge upon the location 
from broader socio-economic and geo-political frameworks (Duranti and 
Goodwin 1992).

This adds a further dimension to the social constructionist approach, 
bringing into view the dynamics of power and conflicting agendas of the 
context that frames the purely constructive process and negotiation of 
meaning. In this sense, a dialectical approach becomes apposite, one of 
opposing and contradictory forces and interests pitched against each 
other, which acknowledges the relational tensions that larger sociocul-
tural constructs can generate (Martin and Nakayama 2009). Context, 
then, should be viewed more as a dynamic process, rather than a static 
environment in which implicit norms and conventions and inherent 
power relations, inequities and ideologies pervade the social construction 
of shared meaning and understanding in all facets of sociocultural behav-
iour. In this sense, it is the context of cultural behaviour and the loca-
tional, behavioural and extra-situational dynamics that create and sustain 
cultural interaction, rather than innate and immutable cultural charac-
teristics, locationally determined.
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 Culture as Universal: 
The Omni-Cultural Imperative

Culture can also be seen as a universal phenomenon in that all biological 
and cognitive and interactive processes can be considered common to all 
human groups as members of the same species. Through language and 
instinct, we have a natural predisposition to be able to interpret the 
behaviour of other humans regardless of cultural variance and negotiate 
shared understanding of what is considered acceptable group (cultural) 
behaviour (Berger and Luckman 1967). This approach has been sup-
ported by a long tradition of anthropological research and identifies the 
commonalities in the way humans live together in groups and societies, 
referring to such areas as, for example, social organisation and gover-
nance, the structure of belief and value systems and social living and 
behaviour relating to such things as rituals, rites, feasts, greetings, gift- 
giving, games, body adornment, dancing, gestures, language and so on 
(Antweiler 2016; Brown 1991; Fitzpatrick 2020).

The existence of universals could indicate that behaviour, which might be 
identified as culturally distinct across different societies, is actually the result 
of differences in contextual or dialectical dynamics created and sustained 
through the application of distinct systems of power and control, driven by 
self or by group interest, rather than being essentially distinguishable.

This has resulted in a more dispassionate approach to culture and 
diversity in multicultural education, with a focus on omniculturism 
(Moghaddam 2012), as an imperative to avoiding the potential pitfalls of 
diversity policies and practices, such as exoticisation, tokenism or otheri-
sation, in which those from alternative cultural backgrounds can be per-
sistently labelled or defined by their difference from the mainstream 
within society and denied opportunities to integrate more widely 
(Fitzpatrick 2020). Thus, in this it is the shared human commonalities 
and cultural universals that are sought and emphasised, removing focus 
from essential cultural differences. The benefit of such an approach is to 
defuse the narrative of cultural discourse as a potentially divisive exercise 
and replace it with the exploration reflection of what is fundamentally 
human in social interaction and organisation.

 F. Fitzpatrick
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 Culture as Identity: Personal Cultural Narrative

Primary socialisation, or, principally, enculturation, is the process by 
which an individual learns and internalises the accepted norms and 
values of their cultural group or society in early life (Kottak 2013). 
However, as pointed out above, while we are born into a social order 
and way of life which existed before us and we learn to interact within 
a social and institutional framework of relationships that ascribe 
identity and roles to us through cultural categories and representa-
tions, we are not determined or constrained by this (Berger and 
Luckman 1967).

In this sense, culture can be defined as membership of ‘a discourse 
community that shares a common social space and history, and com-
mon imaginings’ in which individuals share ‘a common system of stan-
dards for perceiving believing, evaluating and acting’ (Kramsch 1998: 
10). Such standards have also been described as ‘regularities’ (Spencer-
Oatey and Zegarac 2018), or consistencies, in how people behave and 
articulate their understanding of their world, the legitimacy of which is 
shared and adhered to by individuals within a given group and which, 
consequently, govern the group’s behaviour. The assumption here is 
that, even when individuals move away from their community of ori-
gin, such standards and regularities will continue to influence them to 
some extent and are often identified as their culture. With this defini-
tion, however, while it is understood that there is a process based in 
heritage, socialisation and the early stages of learning to live in com-
munities (enculturation), all of which influences individuals in their 
cognitive, emotional and sociocultural development and sense of iden-
tity, if we accept that individuals are able to make choices as free agents, 
their sense of identity is likely to evolve over the course of their lifetime 
as a result of their experiences.

Thus, individuals will continue to construct and forge their cultural 
identity through what can be described as a personal cultural trajectory 
(Holliday 2011) across multiple discursive sites of interaction, influenced 
by the sociocultural groups that they belong to, the spaces and institutions 
that they frequent and the narratives that they draw upon and identify 
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Fig. 2.1 The construction of personal cultural narrative (cultural identity)

with over time (Benwell and Stokoe 2006). As depicted in Fig. 2.1, then, 
cultural identity, then, can be seen as a personal cultural narrative or auto-
biography that we construct over time about who we are culturally, 
although this is a static representation of the processes involved and is 
merely a heuristic device to help us explore such complexity. By drawing 
on the particular cultural narratives that have influenced us in our sociali-
sation and through engagement with particular sites of interaction, social 
networks and discourse communities, we shape our own personal cultural 
narrative and identity as we navigate the ongoing opportunities, relation-
ships and experiences that we encounter, albeit subject to contextual dia-
lectical constraints and the sociocultural contextualities and filters that 
frame our interactions.
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 Approaching Culture in International Creative 
Business Education: Cross-Cultural 
or Intercultural?

Given this overview, how then should we approach culture and cultural 
identity in international business education in order to nurture intercul-
turality? The approach taken in international business and business edu-
cation has tended to favour a cross-cultural analysis, with an intercultural 
focus being used when focusing specifically on communication issues 
and, in this sense, the cross-cultural approach tends to dominate the par-
adigm, as indicated by the predominant use of the name Cross-Cultural 
Management (CCM) (French 2015). Breaking this down, CCM studies 
tend to take a cross-cultural comparative approach to how people behave 
across different cultural settings, while an intercultural focus analyses 
interaction amongst individuals from different cultural backgrounds 
within a particular cultural context (Gudykunst 2003; Fitzpatrick 2020). 
An example of a cross-cultural analysis might be to compare how meet-
ings are conducted in different cultural contexts by looking at, for exam-
ple, how individuals from the same cultural context address each other, 
how formal they are, what sort of dress code exists or what types of ges-
tures, non-verbal cues, body language and communicative scripts or dis-
course features dominate and compare and contrast these features with 
other cultural contexts. In research terms, this approach takes an etic 
focus in that it is an external analysis of cultural behaviour. On the other 
hand, an intercultural analysis would focus more on the nature and out-
comes of intercultural contact amongst individuals from different back-
grounds when they meet together or interact with each other in a 
particular cultural context. This is more of an emic focus in research terms 
in that the motive of the analysis becomes the intercultural processes 
within group encounters. While both levels of analysis have value, there 
is a tendency to favour a cross-cultural focus both in dealing with inter-
nationalisation and through the use of essentialist dimensional models of 
culture in Cross-Cultural Management content, such as those mentioned 
above. The danger with a cross-cultural comparative approach, however, 
is that it tends to extrapolate observations of behaviour, or accounts of 

2 Towards Interculturality in International Creative Business… 



18

what is perceived as typical behaviour, and reify these as part of a set of 
immutable cultural dimensions to be associated with set contexts or ter-
ritories embodied in national cultures (as in Hofstede 1991).

Cross-cultural analysis does not need to be like this, but to avoid the 
pitfalls of essentialism and reification, it would need to concentrate on 
particular cultural settings and take into account the contextual elements 
that frame intercultural behaviour at the time of observation, rather than 
a priori and immutable notions of assumed or imagined stereotyped 
national characteristics. On the other hand, an intercultural approach is 
more favourable for exploring the notion of identity and personal cul-
tural narrative as individuals reflect upon and develop their cultural per-
spective as a consequence of their international experience. Through this, 
an awareness of interculturality amongst students of varying cultural 
backgrounds can be encouraged.

 The Intercultural Process: Interstitial Culture 
and Third Space

By taking an intercultural approach, then, it is possible to focus on the 
processes of change and growth that international students and workers 
experience in their time in a new environment. This can help create a 
more fruitful understanding amongst those that administer international 
programmes of study of the nature of cultural diversity and how intercul-
tural engagement can evolve amongst individuals from varied 
backgrounds.

The approach here, then, is to explore what is known as the Third Space 
or interstitial space (Bhabha 1994) in which, in this case, students from 
different cultural backgrounds have the opportunity to interact with each 
other to form relationships and friendship and collegiate groups without 
the baggage of cultural labelling. This can be considered a neutral domain 
in which individuals come together as themselves, rather than members 
of a distinctive cultural or national grouping (Holliday 2013: 110). 
Through their interactions in their everyday course work, group work, 
extra-curricular activities and participation on campus in social and 
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academic spaces they can form new relationships and forge new member-
ships to enhance their own identity beyond their cultural origins. In 
other words, students from all backgrounds use this interstitial space to 
develop their own intercultural reference points and interculturality, 
together, as a unique group in a unique context, drawing on, but distanc-
ing themselves from, the polarising perception of their own cultural 
background and influences, as they experience identity convergence 
through growing symbolic interdependence (Imahori and Cupach 2005) 
and mutually shared commonalities in their perspectives as a com-
mon group.

This can be demonstrated in the model in Fig. 2.2. As a group comes 
together with a sense of belonging and common purpose, individuals 
from different cultural backgrounds and perspectives can build intercul-
turality through their shared experience in the third space amongst them, 
which in turn may influence their own sense of cultural identity and 
personal cultural trajectory as they adapt to and integrate other cultural 
perspectives associated with a more ethno-relative outlook (Bennett and 
Bennett 2004). In effect, their experience in an international setting 
results in an evolving personal perspective on the world, which may 

Fig. 2.2 Developing interculturality
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incorporate views, values, tastes, choices, reflections and such, which may 
have been previously unfamiliar to them, or may have begun to influence 
them to alter their view of the world, their own cultural origins and their 
evolving personal cultural narrative.

With this approach, the role of the educator is to promote and provide 
the opportunities for intercultural understanding, focusing on team and 
group dynamics, ensuring tolerance and inclusion and avoiding cultural 
stereotyping.

 Understanding and Overcoming Obstacles 
to Building Interculturality

While this may seem straightforward, it is important to understand the 
challenges of adjustment to unfamiliar cultural contexts and the processes 
and resources that are in play within the third or intercultural space, as 
the obstacles to building interculturality can be considerable. First, it is 
questionable as to whether interaction takes place amongst students on 
equal terms. International students, for example, may come from very 
different educational contexts in which their experience of learning and 
teaching might not prepare them for approaches and methods in an alter-
native context without being given specific support or without scaffolded 
intervention (Peacock and Harrison 2008). Likewise, diversity in com-
munications styles or aspects of observable cultural differences may lead 
to cultural or behavioural labelling, setting them apart from home stu-
dents. Consequently, the question arises as to how to create equity of 
treatment within the formation of relationships amongst students, who 
may struggle to engage or integrate with local networks and groups and 
who may prefer the psychological comfort of their own national and cul-
tural groupings.

Likewise, it is also important to be aware of the challenges of cross- 
cultural adjustment, commonly known as ‘culture shock’, in which stu-
dents are faced with affective, behavioural and cognitive challenges in 
navigating an unfamiliar cultural context, where they will need to make 
both sociocultural and psychological adjustments in their daily lives 
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(Ward et al. 2001). While international students have increasingly estab-
lished personal resources to deal with adjustment, in terms of linguistic 
and intercultural skills, experience and means to access support, educa-
tors and, in particular, university support staff should ensure that they 
provide adequate institutional resources to ensure that students are sup-
ported in their new environment and able to build new social networks to 
facilitate their cross-cultural integration (Fitzpatrick 2016, 2017).

 Towards Interculturality in Creative Business 
Management Education

Overall, then, the benefits of building a genuine understanding, space 
and opportunities for intercultural growth in international higher educa-
tion programmes are considerable. As we have seen, global workforce 
mobility and diversity are on the increase and becoming progressively 
wide-ranging. Workforce diversity has long been considered a strength 
for organisational effectiveness for a number of assumed reasons, includ-
ing wider market knowledge and insight, access to local networks and 
connections across international markets, greater diversity of skills and an 
increasing sense of ease and ethnorelative perspective in the face of cul-
tural difference (Brett et al. 2006). Diverse workforces are likely to be less 
ethnocentric and more comfortable with culturally novel situations and 
intercultural interaction, reducing the likelihood of misunderstanding 
and conflict at work (Fitzpatrick 2020).

Further, some research suggests that taking an intercultural perspective 
can enhance the performance and creativity of teams (Fontaine 2017). 
Focusing on interculturality, then, can bring a number of advantages to 
creative business management education in the way that teams and 
group-level processes construct and stabilise culture and how diverse 
individuals can work together to build an evolving and dynamic interac-
tive experience and shared understanding within an interstitial or third 
and unique space.

Much work has to be done, however, to engage academic and support 
staff in understanding the challenges of international students and to 
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provide institutional resources and conditions in the form of support 
systems that will facilitate inclusive engagement for all students regardless 
of background and experience and ensure their full integration into uni-
versity life. By understanding the educational and personal challenges of 
international students and by building intercultural sensitivity within the 
host university community and amongst individuals, interculturality can 
bring benefits to both the creative international educational experience 
and help build critical intercultural skills and perspectives for future 
global working.
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3
The Meaning of Creativity Through 

the Ages: From Inspiration to Artificial 
Intelligence

Simon Das

Abstract Given the relatively new pedagogic contexts of creative busi-
ness education and creative industry business schools, this chapter aims 
to examine the complexity tied-up in the word ‘creativity’ through the 
cultural and historical narratives that have both influenced, and been 
influenced by, the modern study of creativity—and more recently com-
putational creativity and artificial intelligence (AI). The chapter illustrates 
that despite creativity appearing in modern dictionaries only after 
Guilford’s inaugural speech as chair of the APA in 1950, its modern ori-
gins belie Western historic myths and cultural assumptions such as 
genius, intelligence and imagination that have endured into present day 
‘confluence theories’ of creativity by social psychologists such as Amabile—
models largely about creativity as intrinsic psychology and cognitive abil-
ities. It is argued that along this historical journey towards an ontology of 
creativity ‘in the mind’, the creativity of the person in social systems (first 
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outlined by Whitehead in the 1920s) has been overlooked, especially in 
the new field of AI. Rising to a call from Still and D’Inverno’s paper at an 
International Conference of Computational Creativity (2016), the chapter 
reviews the facets and features of what they term ‘G creative’ (perhaps 
God like) and ‘N creative’ (perhaps nature like)—and point to the prob-
lem of psychology’s hijacking of the subject of creativity from 1950s 
onwards with its adopted closed system intelligence in the development 
of AI programs and ‘thinking’ machines. The case is made for a place in 
the creative academy, therefore, to help the field of AI move beyond 
‘closed system’ creativity AI by pointing to more ‘open system’ approaches, 
including a recent AI artwork algorithm employing Csikszentmihalyi’s 
sociocultural creativity model of external ‘rating’.

 Introduction

The responsibility of the creative academy is to aid the field of AI and 
machine learning, helping it move beyond ‘closed system’ creativity algo-
rithms inspired by individualistic ‘thinking power’ theories. Though much 
AI in everyday modern technology remains akin to Boden’s closed-system 
‘combinational’ computational creativity of the 1990s, a recent example in 
the chapter will examine the AI artwork algorithm by the Obvious Collective 
in 2018, against Csikszentmihalyi’s sociocultural creativity model, high-
lighting its value in human-and-machine creative futures beyond complex 
problem solving and ‘in-the-mind alone’ analogous creativity.

 Creativity a Modern Concept?

A rich history of concepts and ideas related to the act of creativity has 
brought many ideas—some more rational than others—to the table of 
contemporary creativity research, despite no formal definition or even 
entry into modern dictionaries existed until after World War II.

In a contemporary industrial context, the world of creative industries, 
creative labour and creative work examined by scholars such as labour 
economists Hesmondhalgh and Baker point out the nebulous ‘catch all’ 
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term, saying ‘the terms “creativity” and “creative” have been abused and 
over-use’ (2011, p. 2) in recent years. This is largely because, although 
there is some agreed definition of what creativity is in terms of the gen-
eration of ‘novel and appropriate’ ideas / products / concepts, academic 
literature on creativity lacks unified theory or explanations of its causes. 
Creativity, as a result, can be at best, according to Runco, a ‘syndrome or 
complex, labels that capture the idea that creativity can be expressed in 
diverse ways (e.g. art vs. science), and sometimes involves different processes 
(e.g. cognitive or social)’ (2007, xi) or a worse something so subjective, it 
is like defining humour.

Philosophising that creativity is ‘not like height or acidity, but more like, 
say, humor or beauty, a quality that people—although they may concur in 
many of their actual judgments—are prone to disagree about’ (Klausen 
2010, p.  348), Klausen, and others, see creativity as consensual, real, 
measurable but at the same time subjective, and therefore best grouped in 
three directions (Klausen 2010, p. 350)—as ‘people’, ‘products’ and ‘pro-
cesses’. Each ‘P’, according to Klausen, places emphasis on a different loca-
tion, depending on context. However, regardless of scientific approach or 
‘direction’ and its philosophical approach, any modern creativity theory 
has to be judged against the weight of cultural history and engrained 
ideas about how creativity works and where creativity functions. Holland 
and Quinn (1987) define an anthropological system of cultural assump-
tions as a ‘cultural model’, one that Sawyer explains in his preface to his 
book on Explaining Creativity (2012) exists and influences the various 
beliefs and assumptions underpinning the experts’ research in the field of 
creativity.

Although Sawyer (2012) cites as many as ten separate assumptions or 
beliefs, some of them not entirely supported by scientific evidence—
though many ‘partially true’ (Sawyer 2012, pp. 12–14), most creativity 
authors acknowledge a number of these. What could be called a series of 
discourses on the subject, representing different beliefs and power rela-
tions (Foucault 1972), or what has been termed the ‘rhetorics of creativity’ 
by sociologists of creativity (Banaji et al. 2006), can be summarised as 
involving a number beliefs in differing ‘locations’, by different theorists 
and schools of thought, for example: Weisberg on ‘eminent’ creativity 
located in talent (1993); Sawyer on creativity as an emergent property via 
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collaboration 1999); Amabile on creativity as a form of intrinsic motiva-
tional psychology 1983), Csikszentmihalyi on creativity located in affec-
tive ‘flow’ states of mind (1996), Simonton on creativity as a form of 
‘intelligence’ (2009) and perhaps at the fringes of this chapter, the cogni-
tive research of creativity in neurological locations in the brain 
(Sawyer 2011).

These theories and theorists ‘locate’ creativity in different ways and 
places, and their explanations of creativity have emerged via a long his-
tory of interest in the term, the phenomena and what it can add to vari-
ous fields, for example the psychologists’ search for problem-solving 
talent Post-War (Torrance 1959), the educational and sociological propo-
nents of creativity (Banaji et al. 2006; Gauntlett 2011) and those with a 
post Schumpeterian political economy of a new ‘creative class’ of workers 
(Florida 2004). This varied and interdisciplinary field has created varying 
assumptions; and it has led to businesses reinforcing long-established 
‘tools’ of creativity (such as brain storming and Google’s ‘skunk works’) 
and the creative industries (a sector defined by DCMS 2001, to include 
advertising, publishing, design, film, music and the arts) failing to debunk 
‘myths’ around creativity. In the twenty-first century, creativity is still seen 
through a number of historically-derived ways, such as the work of 
‘genius’, creativity as the ‘art’ of inspired individuals, creativity as the out-
come of ‘play’ and collaboration or even creativity as form of mental ill-
ness (Freud 1924)—talent being a ‘silver lining’ to madness in the 
creativity ‘beliefs list’ by Sawyer (2012, p. 13).

 A History of Creativity Theory

Throughout various historical discussions on creativity, the concept, the 
values attributed to it and the various usages we give to the term, are 
widely said to be relatively modern (Weiner 2000; Sawyer 2012; Kaufman 
and Glaveneau 2019). According to Sawyer (2012), no historical period 
would understand today’s concept of creativity. It is a term that has 
evolved over a short period of time, and to put some context to this, he 
provides there is no reference to the word ‘creativity’ in the English lan-
guage before the nineteenth Century (Sawyer 2012, p.  19). The first 
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modern usage of ‘creativity’ emerges as late as 1875, well into the Victorian 
Age. Cited by Kaufman and Glaveneau (2019) as appearing in the text of 
A History of Dramatic English Literature by Adolfus William Ward, this 
was said to be first used in language to define some talent or force across 
all disciplines—although Sawyer points out (2012, p.  20) that in the 
French and Italian speaking world, no reference to the word in this sense 
would emerge until some 50 years hence. Even a formal usage entry into 
English dictionaries did not happen until after World War II.

This modernity, however, is not meant to mean that ‘creativity’ has no 
ancient origins and history. Indeed, the study of its origins, according to 
Kaufman and Glaveneau (2019), is recommended to help shed light on, 
not just ‘our species’ past’ but ‘its present and beyond’ (Kaufman and 
Glaveneau 2019, p. 9)—especially considering the contemporary defini-
tional debate about what creativity means today and the cultural value 
placed upon it in the fields of the arts, humanities, science and technol-
ogy (Batey 2012). Scholars interest in the phenomenon, emphasises the 
need for socio-political, technological and economic context—and that 
is a historical one. In the preface to Weisberg’s eponymous volume on the 
subject (2006), he gives over the entire purpose of the book to ‘demon-
strate how something as seemingly difficult to pin down as creativity can be 
defined and brought under scientific study’ [emphasis added] (Weisberg 
2006, p. 4).

Over the last six decades, a wide body of knowledge on the subject has 
emerged in wide variety of fields of research—fields such as: human psy-
chology (Torrance 1959; Gruber 1981; Simonton 1976, 1989; Sternberg 
and Lubart 1991), social psychology (Amabile 1983, 1996; 
Csikszentmihalyi 1988), the study of genius (Weisberg 1993), digital 
sociology (Gauntlett 2011), pedagogy and education and cultural anthro-
pology (Niu and Sternberg 2002). According to a review by Sternberg 
and Lubart (1999), over the decades these many approaches, however, 
lack a ‘theory of creativity’, being merely practical approaches to enhance 
creativity of the mind, perhaps led in this direction by its mythical origins 
in Western thought.

Researchers are said to have not provided a clear idea of what the char-
acteristics of creativity exactly are. Given this lack of clear definition, the 
‘confluence’ theories or explanations of creativity (ones that mix creativity 
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of the mind, talent and motivation) are recommended for research by 
Sternberg and Lubart (1999) and Runco (2007), who cite contributions 
by Amabile (1983, 1998, 1996; Amabile and Pratt 2016); Gruber and 
Davies (1988) and Csikszentmihalyi (1996) as well as their own ‘invest-
ment theory’ of creativity where creativity is explained in metaphorical 
market-like context, where creatives ‘buy low and sell high’ in the world of 
ideas (Sternberg and Lubart 1991, p. 30).

 In the Beginning … Creativity and Inspiration

The word ‘creativity’ itself has deeply historic roots. Its etymology from 
the Indo-European root word ker or kere, meaning ‘to grow’, and arrives 
into the Latin creatio or creatus meaning the same. In classical usage, lin-
guists point out that in spoken Latin, create would have implied to bio-
logically grow, as opposed to the Latin artis to ‘make’ (Kaufman and 
Glaveneau 2019, p. 10). God created; people just made—a distinction 
that in the West endured for centuries, reinforced by the impact on think-
ing of the Old Testament and the Abrahamic story of God as creator and 
‘his Creation’ which brought with it the idea that man was made in the 
image of God. The message was that man could be fruitful and multiply, 
but man’s participation in creativity, in every sense, was therefore limited, 
according to Weiner (2000, p. 25), who cites 13th Christian theologian 
Saint Anselm (then Archbishop of Canterbury) as making analogy 
between the craftsman who first conceives a project in his mind and 
God’s pre-existing idea of Creation, before emphasising the analogy as 
‘very incomplete’ as the artisan follows existing models and ‘God who is the 
first and sole cause and creates through himself alone’ (Weiner 2000, p. 44).

Over the centuries, in an enduring world where only God created, the 
nearest thing to a usage of the modern term ‘creative’ was, according to 
Sawyer (2011, 2012), the idea of inspiration—to draw on its Latin mean-
ing, to breath into, akin the Creator breathing life into the world. Man is 
not superhuman, but sometimes he can be inspired, a belief that stayed 
within Western culture well into the Middle Ages, is said by Weiner 
(2000, p. 76) to have arrived from the classical Platonic Greek myths of 
the inspiration by muses or deities. In Shrine of Wisdom on Plato and 
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the Four Inspirations, Greece, musical and poetic inspiration came from 
the muses (and water nymphs), whereas prophetic inspiration came from 
Apollo: different deities gave different creativity. This tradition is some-
thing that is consistent within a number of religions of the world—for 
example in Hinduism, the Goddess Saraswati has been invoked to inspire 
music for thousands of years (Kinsley 1988). In Hackforth’s translation 
of Plato’s Phaedrus (1972), a dialogue between his protagonist Socrates 
and Phaedrus, he explains that madness and Devine inspiration were 
described as going hand in hand, contrary to the understanding of Plato 
as a rationalist. According to Sawyer (2012, p. 20), this form of creative 
‘insight’ about nature, problem solving and the world itself through inspi-
ration was a superhuman force, as only the work of the God could be 
truly novel: the gods took away thinking and reason before bestowing the 
gift of inspiration. As given by art historians Honour and Flemming 
(1999), art and not poetry, however, was only ever a poor imitation of the 
perfection of the world of ideas, explaining why ancient Greek artists did 
not try to imitate what they saw in reality, but always sought to depict the 
pure forms of underlying identity.

 The Origins of Creative Genius

This history of genius, reflected linguistically, over centuries also provides 
evidence of the ancient, the something special about someone being their 
‘genius’. Although not popular in modern idiomatic English, the phras-
ing of someone ‘having a genius for cookery’, or maths or anything else, 
relates better to other European languages, where the ‘genius’ is more 
clearly separate to the person, and therefore closer to its historical root as 
a spirit. One linguistic example in a modern European language, using 
the exact Latin word for genius, genio, exists in Spanish, where a bad 
temper might be referred to having ‘un mal genio’, literally, having ‘a bad 
genius’. Simonton explaining in Spanish, one is not saying the person is 
an ‘evil genius’ but has a ‘disagreeable disposition’ (Simonton 1994, p. 13). 
Geniality existing in someone today, illustrates the genius spirit in them 
derived from an ancient cultural meaning in the term.

3 The Meaning of Creativity Through the Ages: From… 



34

In the classical world, if being inspired was therefore the explanation 
of the act of human creativity, then the force behind someone who 
achieved extraordinary feats of creativity over time was his ‘genius’. 
Another superhuman historical factor in the history of creativity, no 
modern researcher of creativity entirely avoids raising of examples about 
‘extraordinary people doing extraordinary things’ (Simonton 1976; 
Sternberg 2000; Csikszentmihalyi 1988); and of the genius over the 
recent centuries, people who in their place and context so influential, 
Simonton asks us: imagine Spain without Cervantes, France without 
Napoleon, England without Shakespeare and America without Jefferson? 
(Simonton 2009, p. 2). A creativity scholar with an interest in genius (his 
1976 study sample size of eminent creators reached into the thousands), 
he divides the study and meaning of genius into two parts: one contem-
porary, scientific and measured by psychometric methods, and a second, 
‘humanistic’—and one measured by ‘a long history’ (2009, p. 13), explain-
ing roots of the humanistic definition of genius as therefore ‘story-based’. 
In the Roman period, genius is an idea of a personal deity, a ‘guardian 
angel’, according to Simonton (2009) very similar ancient Greek tradi-
tion of daemon, described as good and bad tutelary spirits in Liddell and 
Scott (1925). In Roman times people had deities; personal ones and ones 
that resided in locations (Struck 2019). The belief in this type of guiding 
genius carried over into Christianity (where it still exists today in Catholic 
school pedagogy), and endures thousands of years after the Roman idea 
of a spirit belonging to each person, Simonton (2009, p. 13) provides a 
vestige residing in contemporary art and culture via the 1946 film It’s a 
Wonderful Life where an angel ‘Clarence’ intervenes to show ‘George 
Bailey’ that life is worth living (portrayed by actor James Stewart).

 Creative Imagination

It is only in the last century that the more individualistic notion of a 
person not having a genius but being one comes to the fore (Murray 
1989), one that has a more Western interpretation and one that forms 
part of a cultural model. What elevates the idea of creativity as art, art-
istry and the modern concept of the creative, is in particular, the 
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portrayal of a solitary individual. This specific belief, according to Keith 
Sawyer is one that is barely 200 years old, along with the concept of the 
artist having high social status. Explaining that, ‘before the Renaissance 
creativity was associated with the need to imitate established masters’ 
(Sawyer 2012, p. 20), history, artists in the Middle Ages needed to sur-
vive on patronage by nobility. The role of the artist being exclusively 
commissioned by royalty, the church or rich merchant (Clark 1997, p. 11).

Long before the establishment of capitalism in Europe (widely 
recounted in Marxist analysis as developing in the seventeenth century by 
Braudel (1981–1984 and Holton 1978), Weiner’s (2000) examination of 
the history of creative works in an earlier thirteenth Century world, out-
lines one of technological developments and the growing individual value 
of art and artefacts were already becoming less craft and craftsmen based. 
Drawing on various technological and sociocultural changes Weiner 
(2000, p. 47) describes a changing cultural meaning of creativity, between 
the thirteenth and fifteenth century, a period when Thomas Aquinas 
established a natural law theory against unjust rule, the Magna Carta sets 
out basic rights and freedoms of the individual and St Francis of Assisi 
inspired a new movement to elevate the individual as a ‘dignified creature 
of God’ (Weiner 2000, p. 47). Surely the genesis of what, centuries later 
would become the Human Rights movement world, people are becom-
ing liberated, and with that, the creators of their own destiny.

In the last two centuries, this more individualistic idea of creativity 
developed into what De Fillippi et  al. (2007) calls creativity of the 
‘Western Tradition’. A cannon of philosophy that starts with Plato, the 
development of the individual in the thirteenth Century, before the influ-
ence of modern psychology through Sigmund Freud and the philosophy 
through Karl Popper. However, within this tradition, the elevation of the 
fine arts to become synonymous with creativity is often attributed to the 
eighteenth century writing of Immanuel Kant (Simonton 2009; Banaji 
et al. 2006). In his Critique of Judgement, creativity is described as the 
making of the ‘sublime’, of genius that can be revered and understood as 
set apart from the everyday—raising what in modern creativity research 
is frequently described as the divide between ‘Big C’ and ‘Small C’ cre-
ativity—the everyday from the extraordinary. This distinction, in 
Simonton’s view (2009), shows us, from a Western cultural perspective, 
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creativity discourses are dominated by the extraordinary things made by 
extraordinary people. Creativity therefore ‘embodied in a particular kind 
of personality’ (De Fillippi et al. 2007, p. 511)—is a genius of things by 
genius people, and historically gave rise to the close association with 
domains of the fine arts, theatre, music, literature and architecture, dur-
ing a period when the art world becomes less reliant on aristocratic 
patronage, emphasising the rise of the individual talent.

Science, however, had not yet become part of creativity in Kant’s Age 
of Enlightenment. Thought as a function of methodology, of replicable 
process, Simonton cites Kant himself as saying Newton’s Principa 
Mathematica was an ‘immortal work’ but could have been produced by 
anyone with sufficient learning, ‘whereas only a genius like Homer could 
have written the Illiad and the Odyssey’ [emphasis added] (Simonton 
2009, p. 25). Although the mysterious ancient world of the inspired and 
the genius seem present in the Kantian view of creativity, in the Classical 
era painting and art was imitation, and only poetry could be inspired 
(Weisberg 1993), reminding us of Polycleitos and his prescribed propor-
tions for drawing the human form, called canon or ‘measure’ (Pollit 1995). 
In the Classical worldview, creativity in art was perceived in a way more 
akin to the eighteenth Century Kantian views on science, something 
than can be quantified, is rule-based and recreated only by method—not 
by the inspiration of genius.

In the late Enlightenment period, the idea of Kant’s sublime inspira-
tion can be seen evolving towards providing a clear cultural notion of 
artists being special. Artists were seen to have an ability to create works 
without a specific ultimate consumer—worthy of creativity in its own 
right. By the time of the British Industrial Revolution, a new concept and 
belief about creativity was cystalising and evolving from the old—espe-
cially the idea individual talent as ‘imagination’ (Sawyer 2012, p. 21). 
Into the eighteenth Century the establishment of art institutions, galler-
ies and a marketplace for artefacts nourished by the development of art 
history, art schools and apprenticeships formed the modern conception 
of an artist as a person set-apart from the rest, isolated, talented and 
inspired.

By the dawn of the twentieth Century, these unchanged ideas about 
innate imagination and being set-apart, formed part of the new Freudian 
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science of psychoanalysis. Creativity in this new field of examining the 
human mind was theorised, like many other facets of human character, as 
an ‘unconscious’ act by Freud. Driven by the forces now often used as cli-
ché of his ideas, the ego and libido, were theorized as an artist’s form of 
defence mechanism against neurosis. Playing out his fantasies in a socially 
acceptable way (in a similar way that play for children provides a form of 
meaning and control), the artist in Freud’s psychoanalysis makes uncon-
scious daydreams a controllable reality. On his essay Creative Writers and 
Daydreaming (1908), Drobot (2018) provides that although the much 
quoted Freudian illness of ‘suppression’ was not theorised as being at work 
in artistry (but a more healthy form of ‘sublimation’), Freudian psychology 
is nevertheless said to have fuelled controversial ideas that endured into 
the twenty-first Century: ideas that artists (and by association all creative 
people) were ‘disturbed—similar to the mentally ill’ (Sawyer 2012, p. 22), 
by being sexually driven and even criminally minded. Psychoanalysis, is in 
Sawyer’s opinion, a factor aiding the enduring myth that a creative person 
is a tortured ‘lone genius’.

 Creativity as Potential: The Birth 
of a Sociological View

Alongside these new theories of the mind (some have called pseudosci-
ence) about the ‘hidden’ workings of creative sublimation, the beginnings 
of a more scientific and philosophical modernity applied to creativity 
were emerging about a universal phenomenon—or even non phenome-
non—not something subconscious, inspired or the property of the 
genius. One of Britain’s leading nineteenth Century’s philosophers, 
Whitehead, who while professor of philosophy at Harvard, made a bold 
intervention at separating out some of the inspiration myths of creativity 
in his philosophical and cosmological opus magnum Process and Reality 
(1978/1929). In this tome, he raises an almost pre-psychology and pre- 
sociological view on creativity. Coming from his complex philosophical 
discourse on the meaning of ‘potentiality’ in humankind being both a 
‘general bundle of possibilities’ but also ‘real’, being conditioned by the 
actual world (1978/1929), hint at what later influences more 
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sociocultural views of creativity (Csikszentmihalyi 1988) and the conflu-
ence models of creativity (Amabile 1996) that would later appear in 
mid-century.

To quote the words of one scholar on Whitehead: ‘[he] insists that cre-
ativity is in no way to be limited to human activity or consciousness and that 
a wider understanding of creativity, based on the relativity of the potential 
and the actual, must be recognized’ (Halewood 2013, p. 76). Creativity, 
was by the 1930s, philosophised as being a universal and cosmological 
truth, a systemic potentiality process, and as Whitehead’s magnificently 
named ‘Category of the Ultimate’ stated: ‘Creativity is without a character 
of its own … It is that ultimate notion of the highest generality at the base of 
actuality. It cannot be characterized, because all characters are more special 
than itself’ (1978/1929, p. 31). By invoking the idea of the potential and 
actual, Whitehead’s lectures at Harvard disseminated the first modern 
usage of the term ‘creativity’ as more aligned to a natural process—the 
creare of bringing about in nature, rather than through a ‘gift’ of inspira-
tion of something in the mind alone. Creativity through this philosophi-
cal lens can therefore be associated with ‘normal’ everyday processes—the 
sort of creativity far removed from the ‘subliminal’ endeavours of fine art. 
In the words of those that saw creativity in this way, such as art historian 
John Dewey by the mid nineteenth century, creativity is about breaking 
convention, ‘in re-creating them … it brings refreshment, growth and satis-
fying joy to one who participates’ (1948)—definition adopted in twenty- 
first Century by neo-craft media philosophers such as Gauntlett (2011) 
who theorised the importance of social connections and role of improv-
ing social capital that a creative ‘making’ culture might have.

Despite this progressive and emerging view from philosophy on the 
campuses of American and British universities in the 1930s and 1940s, 
mainstream culture took much longer to change what Sawyer (2012) 
points out as an already established story. Summarising this view of cre-
ativity at the time, it was one of ‘people with a unique vision’, being soli-
tary with imagination expressed through their genius in art—and art 
alone. As a ‘story of creativity’ it was, in his words, ‘fully formed’ by then 
(Sawyer 2012, p. 23). The myth busting challenges from Whitehead pro-
vided many unsolved questions about creatives and creativity. By Freud’s 
own admission, as far as creativity went, he did not have all the answers 
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in the mind—specifically not being able to explain the ‘effect of joy and 
pleasure [as it was the artist’s]… innermost secret’ or what he called ‘tal-
ent’—something that required Whitehead’s ‘potentiality’ of the ‘real’ 
external world and not psychodynamic cognitive analysis in the way he 
applied it (Drobot 2018).

 Creativity of the Mind: Intelligence, Divergent 
Thinking and Psychology

The quest for providing more science to the potentiality of the mind, 
became the domain of the emerging Post World War II field of cognitive 
psychology. Led by the quest by Skinner, its approach was to provide 
reason through observable data in psychology and not through a philo-
sophical or conceptual neural process theorised by Freudian psychology. 
Although creativity was seen by ‘behaviourists’ as a function of intelli-
gence, some scholars in the area were not satisfied that it remained untest-
able and hidden. The loudest complainant of them all was US military 
psychologist Guilford. Numerous authors and texts cite Guilford’s 1950 
address to the American Psychological Association (upon his inaugura-
tion as president), one where he called for more study in the area, as the 
birth of modern research in creativity (Sternberg and Lubart 1991, p. 3).

It is said, historically, the motive for this type of research was the unre-
liability of IQ based studies, which assumed creativity was part of general 
intelligence. According to Runco and Albert (2010) as early as the 1920s, 
Cox a PhD student under Terman (the author of the IQ test itself ), is 
said to have exposed that trait theories, confidence and persistence were 
not subconscious acts for creativity and therefore cautioned the over- 
emphasis of the influence of IQ on determining creativity (Runco and 
Albert 2010, p. 15). According to Sawyer (2012), these early insights into 
personality and genius provided the basis for the interest in creativity 
theory in the US during World War II, where testing for individual cog-
nitive skills gave early (but limited) insight into its usefulness (p. 16). 
Guilford himself worked in the US Air Force, developing tests for intel-
lectual abilities for flying aircraft before developing his research at the 
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Institute of Personality Assessment at University of Southern California 
(Sawyer 2012, p. 17).

According to Kurtzberg and Amabile (2001), Guilford’s first address as 
the president of the APA came as a great surprise, given the context of the 
field of psychology at the time: ‘Suddenly, the appealing but nebulous con-
cept of creativity had scope, depth, and breadth that could be measured and 
explored’ (p.  285). In the 1950s creativity was seen as something that 
could not be scientifically examined and the entrenched views, although 
challenged by Treman, Cox and even Galton in the 1920s (Sawyer 2012, 
p. 19), was that creativity was an obscure phenomenon, one theorised 
mainly through Freudian analysis as a subliminal drive (discussed above). 
It could not really be encouraged through the predominant behaviourist 
methods of reinforcement either, Sawyer pointing out that arch behav-
iourist Skinner did try to respond to this criticism in a paper on technol-
ogy and pedagogy (1968) but failed (Sawyer 2012, p. 17). At the time of 
common usage of the IQ intelligence tests (such as the Standford-Binet 
test by Terman in 1916), one of the leading 1950s behaviourist psycholo-
gists Torrance, outlines creativity at the time as simply a problem-solving 
faculty: ‘Whenever one is faced with a problem for which he has no practiced 
or learned solution, some degree of creativity is required’ (Herbert et  al. 
2002, p. 39). High IQ and problem solving to the world of psychology, 
was a relationship set in empirical stone.

Guildford’s call for creativity research, however challenging, did not fall 
on deaf ears, and eventually led the field of psychology over the next two 
decades toward development of theory and measurement tools compati-
ble with the measurement of IQ—creativity as an observable ‘production’ 
using thinking skills, ‘divergent thinking’, given as fluency of thought, flex-
ibility, originality and elaboration (Sawyer 2012, p. 47). Developed as a 
DT test (the most common of which being the TTCT the Torrence Test 
of Creative Thinking: Torrence, 1974), these thinking skills tests became a 
hugely popular psychometric tool, working hand in hand with IQ testing. 
Getzels and Jackson (1962) showed, through data, how these two param-
eters (IQ and DT) co-varied and were related to one another—proving a 
strong relationship. Getzels and Jackson’s threshold theory showed that 
the two go hand in hand, but only up to the point of an IQ of around 
120—after this, it’s theorised that too much intelligence can hamper 
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creativity. Today, although this idea of creativity belonging (mainly) to the 
outstandingly intelligent, is contentious. Sawyer states clearly that ‘many 
decades of research show that creativity and intelligence are related’ (Sawyer 
2012, p.  57). Proponents of this type of psychology, such as Dean 
Simonton, provide an example of a domain where this might be evi-
denced: ‘intelligence level impacts everyday creativity, such as that involved in 
problem-solving … You need an IQ of around 140 to learn enough physics to 
be truly creative in it’ [emphasis added] (Simonton 1989, p. 40).

Simonton’s mention of the potential to learn is seen as significant in 
this quote, as when testing for talent. As Sawyer points out, ‘intelligence 
predicts less than half the variance in creativity measures, [while still] provid-
ing evidence for the discriminant validity of creativity tests’ (2012, p. 57). A 
history of Terman himself, shows he proved the point. Having had a 
number of high IQ participants in his experimental work on people’s life 
outcomes based on intelligence (the so called ‘Terman Termites’ experi-
ment), Shockley, a boy who failed the requisite criteria of IQ for his pool, 
showed more creativity in his life’s work than anyone else in the group as 
a Nobel Prize winner for the invention of the transistor (Kaufman 2009). 
Given these limitations, historiometric researcher, Weisberg (1993, 
p. 97), explains how the psychometric approach of intelligence and diver-
gent thinking skills ‘led to the development of confluence models of creativ-
ity”—one that recognises other less predictable or testable factors in 
determining creativity. By the end of World War II, according to Runco 
and Albert (2010), creativity was being increasingly explained by psy-
chologists through ‘the personalities, the values, the talents and the IQs of 
exceptionally creative men and women’ [emphasis added] (p. 15).

 Today: A Legacy of Two Narratives G-Creative 
and N-Creative

Given this history of specialness, creativity in the mind and the alterna-
tive creativity through learning, and social even pleasurable process, two 
clear strands exist in present day research around creativity—and they are 
yet to be unified, say Still and D’Inverno (2016). ‘N-creative’ (perhaps 
nature creative) or creativity defined by people ‘living and acting in the 
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world [that is] inherent in all activity,’ (2016, p. 7) based on actions, atten-
tive enquiry and the impact it makes and the dominant ‘G-creative’ (per-
haps God creative) or the ‘creativity in the mind’ narrative, which lives in 
the contemporary creativity in psychology and the cultural legacy of 
genius. In Weisberg’s review (2006), a confluence theory acknowledges a 
number of factors coming together: ‘Creativity requires a person with a 
particular thinking style, knowledge base, and personality, who is in a par-
ticular environment’ (p. 97). Although a number of personal and extra- 
personal factors were considered for some time in the mid twentieth 
Century as causes of creativity, the two most cited contemporary conflu-
ence models of are undoubtedly from the late twentieth Century: 
Amabile’s Componential Model of Creativity (1983, 1996) where cre-
ativity is judged as being something novel and appropriate and explained 
as arising from a person’s domain-relevant skills, his or her creativity- 
relevant skills and finally their task motivation; and Sternberg and Lubart’s 
(1991) Investment Theory of Creativity, where creativity is like an eco-
nomic metaphor of a marketplace, where creative thinkers ‘buy low and 
sell high’ (Weisberg 2006, p. 100).

Perhaps the most well known N-creative—or socially constructed cre-
ative model—in recent decades, invoking the earlier work of Whitehead 
in the 1920s, comes through the social ‘systems’ explanation of creativity 
as emerging from both minds, people, gatekeepers and tastemakers. 
Within this model the individual and his or her mind is only one part of 
the more complex process that perhaps leads to creativity that is ‘domain 
changing’. While the model deals with explanations of any type of creativ-
ity, it is seen to be particularly useful in explaining creativity that is some-
times referred to as ‘Big C’ creativity or historically important creativity—as 
opposed to short range or ‘Small C ‘creativity, which may be no more 
than an idea for a new bus journey. Creativity in this model is ‘rated’ in a 
cultural system—something its author Mihaly Csikszentmihalyi used to 
explain why creativity has ‘clustered’ throughout history in scenes, milieu, 
geographic places and in industrial contexts, for example renaissance 
Florence in art or Sixties London in pop music.

According to Csikszentmihalyi’s tripartite model (1996) in Fig  3.1, 
‘Creativity results from the interaction of a system composed of three elements: 
a culture that contains symbolic rules, a person who brings novelty into the 
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Fig. 3.1 An N Creative model of creativity. (Adapted from Csikszentmihalyi 2006)

symbolic domain, and a field of experts who recognise and validate innova-
tion. All three are necessary for a creative idea, product or discovery to take 
place’ (Csikszentmihalyi 1996, p. 6).

Csikszentmihalyi’s model explains that real world creativity is only 
meaningful as a social process, after being an internal one. Figure 3.1 
above conceptualises ‘a process that can be observed only at the intersection 
where individuals, domains, and fields interact’ [emphasis added] 
(Csikszentmihalyi 2006, p. 3). Creativity seen this way is explained by a 
person, with a set of confluence and cultural factors making a change to a 
domain—a value and cultural system (a knowledge base, subject, or even 
an industry), which is rated (and selected therefore as creative) by its 
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field—a community of gatekeepers, experts and tastemakers who form 
part of the social system for that domain. When it comes to the individ-
ual, alongside the various character, traits and abilities of the psycholo-
gists’ confluence approaches, Csikszentmihalyi’s provides a number of 
more culturally and historically formed ideas about people, such as a cul-
tural capital, a person’s ethnicity and cultural background and even mar-
ginality to a field (people from less conventional backgrounds), pointing 
to biographical accounts of some of the most eminent creative achievers 
in history, who often lived within uncomfortable unconventional con-
texts, such as India’s Ghandi during his formative period under British 
rule in South Africa, the Catalan Picasso residing in the heart of the 
Parisian art scene at the turn of the twentieth century and Freud being a 
Jewish Catholic in Vienna (Csikszentmihalyi 2006, p. 13).

 A Tale of Two Creatives: G-Creative and N 
Creative

We have seen that the historical narratives of where creativity comes 
from, how it is measured, considered a supernatural gift, a talent, a skill 
or many ‘things’ in the mind. These narratives, discourses or ‘rhetorics’ 
(Banaji et al. 2006) can be grouped loosely around two types of creativity: 
(1) creativity a closed ‘in the mind’ cognitive process or (2) creativity as an 
open social process of a person in the ‘real world’. These two ‘directions’ 
were termed by Still and D’Inverno (2016) as N-Creative (perhaps 
nature-like) and G-Creative (perhaps God like) in a paper made to the 
last International Conference of Computational Creativity, to aid the 
development of creative AI (artificial intelligence) systems, models and its 
development away from closed G-Creative ‘in the mind’ analogous pro-
cesses—a type of human-machine manifesto for AI development.

The prising apart of these two differing narratives and theories: G-creative 
(largely psychological understanding of creativity) and N-Creative (largely 
socially constructed) is said by many to be important, and is summarised 
here in an analysis of creativity and AI in Table 3.1. A simplified ontology 
of creativity might suggest that, given the historical context we have seen, 
G-Creative aligns with a traditional idea of special people, who male special 

 S. Das



45

Table 3.1 G Creative vs N creative narratives

Type of creativity
G creative (psychological 
creativity)

N creative (socially 
constructed creativity)

What is created? Creation as separate from 
the creator

Creation as expressive part 
of the creative

What location or 
‘P of creativity’

People, products, 
place

Focus on ‘products’ as 
novelty + appropriateness

Focus on ‘people’ and 
‘process’

How it happens 
(system)

A closed system inside the 
mind

An open system in a 
sociocultural context

Aiding, managing 
and developing 
it

Cognitive ability (IQ and DT)
Brain storming
Mind mapping
Trial and error

Intrinsic motivation
Confluence models:
Knowledge + motivation + 

creativity skills)
Play and pleasure

Theorists Psychologists, computational 
creativity theorist, 
scientists, AI, business 
studies

Social psychologists, 
educationalists, historians, 
media and culture 
theorists

How is it assessed Expert assessment (C.A.T. 
consensual assessment 
technique)

Field and wider cultural 
assessment

Creative industry 
relevance

New product ideas
Invention
Problem solving
Ground-breaking

New product categories
Innovation
Problematising
Taste- making

Cultural narratives Individualistic
Genius
Inspiration
Trial and error
Specific rules and methods
Brains

Collaborative
Talent
Effort
Experimentation
Interdisciplinary methods
Skills

Development in 
artificial 
intelligence AI

Computational creativity 
(Turing tests)

Generative adversarial 
network

Augmented technologies

things and are somehow gifted with unique and increasingly measurable 
and ‘unlockable’ abilities (especially problem- solving ones) located in the 
mind. N-Creative, on the other hand, hails from the Latin meaning of 
creare (to bring forth) aligned to humanistic ideas of creativity through 
exploration, intrinsic motivation, joy and only meaningful in relation to a 
‘real world’ setting.
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 AI and Computational Creativity

Boden’s seminal work on artificial intelligence (AI) and computational 
computing (1998) outlined three types or categories of computer creativ-
ity, namely: combinational, exploratory and transformative. This hierarchy 
of computational creativity is akin to what creativity theorists have dis-
cussed as ‘Big C’ and ‘Small C’ creativity, the former being creativity of 
the type akin to combining two new ingredients in a food recipe (some-
thing we all do often), and latter being creativity that is historically 
important or to use the Csikszentmihalyi model (above), is domain 
changing, like the Bauhaus’ break with decorative architecture or 1970s 
rap music’s redefining of disco music.

Computational ‘combinational’ creativity by machines has been a fea-
ture for at least last five decades. Boden explains that this might specifi-
cally mean the autonomous combining of two types of improbable yet 
familiar ideas / things. As far back as 1957 a computer algorithm was 
used to compose the Illiac Suite, a string quartet in the Classical style. 
When played by real musicians, it passed the ‘Turing Test’ of it being 
indistinguishable from something that might have been written by a 
composer judged by a human bystander. In 1997 the JAPE (Joke Analysis 
and Production Engine) went a step further, and could create jokes and 
puns such as ‘what do you call a Martian who drinks beer? An ale-ien!’, 
passing a type of Turing Test good enough, perhaps, as something drafted 
by a person for a Christmas cracker.

The problem, acknowledged by Boden herself, was that for machines 
to be transformative or Big C in their creativity, it ‘depends largely on 
unarticulated values, including social considerations of various kinds. These 
social evaluations are often invisible to scientists’ (1998, p. 355). Describing 
a distant future where machines might be able to make these kind of 
evaluative and even persuasive processes (like those of Sternberg’s, 1991, 
investment model of creativity where an idea is ‘sold’), a recent example 
in 2018 by a group of experimentalist coders in France called Obvious 
Collective points in this transformative direction.

On the portrait of Edmond Belamy, by the Obvious Collective, a blurry 
canvas of art reminiscent of an Old Master, a telling signature by its algo-
rithm makers ‘min G max D x [log (D(x))] + z [log(1 – D (G(z)))]’ makes a 
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point of a bold AI project that that might not only pass a Turing Test of 
‘realness’, but be transformative in the way Boden describes AI futures. The 
‘painting’ sold for around £300,000 in 2019, and although that might not 
signify ‘creative success’ in itself, it was made by a programme that did con-
sider its social context. From a computational creativity point of view, this 
painting was different from many other AI creativity attempts in the past, 
in that its algorithmic basis programmatically modelled a form of human 
evaluative system called a ‘Generative Adversarial Network’. It could be 
argued, therefore, that the Portrait of Edmond Belamy is perhaps one of 
the first creative AI projects that has responded in part to Still and 
D’Inverno’s call for N-Creative computer creativity—and an end to closed 
system G-Creative computational processes that ignore a socially con-
structed view of how man and machine might co-create.

In many ways, the Obvious Collective developed their algorithm 
according to Csikszentmihalyi’s ‘systems’ model of creativity (1988), one 
largely explained in this chapter as an N-Creative model. Using his model 
Fig. 3.1 we can analyse the Portrait of Edmond Belamy thus:

• Domain: the team behind it fed 15,000 artwork images spanning 
600 years of portraiture.

• Person: the generative network selected candidate images to adopt, just 
as an artist might.

• Field: the ‘Generative Adversarial Network’ did the important art criti-
cism part, acting as a gatekeeper of what to keep and what to cut in a 
form of machine learning.

Although this cannot be considered a part of a real cultural system, and 
the algorithm needed the human programming team to persuade the 
artworld of its novelty (and appropriateness), it represents a step towards 
more N-Creative software development, and perhaps an end to the 
assumption of machines as creators with defined machine learning algo-
rithms. Individualistic models of creativity ignore group, team and incre-
mental process. Computational creativity of the combinative type ignores 
the co-creative way creative work is organised by a human and therefore 
replicates such G-Creative theories, ones Still and D’Inverno (2016) sug-
gest as unhelpful for the field to develop AI creativity (Fig. 3.2).
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Fig. 3.2 The portrait of Edmond Belamy. (Open sources)

 In Conclusion: A Manifesto for (Wo)Man 
and Machine in the Creative Academy

This chapter has shown the complexity tied-up in the meaning of creativ-
ity, outlining its origins, cultural history and etymology adding to the 
complexity of theories and narratives around it. In reviewing some of 
these, we see that there exists today two related but separate theories, ones 
Stills and D’Inverno called G-creative (creativity in the mind) and 
N-Creative (creativity in a socially defined person). The ontological facets 
of these two theories provided in Table  3.1, shows a leaning towards 
G-Creative theories in the development of computational creativity, 
something hinted at over 22 years ago in Boden’s paper on the subject in 
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1998. In this light, AI developers have much to gain from working with 
creative art schools, technologists and creative business students in the 
N-Creative areas listed in Table  3.1 with regards to experimentation, 
interdisciplinary methods, taste-making and domain skills.

With regards to AI, to echo Still and D’Inverno’s call for less psychology- 
inspired AI computational creativity closed-systems and more human 
and sociocultural related ones, AI system designers should be grounded 
in the theory of sociocultural processes and less reliant on the post war 
‘Guilford School’ of intelligence and divergent thinking with its implied 
computational creativity. The portrait of Edward de Belamy is not only 
an example of an attempt at employing this, with its machine learning 
‘gatekeeper’ factoring of sociocultural of fields and domain knowledge, it 
also challenges the art world about its long cultural history discussed here 
around genius and the deification of fine artistry.

Knowing that N-creative human design and cultural context is realisti-
cally the only way machines can become part of a ‘Big C’ or transforma-
tive creative process, can anyone really imagine a Blade Runner ‘replicant’ 
android in the next two decades, against present examples of anthropo-
morphic innovation of Amazon Alexa? As a journalist once joked, if a 
computer alone was creative enough to ‘fool’ us (Turing Test) into being 
the next Banksy or Top Ten record producer, we would probably never 
know, as its first job would be to eliminate us! Creativity ultimately is a 
social process and one where researchers, students, experimentalists need 
to develop AI research (such as augmented technologies) in the way that 
creative people, teams and disciplines work and learn collaboratively 
when incredible things are achieved. The clear message here, is that when 
it comes to creativity, it is not all located in the gift of a ‘mind’—be that 
a person’s or a one of a computer.
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4
The Global Citizen, Globalized Lifestyles 

and Pedagogy

Lynda Fitzwater

Abstract Recent discussions around the digital nomad engendered by 
trends towards remote working in the post-covid expanded workplace 
border onto wider discourses of the Global Citizen. The longevity of the 
global citizen narrative can be explained through its adaptations to suc-
cessive educational philosophies and frameworks. This highly contested 
and fractured subject position has been theorised through literatures of 
pedagogy, tourism, cosmopolitanism, consumerism, sustainability, 
Anthropocene and multiple other lenses. Much of this work details the 
pedagogical structures and aims of global citizenship education, or other-
wise situates the epistemology and ontology of the Global Citizen as in 
tension whilst serving the agendas of multiple stakeholders. This chapter 
examines the limits of Ruiz-Chapman’s concept of the Global Non- 
Citizen in relation to current trends in trans-national education and 
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global citizens’ lived experience. In conclusion, the global citizen will be 
positioned in frameworks of neo-imperialism, belonging and 
responsibility.

 Introduction

 Expanding Out from the Digital Nomad

Contemporary debates about the expanded workplace engendered by the 
pandemic often cite the digital nomad as the ideal entrepreneurial self, 
capable of navigating a globalized office space. These discussions border 
onto wider discourses of the global citizen.

The global citizen has been a status and an identity posited and anal-
ysed throughout the history of conceptualizing people’s ability and right 
to move independently through nation states. This right to travel and 
settle, even temporarily, often rests upon the usefulness of the individual’s 
skills, financial assets or politics to the nation state’s interests, or more 
fundamentally the individual’s representation of a federal ideal of the 
model, adaptable citizen. These angles on the global citizen closely relate 
to discourses of neoliberalism, homo economicus and cosmopolitanism.

Currently, these understandings of the global citizen are brought to 
bear on the trend of the ‘digital nomad’. Digital nomads can be defined 
as individuals who are enabled by their skills in technology-based indus-
tries to earn a living from theoretically anywhere in the world. Karsten, a 
practitioner and advisor, describes this as ‘Complete freedom of movement 
while working online is the general idea’ (2022). Thereby the digital nomad 
can enjoy the climate, culture, and living costs of their physical location, 
whilst simultaneously benefitting from the professional status and remu-
neration rates associated with the ultimate location of the usefulness of 
their work output. This expansion of the scope of possibilities in living is 
of course highly delimited to certain forms of work, but more impor-
tantly is additionally restricted to workers who can guarantee their 
income will top certain thresholds monthly or yearly long term, as well as 
being holders of assets. Ultimately, radical financial independence and 
healthy local spending power positions a sub-set of people whose work 
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can be remotely carried out productively as eligible to take advantage of 
the growing digital nomad schemes launched by cities and states during 
the Covid-19 pandemic. There are several other key considerations that 
complicate entry into this privileged sphere. Continuity of experience 
and education for the would-be digital nomad’s child is a complex prob-
lem; the long history of paradigmatic curricula in international schools 
globally may be a solution (this is a fascinating attendant discourse perti-
nent but outside the remit of the present context’s exploration of the 
global citizen). Similarly, the digital nomad’s need for specialised health-
care for pre-existing conditions can be a barrier. Additionally, the digital 
nomad may need to travel and settle ‘as a package’ with their family, 
which presents a very different profile of demands and local consumerism 
opportunities for the host location.

So, what are the parallels between the digital nomad and the global 
citizen? The digital nomad is the contemporary practical incarnation of 
the global citizen, with a particular focus on professional productivity. 
But the global citizen has been theorised as a status with much more 
wide-ranging interpretations related to consciousness, spirituality, educa-
tion and privilege. Later, we will examine the pedagogic structures and 
aims of global citizenship education. Now let us consider the wider dis-
courses of the global citizen.

 Who Is the Global Citizen?

Who is the Global Citizen? At the core of understandings of the person-
hood of the global citizen, we will repeatedly find the concepts of self- 
awareness and responsibility. The behaviour of the global citizen is 
responsible, involving caring for, and promoting ‘social justice and sus-
tainability’. More specifically ‘[an]other character and value recommended 
for global citizens is socioscientific accountability’.

There are tensions in this identity of a person attempting to behave in 
conscientious, evidence-based ways towards an imagined international 
greater good, but who is inevitably somewhat rooted in their own state’s 
current dynamics. As Baker and Shulsky argue ‘the reality is that we, as 
citizens of our individual nations, do have a stake in the actions and reactions 
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of others’. These understandings foreground socially-oriented 
responsibility.

How does the Global Citizen attain that status or way of being in the 
world? Much of the literature claims the Global Citizen as a state of 
mind, an attitude or set of interrelated attitudes. Mat’ova et al. interpret 
‘conscious and transformative learning’ as the process of becoming a global 
citizen (2020). The aspirations of the global citizen are to carry out their 
agency towards a greater global purpose, responding to others and being 
self-critical (Papastephanou 2003). Empathetic critical thinking is 
required for global citizenship ‘the willingness to see and hear ideas removed 
from one’s personal paradigm […] deep reflection as a natural, initial instinct 
[…] deep-seated belief that one is open to analytical exploration and possible 
evolution’. De Costa argues that living as a global citizen requires an 
openness towards cultural diversity, and directing oneself to actively 
develop relationships with others (2016). Cosmopolitanism has been a 
framework for understanding the global citizen’s inter-relationships 
which prioritize human diversity (Appiah 2006).

As we have seen in relation to the digital nomad, becoming a Global 
Citizen could also be predicated on less other-directed intentionalities. 
The right to travel, and the freedom and right to cross borders is a part of 
thinking about one’s future as a global citizen—for example Park’s inves-
tigation of North Korean migrants’ aspiration to become a ‘global citizen’ 
by emigrating to a third country after entering South Korea.

Indeed, the Global Citizen can be defined in contradistinction to the 
‘National’ Citizen. We might associate feelings of citizenship with close 
proximity to people and places engendering our sense of responsibility. 
Puncheva-Michelotti et  al. explored the impact of global and national 
identity combined with distance upon the moral decision-making pro-
cesses of corporate social responsibility. They concluded that ‘it is impor-
tant to emphasize that national and global identities are not mutually 
exclusive constructs, as they define one’s sense of moral responsibility toward 
national and/or global welfare’. It is clear that global citizen discourses 
shift with successive generations’ sense of responsibility for equality and 
inter-cultural communication.
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 Longevity of the Global Citizen Narrative

The global citizen narrative has endured across successive educational 
paradigms and philosophies. We can chart and explain this through the 
broad possibilities of adapting the basic tenets of the right to move from 
nation state to nation state in search of improvements.

Currently, the Global Citizen may connect their identity to the anthro-
pocene and to ‘flight shame’. To add some detail on the implications of 
the Anthropocene for global citizenship, we could say that this mindset 
of framework emphasises the permanent impacts and global conse-
quences of individual’s consumption choices. This is the perspective 
taken by Loy et al. who argue that: ‘Global crises such as the climate crisis 
require fast concerted action, but individual and structural barriers prevent 
a socio-ecological transformation in crucial areas such as the mobility sector. 
An identification with people all over the world (i.e., global identity) and an 
openness toward less consumption (i.e., sufficiency orientation) may represent 
psychological drivers of a socio-ecological transformation’. This provides us a 
very timely understanding of the self-questioning element of the global 
citizen. We can chart the highlights of how the global citizen narrative 
adapts to successive educational philosophies and frameworks.

A pertinent observation with which to begin is the development of the 
modern proposal of global citizenship out of the principles of cosmopoli-
tanism, which Jefferess traces back to the Stoics (2008). This can usefully 
remind us of the harmony between the longer global citizen discourse 
and the rediscovery of humanism as a project in political philosophy, 
critical and cultural theory (2008). When it comes to pedagogy, it is 
worth noting that states’ and eras’ implementations of citizenship educa-
tion have faced criticism for their limitations and exclusionary potentials 
as well as appreciation for optimistic features. The connections between 
citizenship, education and democracy in the infancy of the United States 
of America are the starting point for Barber’s investigation of citizenship 
education as axiomatic to nation founding (2002). He goes as far as 
exclaiming: ‘Colleges and universities had to be committed above all to the 
constituting of citizens. That’s what education was about.’ The limitation of 
the status of citizen to white men of means thereby confirms subjects the 
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nation included, protected and served. Sun (2020) provides a fascinating 
account of the development of the concepts of belonging and citizenship 
across western and Asian political philosophy. This helps us contextualise 
the educationally specific reinventions of global citizenship education 
within the longevity of broader understandings of how humans obtain 
knowledge of and sensitivity to their unseen surroundings beyond touch-
ing distance.

Sienfield and Kapoor (2019) and Gies and Wall (2019) chart the 
development of the concept of global citizenship between the 1800s and 
twentieth century, similarly focusing on which subjects are included 
(property-owning men) and who is excluded (women and children). 
Further, Sienfield and Kapoor call for an expanded contemporary under-
standing of global citizenship to encompass diverse geo-political artifacts 
including human rights to trade blocks.

When it comes to education, in the lead up to the millennium, global 
citizenship programmes faced criticisms of the limited scope of their 
impact because students were not offered meaningful opportunities to 
engage pro-actively with community projects, which could lead to a 
growth in political awareness (Sax 2000). Bourke et  al. identify that a 
primary stumbling block for citizenship education at higher education 
level ‘is to take account of the personal characteristics and attitudes’ of stu-
dents (2012). These, and other criticisms levelled at the impact of citizen-
ship programmes, have led to the development of models of learning that 
extend the notion of volunteerism (2012). However, a reliance upon 
transformative learning via volunteerism has in turned faced critique, as 
we shall see. The 1990s also saw claims for the importance of the develop-
ment of students’ values and commitment to the ethical goals of living as 
a global citizen, including moral responsibility (linking back to this  
chapter’s earlier discussions about the work involved in attaining the sta-
tus of the global citizen). Another angle of analysis came from Byron on 
the features of faith-based HE successfully creating continuity for  
students from their experience of citizenship education at secondary  
curricular level. Experiential citizenship education developed in the  
1980s and 90s was in decline in the later 90s and early 2000s (Barber 
2002). A proposed solution was community-service programmes with a 
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focus on recognition of interdependence (Zett Keith 2005), and even 
international service learning (Annette 2002).

The role of uses of technology in global citizenship education is a 
thorny issue. Drache’s deeply enthusiastic approach in his 2008 book 
Defiant Publics, has been critiqued as ‘techno-deterministic’ and overly 
utopian (Werbin 2010). Indeed, publics (in the sense of reallocation of 
‘power and authority downwards from the élite few towards the many’ 
Drache 2008), and the role of global citizenship instruction in their cre-
ation, are key questions for the continued validity of these pedagogic 
programmes in terms of co-constructing learning environments which 
inspire and motivate students to enact their global identity after their 
formalised education has finished. In contradistinction to a collective 
mobilisation of technology to pedagogically foster global citizenship, we 
can look at the figure of the young “cyberflaneur” (Kenway and Bullen 
2008) who learns as much from ‘mediascapes’ (Appadurai 1995) as from 
curricula, providing resources for identity construction and understand-
ing ‘“imagined lives” of others living elsewhere’ (Kenway and Bullen 2008). 
Kenway and Bullen critique the effects of global consumer culture since 
the 1990s and the normalisation of consumerism as the defining charac-
teristic of a culturally-homogenized aspirational lifestyle. Within this 
context, global citizenship education can allow young people to navigate 
the desires and feelings associated with consumerism to develop agency as 
a reflexive cyberflaneur who can critically observe, participate in and pro-
duce culture (2008). The authors hope such curricula help young people 
to discover alternative codes and values to consumerism which can afford 
satisfying subjectivities (2008). These insights can link back to Barber’s 
assertions that potentially impactful young global citizens are detrimen-
tally exposed to casual education through popular opinion, advertising 
and entertainment (Barber 2002). As economies become globally con-
nected there is pressure for higher education to develop student intercul-
tural awareness and global citizenship (Brooks and Waters 2011; Waters 
et al. 2011).
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 A Contested and Fractured Subject Position

The politically motivated construction of the figure of the global citizen 
as a national identity can be interpreted from many pertinent angles for 
deepening understandings of globalized lifestyles and citizenship peda-
gogy. The promotion of ‘neoliberal global governance’ has been seen as an 
underlying driver behind the production of the global citizen as a hero 
capable of countering accusations of federalism and Euro-American 
paternalism. Biccum argues that ‘Live 8’ benefit concerts taking place in 
the mid-noughties centred on the global citizen as an aspirational sub-
jecthood, functions as PR for G8 member states. These events produced 
a discourse about a new generation of globally oriented citizens capable 
of continuing globalisation agendas and deflecting popular criticism of 
post-colonial exploitation (Biccum 2007). in a similar vein, Ruland inter-
prets the mobilization and projection of the ‘good global citizen’ collective 
role conception by the Association of Southeast Asian Nations (ASEAN—
Brunei Darussalam, Cambodia, Indonesia, Lao PDR, Malaysia, 
Myanmar, Philippines, Singapore, Thailand and Viet Nam). This study 
calls attention to the functions performed by this collective identity in 
this regional organisation’s assiduous agenda-setting and security man-
agement (Ruland 2019). These analyses posit global citizenship dis-
courses’ usefulness for propping up national and federal agendas, so it is 
especially interesting to consider the potential for transnational global 
citizenship advocacy to bolster nation citizens’ claim to enact rights which 
are being nationally negated and denied (Cauoette 2006). The domestic 
arena can be a hostile environment for ‘knowledge and discourse produc-
tion’ which aims for a globalized standard of rights and freedoms; this is 
where global citizenship identity can be a fruitful tool for citizens to cir-
cumvent local limitations, traditions and expectations (Cauoette 2006).
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 Pedagogical Structures and Aims of Global 
Citizenship Education

Much of the literature details the pedagogical structures and aims of 
global citizenship education, or otherwise situates the epistemology and 
ontology of the Global Citizen as in tension whilst serving the agendas of 
multiple stakeholders. Upon examination of the pedagogic agenda of 
Global Citizenship, one finds that the 2002 Maastricht Declaration is 
often pinpointed as highly influential for defining Global Citizenship 
Education (O’Loughlin and Wegimont 2003; Lehtomäki and Rajala 
2020; Sun 2020). This declaration emerged out of a Europe-wide con-
gress about promoting global education, attempting to develop a strategy 
for improving and increasing this practice in Europe up to the Year 2015. 
It has been seen as successfully influencing policies and practices through-
out Europe (Bourn 2016). Global citizenship education was described in 
this declaration as an ‘education that opens people’s eyes and minds to the 
realities of the world, and awakens them to bring about a world of greater 
justice, equity and human rights for all’ (Europe-Wide Global Education 
Congress 2002: 3). This inspiring vision pushed European states, interna-
tional organisations and NGOs to design and deliver Global Education 
initiatives, incorporated into national curricula.

The declaration (also known as ‘European Strategy Framework For 
Improving and Increasing Global Education In Europe to the Year 2015’) 
repeatedly acknowledges the tensions, inequalities and conflicts that con-
temporary Europeans were engaged in. And it makes specific reference to 
global citizenship education as the keystone of transformations in sus-
tainability, trans-border problems, inequality and democratic empower-
ment. It posits that with robust global citizenship education government 
spending on international development will gain public support. 
Concomitantly, these pedagogies will address and ameliorate perceived 
downturns in public confidence in state and regional institutions.

The declaration, or framework, delineates what, or who, an agenda of 
Global Education in Europe aims to produce. Studying the wording and 
allusions of the document suggests that this programme attempted to 
rapidly forge a universal pedagogy for transforming future generations of 
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learners into ‘global citizens’ committed to solving global, human rights 
and climate problems. These aspirations for global citizenship education 
might strike us as highly ambitious and utopian, especially after the criti-
cal considerations of the present context regarding the status of citizen-
ship itself.

 The Global Non-Citizen

Finally, this chapter examines the relevance of Ruiz-Chapman’s concept 
of the Global Non-Citizen in relation to current critiques of worker- 
oriented global citizenship education.

This chapter’s previous conceptions of the Global Citizen are thrown 
into relief by Ruiz-Chapman’s argument for recognition of the Global 
non-citizen represented by the undocumented Latinx migrant attempt-
ing to cross the border from Mexico to USA (2020) and in so doing, 
attempting to save their life and that of their family. Chapman sets out to 
prove that ‘global citizenship ultimately aids in the re-staging of some bodies, 
specifically Latinx ones (though not confined to them), as non-human or less 
than human, which in turn borders them out of any form of citizenship, 
including global citizenship’ (2020).

The status of citizen itself must be confronted as a highly contingent 
and exclusionary system for movement, security and wellbeing that glob-
ally delimits the opportunities for a globalized and ‘nomadic’ forms of 
pedagogy and career. In this regard, Ruiz-Chapman’s concept of the 
Global Non-Citizen is a framework through which to consider current 
trends in trans-national education and global citizens’ lived experience. 
By looking at global citizenship as an ‘ideological expression’ Ruiz- 
Chapman effects a dismantling of much of the literature’s focus upon the 
meritocratic dimensions of aiming to live life as a global citizen. This 
characterization throws into relief the unique contours of an existence 
between statuses, and without the security afforded by recognition as a 
member of a national territory. This approach focuses upon the barriers 
faced by Latinx migrants, but can equally be applied to the understand-
ing of the impossibility of crossing borders for anyone globally if they are 
‘undocumented’. Ruiz-Chapman argues that the status and practice of 
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global citizenship relies upon the maintenance of the global non-citizen. 
From this perspective, global citizenship combines the right to seek and 
attain a more secure life or employment for yourself and your family with 
the optimistic, altruistic, ‘socioscientific accountability’ that we saw earlier.

 Political Death

This line of argumentation implicates the promotion of an agenda of 
individual philanthropic responsibility under the auspices of global stew-
ardship. In particular, the organisation ‘Global Citizen’ comes in for criti-
cism due to its concerts which market this agenda to young people. 
Ruiz-Chapman argues that this conception masks the reality of the rela-
tionship between cartography and subjectivity. True global citizenship 
would leverage authentic identification with a global community and this 
would motivate resistance to neoliberal corporate culture and encourage 
activism towards social justice. The challenge is to incorporate this under-
standing of solidarity into pedagogic programmes enabling students to 
learn to see themselves as global citizens and follow through with the 
decisions and actions that flow from that status.

Ruiz-Chapman cites the various physical traps and risks strategized by 
border authorities that produce Lantinx migrants as non-citizens. These 
‘spaces that kill’ (2020) produce a lived experience of attempting to exer-
cise transnational citizenship by choosing checkpoints which deliver you 
into the hands of government officials, a ‘political death’ via the non- 
route of deportation.

 Conclusion

Ruiz-Chapman’s perspective underlines the critical approach necessary to 
make use of the Global Citizen discourse in a meaningful manner for 
pedagogy. We could finally ask, how does the Global Citizen engaged in 
education view themselves?:
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Braskamp surveyed undergraduates’ identification with certain pre- 
provided statements (2008). In the results, the item: ‘I see myself as a 
global citizen’ correlated strongly with these items:

I prefer complex rather than straightforward interpretations of debat-
able issues.
I am informed of current issues that impact international relations.
I understand how various cultures of this world interact socially.
I can discuss cultural differences from an informed perspective.
I am aware of how other cultures consider ‘fairness’ differently from my 
own culture.
I currently feel that I am developing a meaningful philosophy of life.
I intentionally involve people from many cultural backgrounds in my life.
I enjoy when my friends from other cultures teach me about our cultural 
differences.
People from other cultures tell me that I am successful at navigating their 
cultures.
I am open to people who strive to live lives very different from my own 
life style.
I work for the rights of others.
I consciously behave in terms of making a difference.
I think of my life in terms of giving back to society.

At this point, to inspire continued reflection on this chapter’s themes, 
we invite readers to complete the global citizen scale (Reysen and 
Katzarska-Miller 2013) https://sites.google.com/site/stephenreysen/
psychology- scales/globalcitizen. A similar instrument (developed by 
Morais and Ogden 2011) was used by Kishino and Takahashi to discover 
that degree students undertaking a ‘study abroad’ programme scored sig-
nificantly lower for global citizenship than domestic students.

Overall, it has emerged that global citizenship education is an enig-
matic phenomenon fractured by internal and external conflicts. Despite 
the lofty ideals, it sometimes operates as a ‘technocratic pedagogical endeav-
our’. The global citizen has been positioned in frameworks of neo-impe-
rialism, belonging and responsibility.
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5
Storytelling and Ethics: Understanding 

Ethical Storytelling for the Purpose 
of Business Education

Kathleen Hinwood

Abstract This chapter examines the role of ethics in the context of story-
telling. It is part of a wider research project about how integrated story-
telling can be used to teach in business education. Throughout history, 
we have constructed meaning through stories. It is a way for us to under-
stand and make sense of the world. As such a powerful tool, industries 
have recognised the significance of storytelling, adopting it to their own 
needs. Despite the ubiquity and impact of storytelling in businesses and 
consumers alike, it has not been fully realised as a tool that could benefit 
business education. Storytelling is imbued with meaning, it represents 
values and ideas, which raises questions of ethicality. Politics in particular 
has been in the spotlight with reports of political interventions on social 
media and the rise of ‘fake news’. Questions of ethics, therefore, are not 
only directed at the story but also the storyteller, who has an obligation 
to consider the ethical standpoint of their story. It is a fundamental 
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question that needs to be considered when thinking about storytelling in 
relation to business education. In questioning ethics, brand management 
is an important area to examine. Brand management is a sophisticated 
enterprise that relies on the familiarity of archetypal stories and characters 
to engage with their audiences, winning loyalty and customer retention. 
Key to this success, is the ability to tell stories authentically. Inauthentic 
stories do not resonate or connect with people, so it is important that 
there is a perceived truth within a story, whether that relates to a com-
pany or a specific brand. We can learn much from the archetypal stories 
that brands tell us, how these stories imprint in the mind through our 
empathy and connect with us on a neurological level. Therein lies the 
potential risk, where more questionable ethics may be at play. It is, there-
fore, important to have a clear understanding of what the motivations of 
the storyteller are, and where problems of self-interest may lie. It is the 
purpose of the storytelling that is key to understanding the ethics behind 
it and the storyteller.

 Introduction

The chapter focuses on the ubiquity of storytelling in recent years and the 
potential implications of its use in business education. It has been noted 
that there are problems with business pedagogy, where the primary focus 
has been data driven, with little opportunity to apply creative thinking to 
decision making. However, before implementing useful tools, such as 
storytelling that are already used across a number of disciplines, it is 
important to consider the ethics of storytelling and learn from others 
how to tell stories.

Marketing is the master discipline of telling stories, where singular 
stories are created, that align the brand’s collateral, giving it an identity 
and consistent story for its audience, its habitus. However, there is a ques-
tion about the ethicality of a singular story and questions then need to be 
raised about the truth and ethical perception of a given narrative. 
Therefore, by examining the use of storytelling in different contexts, 
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greater understanding of developing an ethical framework for business 
education can be developed.

Over the last decade, it has been noted that there is an inadequacy in 
business graduates that is in part due to the lack of cohesive and inte-
grated learning strategies (Seethamraju et al. 2006), despite the growing 
recognition that there is a need ‘for a holistic transformation of educational 
systems’ (Ferrari et al. 2009). Not only is there a lack of cohesion across 
disciplines but there has been a focus on models, frameworks and math-
ematics, rather than humanistic elements which has created a ‘quality 
deficit within leadership across organisations’ (Ready 2002).

Therefore, introducing storytelling as an educational tool, with the 
qualitative aspects that appear to be fundamental and lacking in many 
current business school programmes, will enhance the educational expe-
rience, provide the psychological, neurological, philosophical and educa-
tional benefits that storytelling offers, enabling cohesion and collaboration 
across different specialisations. Pertinent to that end, is ensuring there is 
an understanding of how stories are told, what stories are told and to 
whom and why. Despite the proliferation of stories in mainstream media 
and society at large espousing the benefits storytelling, there is little refer-
ence to it or research on it in relation to business education. There are still 
gaps in understanding the impact of using storytelling within businesses 
and business schools, particularly in relation to the wider implications of 
ethics, authenticity and perceived truth (Poulton 2005), with some stu-
dents acknowledging that ‘they actually become less confident during their 
time in business school that they will be able to resolve ethical quandaries in 
the workplace’ (Holland 2009).

 Why Storytelling?

Storytelling has proliferated in the last 20 years, infiltrating every indus-
try, from journalism to politics and beyond, but has remained limited in 
use within educational settings, and particularly so in relation to business 
pedagogy. In order for us to understand how to utilise it in education it 
is important to see how it is utilised elsewhere and in what context. A 
critical aspect to the approach of narrative and storytelling across so many 
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different industries raises the question of ethics and how storytelling is 
used and to what effect, particularly when we are witness to ‘managers 
[…] still experiencing ethical lapses’ with significant ramifications (Lopez 
et al. 2005). Storytelling is elastic, flexible and adaptable to different 
forms and permutations—offering potential to students in many ways, 
providing scope for critical and creative thinking, however, it is also vul-
nerable to manipulation and unethical practices.

The use of universal archetypes and singular narratives deployed by 
brand management, for example, tell curated stories that often work uni-
laterally with questionable motives and outcomes, begging questions 
about truth and authenticity, which has become the mainstay of ethical 
thinking, ‘as an individual relative and distinctly modern concept’ 
(Shuttleworth 2020).

 Constructing Meaning

When watching television, most of us recognize the category that’s being adver-
tised within seconds of the start of a thirty-second commercial. This is true even 
on occasions when we watch a commercial for the very first time. We know 
when we’re about to see an automobile pitch. We anticipate the humour of a 
beer ad. We sense a feature demonstration when a gadget is being marketed. 
(Vincent 2012)

From early folk tales, myths and legends we have always constructed 
meaning through stories, providing us with clues that we piece together 
to create understanding and sense. We look for stories through meta-
phors and signs, but this is where the inherent risk lies. There is the 
opportunity for misinterpretation, misleading or manipulative stories 
that change our perceptions of the world around us. Not only that, but 
there is also a deep ethical question about the reliability of storytelling. If 
storytelling is a construct, then it is by its very nature, fictitious. Therefore, 
to harness the power of storytelling within business education, it is 
important to take into account the ethical considerations, thereby gain-
ing greater understanding of the types of stories that should be told, how 
they should be told and why they should be told.
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‘Story can change you, your perceptions’ (Storr 2019), which is why sto-
rytelling has become so powerful as a marketing and advertising tool, 
enabling brands to refine and define their identities that align with their 
consumers’ ideals, aspirations and values. By personifying products and 
giving them particular personality traits provides consumers with their 
own personal avatars (Vincent 2012) The connection of the consumer to 
their preferred brand echoes the tribal stories and propaganda of our 
ancestors, anecdotes and stories which connect with our identity and 
understanding of the world (Storr 2019).

 Brand Management and Storytelling

McElroy of Procter and Gamble is believed to have initiated the disci-
pline of brand management in the early 1930s. Following on from a 
memo he wrote which described the role that a ‘brand man’ should take 
on to build a successful brand, which included being responsible for their 
brand, the brand development, as well as, understanding the brand’s con-
sumers through research (Mitchell 2012). This prescient beginning has in 
recent decades evolved into a sophisticated enterprise where brand 
essence, personality and image are analysed to develop a single story, usu-
ally based on archetypes from Jungian psychology. The use of those uni-
versal models, coupled with classic stories, provides a platform redolent 
of childhood stories, myths, legends and fairy tales, providing relatability 
for consumers. Brand managers are concerned with aligning their collat-
eral with the notion of a single story that is reflected across all their mar-
keting and communications. This kind of storytelling resonates with the 
audience as it allows us to construct meaning through the metaphors, 
both visual and written and from the signified cues of semiotics.

We love stories because of their logic. They have a beginning, a middle, and an 
end, which magically satisfies our need to understand cause-and-effect relation-
ships. That’s why brands thrive when they wrap their promise in a story. They 
become more accessible, more easily understood, and far more familiar to us. In 
fact, neurological research has proven that stories actually affect our brains; 
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stories cause our “mirror neurons” to fire, creating a stronger sense of a relation-
ship with the storyteller. (Vincent 2012)

Managing a brand image requires a precise level of detail and research 
to ensure that a unified singular story across many channels and plat-
forms in different formats is shared with its audience. It is a narrative that 
we, as an audience, participate in. This is why the singular tone of voice 
is so successful and resonating. However, creating a single story means 
that other stories are left behind. Stories that companies do not want us 
to hear, stories that do not align with the brand image, narratives that we 
feel are inauthentic.

 Differing Narratives

Nike is one such example, where many narratives exist, those externally 
portrayed and the hidden stories of sweatshops and child labour, as well 
as their own internal narratives, of discrimination against employees from 
minority ethnicities, with a complete lack of representation at board 
level. Our perception of the brand’s authenticity may be that they cham-
pion inclusivity and diversity, supporting the Black Lives Matter move-
ment and featuring NFL footballer Colin Kaepernick in their 
advertisements (Germano 2020). However, where is the authenticity 
when it is not reflected in the operations of the organisation?

If brand stories themselves are an artifice (Morgan 2015), what do we 
actual mean by authenticity and how can that be implemented in an ethi-
cal way in terms of education? Authenticity is used frequently and mis-
used even more so as an ethical consideration, does authenticity relate to 
the story being told, or is it intrinsic to the company story or to the per-
ceived truth?

As Trilling argues, ‘the decline of sincerity as an ethical ideal and the 
emergence of authenticity as a more prevalent ideal,’ (Trilling 2009) in 
today’s society means that there has been a shift in the ethical ideals of 
society. The shift from sincerity and integrity, which ‘is an attribute that 
one possesses’ to an ethicality of authenticity that one obtains,’ through rejec-
tion of externally imposed values which ones does not consciously 
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endorse.” However, authenticity is used with such ubiquity now and the 
notion of its true sense, and more particularly, the romantic sense which 
‘requires one to be free from manipulation and self-distorting influences, in 
order to reflect and choose, and act from desires in some sense one’s own’ 
(Trilling 2009), has in some senses being hijacked by marketing and 
management responding to the demands of consumers.

Discovering this essential self through introspection, could be argued 
what some companies and brands do when finding their essence, mean-
ing, identity and brand personality. The demand from consumers for 
companies to not only indicate but incorporate moral and ethical prin-
ciples into the very fabric of their being suggests that there is manipula-
tion and intervention in a concept that ‘should be determined by the 
self-governing individual as opposed to social or cultural influences’ 
(Trilling 2009).

When we look at many narratives in society now, the stories are sim-
ple, the message is consistent, voiced from several representatives but this 
kind of narrative does not allow room for deviation from the given script. 
However, the singular story brings cohesion to a brand narrative so, is it 
possible to bring that kind of cohesion across functions within business 
education through a singular voice of shared values? Or, do we need sev-
eral distinct voices to make storytelling, integrated and, of ethical value? 
(Larsen et al. 2020).

 Authentic vs. Inauthentic

Gillette’s purpose-driven attempt to revitalise its slogan, “The best a man can 
get”, isn’t just a waste of ad budget but an expensive exercise in destroying its 
dominant market share. (Ritson 2019)

Gillette, one of the ‘hero’ brands of P&G, the world’s largest FMCG 
(fast-moving consumer goods) companies, has had an enduring and suc-
cessful tagline for some 30 years which has relied on an image of mascu-
linity reflected in society, ‘the best a man could apparently get was a hot 
wife, a sports victory and (this is true) a career as a space shuttle pilot. Such 
were the dreams of the ‘80s’ (Ritson 2019). However, during recent years, 
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the changing narrative of Gillette reflected the change in society’s atti-
tudes, whilst retaining an idealised version of masculinity.

Then, in 2019 on the back of the #metoo movement, the company 
changed its narrative, it was responding to the rejection of toxic mascu-
linity and the outcries over the sexual offences by high profile figures, 
such as, Harvey Weinstein, as well as the pervasive nature of misogyny 
within society. The response to the change in their narrative was palpable, 
10% of viewers on youtube responded with thumbs down when the ad 
debuted (Ritson 2019) indicating that the narrative was false, not aligned 
with the brand identity as was known to its audience and therefore inau-
thentic. Changing their tagline to ‘We Believe: The Best Men Can Be’, was 
deemed patronising and ill-conceived. As Mark Ritson explains:

Gillette’s ad feels like a tedious, politically correct public health video—the kind 
of film we were forced to watch in school about road safety before they invented 
the internet. Never mind making me hate Gillette, it makes me feel bad about 
pretty much everything. (Ritson 2019)

Not only did their execution misfire but alongside their sales of USD6 
bn in 2018, they donated USD1 million to various charities ‘intent on 
improving men’ (Ritson 2019), a seemingly paltry and tokenistic act in 
comparison to the wealth of the brand, and the parent company, P&G.

What Gillette aimed to present in their ad was a beautiful uplifting message 
executed in a dreadfully disempowering way. They missed the mark by overesti-
mating the brand’s own importance in people’s lives. It sounded arrogant and 
patronizing, talking to men as if all of them were predators-in-the-making, 
victimizing them the same way that toxic males victimize both women and 
other men. […] it is the very approach that will only make things worse because 
men will now feel collectively guilty and ashamed by default over some men’s 
actions, which is a recipe for a social disaster, as the anger clearly has to be chan-
nelled somewhere. (Olbertova 2019)

Changing a successful narrative and adopting it to the demands of the 
consumer is therefore not a superficial undertaking. Gillette swiftly learnt 
its mistake and followed in 2020 with ‘Made of What Matters’, engaging 
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its audience with positive aspirations of masculinity with the use of foot-
ballers such as Raheem Sterling, thus echoing its most successful tagline, 
‘The best a man can get,’ without the traditional masculine overtones. 
Thereby, bringing the brand back into line with its original identity and 
purpose and demonstrating the notion that ‘authenticity is determined in 
relation to inauthentic existence which is not chosen by ourselves’ 
(Shuttleworth 2020).

It is important to understand authenticity in the context of brand 
story as it is such a powerful medium. It is easy to see how something that 
is perceived to be inauthentic can damage reputations and also cost com-
panies lots of money. This notion of authenticity is part of a wider frame-
work of ethical considerations for storytelling in education. What we can 
understand from this example is that the audience responds negatively to 
messaging and stories if they feel that they are being misled or told stories 
that are inauthentic to the brand’s narrative. ‘Telling stories is a discursive 
action which functions as a medium for manipulation’ (Auvinen et al. 
2012). Such manipulation can be construed as either inauthentic or 
authentic to the narrative.

 Truth in Storytelling

Storytelling is typically overseen by adults who tell children what’s fair and not 
fair, what’s of value and not, and how we should behave, punishing and 
rewarding when we act in accordance, or not, to the models of our culture. 
(Storr 2019, p. 79)

In the same way that marketers and advertisers relate their brand’s 
activities to an authentic story that resonates with their audiences, actors 
look for the ‘truth’ in a story or character. ‘Truth is inseparable from belief, 
and belief from truth. They cannot exist without each other and without both 
there can be no experiencing or creative work. ‘Everything onstage must be 
convincing for the actor himself, for his fellow actors and for the audience. 
Everything should inspire belief in the possible existence in real life of feelings 
analogous to the actor’s own. Every moment onstage must be endorsed by 
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belief in the truth of the feelings being experienced and in the truth of the 
action taking place’ (Stanislavski 2017).

‘Stories are tribal propaganda. They control their group, manipulating its 
members into behaving in ways that benefit it. And it works’ (Storr 2019). 
Therefore, it can be argued that the truth within the story is particular 
and relevant within specific groups. ‘A nation has a story it tells about itself, 
in which values are encoded, as does a corporation [and so on]’ (Storr 2019). 
Such truths are not then universal but are specific to different groups, 
such as political or religious. ‘Influencing someone is a social action that has 
meaning’ (Auvinen et al., p. 4). It manifested in modern times, through 
gossip, anecdotal stories, word of mouth and more recently and more 
pervasively through social media, a conduit for curated stories for their 
users. Algorithms have transformed and at the same time, curtailed the 
availability of information by providing stories that the user will respond 
to, tracing their internet use, their particular activities, their likes and 
dislikes to provide a singular outlook on their social media, which is why 
one user’s feed will be very different from the next persons. Stories, there-
fore become one’s habitus, defining the ‘link not only between past, present 
and future, but also between the social and the individual’ (Maton 2014).

In the political arena in the last few years, there have been a number of 
questions raised about ethics and storytelling and how the use of social 
media has led to a rise in political interventions, ‘fake news’ and nostalgic 
stories that resonate with audiences. In Polleta et al.’s insightful paper on 
storytelling during the Trump era, she argues that those who supported 
him were not just ‘duped by Fox News’—a somewhat lazy and patronising 
response to all of those voters. They argue that there were many more 
layers at play, that which echoes Storr’s notion of tribal propaganda or 
Bordieu’s notion of habitus that binds the individual, where ‘every human 
group that has a shared purpose is held together by such stories’ (Storr 2019). 
The disconnect that many of these people felt from Capitol Hill, from 
the language of the left, that could be capitalised upon and exploited 
through ‘stories told, retold, referenced, and alluded to’ (Polletta and 
Callahan 2017).

The strength of Trump came in the archetype of a hero, playing to the 
nostalgic tropes of the American dream, engaging in anecdotal stories 
relating to his audience, creating a divide.
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between Us and Them, further perpetuated by the ‘Conservative media 
commentators often styled a personal relationship with the viewer or listener, 
in which allusive stories reinforced the bond between speaker and audience’ 
(Polletta and Callahan 2017).

Such stories ‘have revealed another dynamic: that people’s sense of personal 
experience may encompass experiences that are not their own [where the] nar-
rators used the personal pronouns “we” or “you” in relating such accounts. The 
implication was that the personal story was a collective one. Sometimes nar-
rators recounted events using the term “we”, but the events were not ones they 
had actually experienced’ (Polletta et al.).

 Ethics and Business

The previous examples serve to demonstrate how ‘stories can serve many 
purposes…’ (Auvinen et al.), how storytelling can be manipulated, manip-
ulative and incredibly powerful and influential to those groups who 
engage with their specific narratives. At the very heart of this is a question 
of ethics. By its very nature storytelling has an agenda so how is it possible 
to utilise it in a way that is ethically sound? Notions of authenticity and 
truth abound, and these are perhaps the most contentious and relevant 
ethical considerations of current thinking. Therefore, it is also important 
to consider the ethics of business organisations. As business school gradu-
ates are our future business leaders, what can we learn from current prac-
tices? How can we implement a more ethical framework into the 
curriculum with the use of storytelling?

 Ethical Perceptions Within Business Education

Given the heightened criticism of the ethicality of managerial behaviour, it is 
encouraging to note that individuals are, in fact, positively affected by formal 
ethics training, even as adults.

Ethical perceptions vary across the different disciplines within business 
education (Lopez 2005) where there is a noted difference between the 
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qualitative and quantitative functions, where the former, representing the 
more humanistic elements is perceived to be more ethical than their 
mathematically minded counterpart (Lopez 2005). It is another indica-
tor of how there is need for improvement in the education of future 
industry leaders where ethical considerations are paramount, particularly 
in a capitalist society which adheres its own principles and self-regulation. 
Therefore, the use of storytelling is not just about the ethicality of the 
story but also of the storyteller.

The work of psychologist, Bruner focused on the learning and cultural 
environment of children in different educational settings, espousing the 
use of narratives ‘to question accepted knowledge, reason and make sense of 
the world’ (Aubrey and Riley 2019). Narratives both ‘written and spoken’ 
could be formed in many ways, including, ‘discussions and observations of 
life’ (Aubrey and Riley 2019), enabling students to become involved in 
the narratives themselves. Stories work on different levels, providing dif-
ferent ways of learning. Bruner relates this idea of ‘one a landscape of 
action in the mind’ and ‘the other a landscape of the mind’ (Storr 2019) 
reflecting our own conscious and subconscious processes.

Applying this theory to adult students within business education offers 
scope for a framework within the context of the learning and cultural 
environment. It encourages students to reflect on their ethics as they par-
ticipate in narratives—as storyteller, listener or performer. It begs the 
question of what type of stories should then be told. Do we align our-
selves to have a singular voice or is that in itself unethical or ‘inauthentic’? 
If determining the truth of the story, then to bring cohesion across func-
tions and cultures, it must be a participatory exercise but that does not 
mean that several strands cannot create a singular story that meets a cer-
tain reality (Larsen et al. 2020). The notion of adding to a story or creat-
ing a story through participant and user providing content, providing 
potentially unverified stories which may add or detract reputationally is 
relevant to the activities of social media in particular. Engaging in such 
activity allows anyone to participate which bring relevance back to the 
impact of storytelling on education, and the implications of the ethical 
framework to ensure that there is a veracity and validity to the stories 
being told.
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 How Are Stories Told?

From a Western perspective, we are primed for the three Act play, the 
beginning, middle and end. We have learned this from fiction, from folk 
talks and from plays—the set-up, confrontation and resolution (Yorke 
2013), it is a way for us ‘to order everything outside ourselves’ (Yorke 2013), 
which provides ample scope within business education for greater under-
standing of the roles people play, the ethos and problems within organisa-
tions, the ability to develop stories, collaboration and ability to build 
creative thinking skills. It echoes the principles of Bruner and the ‘impor-
tance of culture and environment in learning’ (Aubrey and Riley 2019).

Storytelling brings with it values and ideas, it manifests in many guises, 
through role-play, case studies, anecdotal conversations and more. At its 
heart an authentic story has truth! In engaging students with storytelling 
we are encouraging them to develop their own stories, with ‘the idea of 
valuing those intrinsic reasons—doing something worthwhile, pride in 
achievement, joy in learning—perception of what is more socially acceptable’ 
(Storr 2019).

Collaboration and internationalism in both education and industry 
means that we need to explore a wider understanding of story, not only 
following the Greek myths but engaging with students (and staff) from 
different regions of the world, understanding their stories, along with it, 
their values and ideals.

 Conclusion: What Do We Want to Learn 
from Stories?

Storytelling is a powerful tool that can be used to manipulate, motivate 
and engage its audience. The storyteller, therefore, has an obligation to 
consider the ethical standpoint of their story. Advertising and marketing 
materials abound with stories, stories that rely on the humanistic response 
to the familiar shape and form, leaning on archetypal characters that we 
relate to or aspire to be. There is a perceived ‘truth’ and ‘authenticity’ to 
these stories, when aligned and executed in accordance with the precepts 
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of the brand or organisation. Any discordance is perceived to be ‘inau-
thentic’. Such truth is expounded upon in Storr’s view of the tribal story 
and the propaganda (Storr 2019) that is inherent within it. Such propa-
ganda can be associated with the rise of ‘fake news’ and the narrowing of 
the field of information that individuals receive on their social media feeds.

Ethics is therefore a fundamental question that needs to be considered 
when thinking about storytelling in relation to business education. It is 
not just a question about the ‘ethical lapses’ in recent times of large organ-
isations—we only need to look to the collapse of Lehman Brothers, as a 
result of irregularities in the banking sector and the subprime mortgage 
crisis which led to a global recession to understand that leadership quality 
is in deficit and we need to consider how we want not only the leaders of 
tomorrow to be but also how we want businesses to function in the 
future. Building an ethical framework of storytelling is part of the evolu-
tion for a more cohesive and integrated business education experience 
and better for future practice.

Storytelling therefore needs to be challenged, where questions of ethics 
are posed and where ethicality in terms of truth and authenticity is clearly 
defined. We need to understand what kind of stories we want to tell, how 
we want to tell them and why. There are examples of where storytelling 
has been used in limited capacity in different business schools, primarily 
for personal development and for the understanding of moral dilemmas 
and questions that arise in management and leadership. This is one aspect 
of cross-function use of storytelling, fostering the development of indi-
viduals to develop their own ethical code but there can be a much broader 
use of storytelling in the way that we have witnessed brands do this so 
successfully, for example.

Key, to this, is the ability to tell stories through a lens of authenticity, 
with a clear understanding of what motivations may be at play, and where 
problems of self-interest may lie. In ascertaining that certain specialisms 
are more prone to risk, and therefore, potentially, more questionable eth-
ics, then it is important that there is an understanding of the purpose of 
stories and ‘Our choice is whether we use values and stories ethically and 
strategically or ignore them’ (Larsen et al. 2020).
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 Introduction

Teaching history and theory in a creative arts institution for over twenty 
years, I have sometimes been challenged to justify what I teach—for 
instance, why are dry theoretical concepts relevant to the everyday work 
of a fashion journalist? Because good journalists should offer new per-
spectives, and I help students to learn how to research, using academic 
ideas to help explore and critique the fashion industry and the wider 
world, debating movements such as #metoo, #blacklivesmatter and chal-
lenging the ethically and environmentally unsustainable status quo. My 
teaching practice is informed by my own research, which keeps me up to 
date with the latest fashion studies. Partly inspired by debates with stu-
dents about the fashion business and links with commercialisation, sexu-
alisation and children’s fashion consumption, I outlined and explored 
these issues and argued against such trends in this chapter.

 Gap in Our Knowledge

‘My God I’m wearing Tesco!’, exclaims 10-year-old Georgia, 1 in exagger-
ated horror, as she realises that she has admitted to wearing a piece of 
clothing from a supermarket chain, in a focus group with friends. Her 
comments, further discussed below, imply young girls’ awareness of the 
branding of fashion and its commercial source. Edwards (2020), in a 
recent academic article about children’s clothing, addresses continuing 
popular concern in the UK about fashion being part of both the sexualis-
ing and commercialising of childhood, suggesting that there is little 
research about children’s relationship with dress. This chapter focusses on 
what commercialisation might involve and what part it may play in girls’ 
understanding of fashion, particularly examining notions of consumer-
ism and economic activity in relation to how girls talk about their con-
sumption of clothing.

1 All names of people and places are pseudonyms to maintain anonymity
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 Childhood in a Commercial World

In British newspaper articles addressing the commercialisation of child-
hood, fashion is presented as a significant part of a contemporary world 
ensuring that ‘the boundaries between adulthood and childhood have become 
dangerously blurred’ (Lichtenstein, MailOnline 2010). Here childhood 
and adulthood are constituted as fixed life stages associated with separate 
identity positions of child and adult, distinctions that are considered to 
be under threat from social change. Children are seen as increasingly 
targeted by ‘greedy retailers’ (Daily Mail 2010) who are part of a ‘market-
ing culture that now targets young girls relentlessly’ (McCartney, Telegraph 
2010). The supposition is that advertisers are manipulative and that chil-
dren are incapable of negotiating or resisting their marketing ploys. 
Children are assumed to be more conformist than adults and are ‘under 
pressure to keep up with trends’ (Cochrane, Guardian 2010) and the result 
is children who have become ‘more materialistic’ (Taylor, Guardian 2010) 
and now have ‘false’ needs, newly created wants and desires that corrupt 
their innocence.

From this popular discussion it can be seen that childhood is perceived 
as a stable period when children are passive, innocent and vulnerable 
(MacDonald 2003: 110). Hence, children are frequently presented in the 
media as particularly in need of protection. It is argued that we are cur-
rently living in what can be characterized as a ‘risk society’ (Giddens 1991; 
Beck 1992, 1999). The claim is that British society has been profoundly 
transformed since the 1970s, with economic rationalism, reduced welfare 
state, de-industrialisation and increased globalism meaning politics and 
decision-making are conducted at an international rather than local level; 
these changes mean that there is sense of insecurity, fragmentation and a 
breakdown of social networks. Global and technological change is 
thought to have eroded all that was secure, unchanging and natural 
(Giddens 2000, p. 51).Yet, the construction of childhood has come to 
symbolise all that is natural and traditional (Jenks 1996), so the constant 
concern about childhood being at an end reflects wider fears about change 
in contemporary life. As Prout (2000) explains, in a world increasingly 
seen as shifting and uncertain, children, because they are regarded as 
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unfinished, are considered good target for attempts to control the future. 
Critics of the emotive language and unsubstantiated claims used in con-
temporary debates about the commercialisation and sexualisation of 
childhood, such as Bragg et al. (2011), Smith and Attwood (2011) and 
Kehily (2012), indicate that the concern about young girls is linked to 
wider anxiety about what is considered an increasingly consumerist and 
sexually explicit Western culture.

Paradoxically, the universalised notion of the child as fragile, at risk 
and in need of protection is also operating in a society in which children 
are also seen as individuals with increased autonomy and have more legal 
rights that they can assert (directgov 2008). The bestowal of civil rights 
suggests that children are to some extent legally invoked as citizens 
(Buckingham 2000). These contemporary changes to childhood also 
include the shift to individualisation (Christensen and Prout 2005), 
which is embedded in Beck’s (1992, 1999) notion that people, regardless 
of their age, are coming to think of themselves as unique individuals who 
can shape their own identities. Children are increasingly aware of cultural 
norms and expectations and are enjoined to speak, make themselves vis-
ible, and regulate their own behaviour (James et al. 2005). This individu-
alisation of childhood is driven not only by children gaining rights as 
citizens, but also because within marketing, advertising and popular cul-
ture children are increasingly being addressed as consumers (Kenway and 
Bullen 2001).

Marketers are progressively addressing children more directly, because 
with fewer children being born in Britain than in the ‘baby boom’ of the 
mid-twentieth century (Office of National Statistics 2008a), children are 
likely to live in households with fewer siblings and so have a larger share 
of the family wealth (Gunter and Furnham 1998). Britain is also, on the 
whole, an increasingly affluent society (Bocock 1993; Ransome 2005: 
37); therefore children are an attractive target market. 2 Other alterations 
in family life have also affected children’s access to money and goods; 
marketing literature suggests that with an increase in households in which 
both parents work and higher levels of divorce, upheaval for children and 
less time spent with them by their parents sometimes results in giving 

2 Though the gap between the rich and the poor is growing (ONS 2008b).
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children money or gifts (Key Note 2001; Kenway and Bullen 2001). 
Children today have more ‘pester power’ than children had in the past, 
and as Boden (2006a) emphasises, collectively these changes mean that 
children’s consumption is of growing importance and marketing compa-
nies are increasingly targeting them with new consumer goods. One of 
the commercial areas that has benefitted from this rise in children’s con-
sumption of goods is the fashion market—designer labels now do chil-
dren’s ranges and supermarket chains such as Asda and Tesco are offering 
children’s fashion (Boden 2006a). In the commercial world the pre-teen 
is recognised as an important consumer and both the children, and their 
parents, are faced with an array of targeted goods. How girls respond to 
this commercial address, and what their everyday practices of fashion 
consumption might tell us, is the focus of this chapter.

 Girls as Consumers

In current childhood sociology children are not seen as merely passive 
recipients imprinted upon by society but as agents constructing and 
maintaining their social and cultural worlds. Although the new paradigm 
in childhood studies research children as agents, few who take up this 
paradigm examine children’s consumer lives (see Cook 2008 for a cri-
tique of this absence). The girl child as active social agent and their lived 
experience of consumer culture is addressed by Russell and Tyler (2002), 
as they ask what it means to do feminine childhood against the backdrop 
of contemporary consumer culture. Femininity is an aesthetic phenom-
enon bound up with the commodified world, one which could be seen to 
be commercially exploitative, however, it is a world in and through which 
girls become women (Russell and Tyler 2002). Russell and Tyler (2002) 
acknowledge the continuous nature of identity work and refer to the 
active doing of childhood, which ‘recognizes the status of children as active 
social agents, yet also emphasizes the extent to which children are involved in 
an ongoing inter-subjective process of “becoming”’ (Russell and Tyler 2002: 
622). Russell and Tyler (2002) maintain that whilst girls engage in active 
meaning, they have an awareness of what are frequently adult expecta-
tions about gender. Russell and Tyler (2002) conclude that whilst girls are 
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active and knowing in their performance of gender through the con-
sumption of make-up and accessories, they do not question the ideal of 
femininity that exists, thereby suggesting that there is a limit to girls’ 
critical awareness. My intention is to draw on this notion of the complex-
ity of girls’ positions as subjects and to explore girls’ active engagement 
with fashion and dress.

More recent research has turned its focus on to teenage girls’ interac-
tion with fashion as its specific interest (such as Klepp and Storm-
Mathisen 2005). But it is vital to attend to the specificity of age because 
cultural constructions for every age group within a particular historical 
moment differ (Renold 2005), and if popular discussion positions chil-
dren as non-agents then it is work with the specific age grouping of 8 to 
11-year-olds will bring that positioning into question. Further, as those 
who have researched children’s fashion assert, there has been little explo-
ration of children or specifically young girls’ fashion as material culture 
(Pilcher 2009; Boden et al. 2004; Cook and Kaiser 2004). An exception 
is an ethnographic study carried out by Boden et al. (2004) with children 
aged 6–11, which acknowledges that children’s consumption is affected 
by social structures and parental concerns; it describes how children use 
their consumption to demonstrate an increased autonomy from their 
parents and develop notions about what suits them and signifies their 
self-image (Boden et  al. 2004: 11). Children also exert considerable 
power in the family, influencing parental consumption in terms of cloth-
ing both for themselves and their parents.

Pilcher (2013) posits that children’s consumption is significantly dif-
ferent to adult consumption in that there are specific discourses and cul-
tural determinants of childhood that structure both the production and 
consumption of children’s clothes. These discourses explored in Boden 
et al. (2004) and Pilcher’s (2009) earlier work, frame childhood as a time 
of innocence, or as Renold (2005) more explicitly states—assexuality. As 
well as these discourses of childhood, there are other frameworks shaping 
children’s consumption of clothing such as the production-market of 
children’s clothing (what is available to be worn) and their ‘life world’ 
(Pilcher 2013: 92) involving many social and cultural influences such a 
gender, age, family and peers. Pilcher (2013) argues that children’s con-
sumption is shaped, not only by the frameworks and discourses listed 
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here but also by their own determination and sense of self. Determinativity 
is a useful concept for thinking through many of the factors that shape 
young girls’ consumption of fashion and suggests that research with girls 
must acknowledge social and cultural, family and peers but also girls’ 
own reflexivity and ability in using dress to present the self (Pilcher 2013). 
These ideas will be engaged with in relation to my own findings.

 Researching with Girls About Fashion: 
A Methodology

In order to do qualitative research with young girls, one of the most 
straightforward ways is to get access through schools; I sent letters to 
head-teachers of primary schools in the predominantly white, middle- 
class, city of Bridworth in the South of England. The two that responded 
positively, passed on information about my research and asked the girls to 
register their interest. Information sheets and consent forms were then 
sent to both parents, and to the girls, in keeping with my methodological 
perspective of treating children as social actors. Once agreements were in 
place, empirical research was carried out in 2011 and 2013 with thirty- 
two girls aged 8 to 9 and 10 to 11-years-old. Six focus groups of between 
three and eight participants were undertaken to investigate the negotia-
tion of fashionability, as fashion is a social phenomenon and inter- 
subjective practice (Bottero 2010).

Focus groups or group interviews are group discussions conducted 
with typically six to eight participants, focussing on debating a set of 
questions (Morgan 1998). My groups ranged from as few as three partici-
pants, to as many as eight girls. The girls were in groups in which they 
were familiar with everyone, and were friends with some of the partici-
pants, which helped to foster a comfortable and non-threatening atmo-
sphere (Renold 2005) in which they discussed going round to each other’s 
houses, family members the others knew of and friends that they had 
common. The group debated the questions amongst themselves with 
minimal intervention from me, the researcher (Gibbs 1997), for between 
forty minutes and an hour. Although I provided some direction for the 
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groups, the intention was that in their interaction the girls shaped the 
discussion and raised topics that were of interest to them. Their familiar-
ity with each other also allowed their shared interests to come to the fore. 
Focus groups can help to redress the power imbalance between the 
researcher and participants, as they are ‘particularly useful for allowing 
participants to generate their own questions, frames and concepts and to pur-
sue their own priorities on their own terms and in their own vocabulary’ 
(Barbour and Kitzenger 1999, p. 5). The intention was that because the 
researcher’s power was also reduced in terms of simply being outnum-
bered, the girls did not just tell me what they thought I wanted to hear 
(Punch 2002).

My interest was in fashion worn outside of the official school context 
and in girls’ interaction with fashion and their clothes. Therefore, as the 
girls usually wore a uniform in school time, I conducted these focus 
groups on special dress-down days at the schools. Girls’ clothing choices 
were to be the starting point for the discussion, so that the girls’ own 
wardrobes influenced their interaction. The aim was not to suggest that 
there is any ‘neutral’ or ‘natural’ setting (Barbour and Kitzinger 1999) 
but that on special days, wearing their own clothes at least freed the girls 
from some of the usual official school constraints on dress, if not from 
parental ones. This chapter focusses on data collected from two groups of 
girls, one of each age range, as they are representative of many of the key 
issues related to retail and purchasing fashion that arose in the focus groups.

 Girls’ Consumption of Fashion and Their 
Engagements with Consumer Culture

 Knowledge of Fashion Retailers

All the girls that took part in this study were knowledgeable about names 
of many fashion retailers and explained where their clothes came from, 
therefore are conscious of the production-market for children’s clothes 
(Pilcher 2013). For example, in response to being asked where they went 
to buy clothing, Focus Group 4 replied:
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Focus Group 4 (Aged 8–9)
Lucie: Primark, Next
Sara: Debenhams
Ella: Primark, Gap, Debenhams, I love
Sara: Next
Ella: I like Next definitely
Lucie: Hollister
Ella: Hollister, Abercrombie, except that nothing at Hollister fits me
Leah: George
Lucie: Monsoon

Here, even in the younger age group, familiarity with a whole range of 
fashion retailers of girls’ clothes is shown, ranging from the cheapest such 
as Primark and supermarket brands like George at Asda, to the more 
expensive High Street stores like Gap. This group, like all in my study, 
and in the work of others (Boden 2006b; Rysst 2010), could identify 
which brands they liked and ones that fitted them too (Rysst 2010).

In Focus Group 2 there was lots of discussion about the shops that the 
girls bought their clothes in and some evaluation of what these stores 
were like.

Focus Group 2 (Aged 10–11)
Lauren: New Look, Primark
Jessica: Primark, Primark, I get everything from Primark
Georgia: I hadn’t been to Primark until it first came to Bridworth
Lauren: Yeah like the first day it opened I quickly got on the bus
Georgia: I would never go into a cheap shop but then my mum started going in 
the charity shops in Bridworth
JB: Yeah
Georgia: Cos she likes it in there … so ever since then she keeps going in the 
charity shops so it got me into going into places like Primark
JB: Hmm
Georgia: These are from Primark ((pointing at boots)), New Look ((pointing at 
leggings)) New Look ((pointing at skirt))
…
Georgia: Tesco ((pulling at t-shirt))
Lauren: Tesco?
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Georgia: My God I’m wearing Tesco!
Lauren: I got this from Primark ((pulling at sweatshirt)), no, no Debenhams…I 
quite like Debenhams it’s quite fashionable
Georgia: Yeah
Lauren: I got these from Primark ((pulling at jeans)) and my plimsolls from 
New Look…
Georgia: Debenhams can be a bit babyish

The girls knew where each item of clothing they were wearing was 
purchased from, so they clearly played an active role in choosing the 
clothes or paid attention to the labels that were in their clothes, as Boden 
(2006a) also found. Much of what the girls were wearing was from cheap, 
but up-to-date, fashion chains such as New Look and Primark. Georgia 
described how originally, she was disdainful of shopping in cheap shops 
like Primark, however once her mum began to think that shopping in 
charity shops was acceptable, then going to Primark was alright. She also 
expressed some mock horror that her t-shirt came from Tesco, so even 
within a group of friends who shop in stores such as Primark, the wearing 
of very cheap clothes from a supermarket chain was a matter of some 
unease. This kind of evaluation suggests the cultural capital to differenti-
ate between store types was evident (Bourdieu 2010). In this extract the 
problem is also raised, acknowledged in all bar Group 1, of ensuring that 
you were dressed appropriately for your age; here the concern is about 
clothes that might be too young for your age. Engagement with or rejec-
tion of certain goods from popular culture can be used to express ideas 
about age grade, life course and growing up (Boden 2006a; Pilcher 2013).

At the other end of the age scale, commercialisation has been posited 
as rushing girls through their life course by encouraging the wearing of 
clothes thought to be too grown up for their age. However, girls also 
understood that just because certain clothes are aimed at them, they need 
not necessarily wear items that are considered to make them look too old, 
as seen even in the younger age group below.

Focus Group 4 (Aged 8–9)
Sara: yeah, sometimes, I love Primark but sometimes in Primark
Ella: it’s a bit cheap
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Sara: yeah but sometimes in Primark they’re for kids but they’re really like 
grown up clothes and say I really like them but I’m just not being me when I 
wear them
Lucie: what I think about Primark is that they’ve got like really nice clothes and 
they look really nice but then they’re really cheap but people buy them and 
they’re not good quality.

This excerpt demonstrates Sara’s understanding of the discourses of 
childhood (Pilcher 2013), and the maintenance of an asexual appearance 
whereby girls should not look too old. These discourses were engaged 
with in all except one focus group, thereby showing the critical awareness 
of girls as social actors (James et al. 2005). Sara’s reflection that to look 
older would be inauthentic to the construction of her current aged iden-
tity suggests a knowing interaction with the discourse of childhood; more 
about this relationship between pre-teen dress, age and identity construc-
tion can be found in Blanchard-Emmerson. In her wanting to ‘be me’, 
Sara also implies the desire to be active in her constitution of subjectivity 
discussed further below. What is also evident here, is that the participants 
are conscious of the price of goods and that cheapness is often linked with 
poor quality, knowledge potentially linked again to girls’ cultural capital 
(Bourdieu 2010).

 Pressure to Consume

In relation to the popular concern about commercialisation, evidence for 
the commercial pressure on girls to consume could also be found. Some 
girls competed about how much they were able to spend on clothes and 
how much clothing they have, as the following extract demonstrates.

Focus Group 2 (Aged 10–11)
Jessica: my mum says I can go shopping in Primark soon with 20 pound
Lauren: I spent with my old friend Nicky, I spent about £60 on clothes
Georgia: I get £20 a week on clothes cos I keep moaning ‘I’ve got no clothes’ but 
I’ve got 7 drawers full and a whole wardrobe/ and 2 drawers under that. So I’ve 
got 9 drawers and I’m still asking for more, so I get £20 a week for it
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Jessica: I’ve got ((counts under breath with fingers)) I’ve got 16 drawers full 
of stuff
JB: Wow!
Jessica: Plus a whole cupboard full, it’s about from there to there
Lauren: I’ve got a chest of drawers full of stuff, a wardrobe and boxes that go 
under the bed

Not only did the girls enjoy shopping and spending money on dress, 
but they were also boasting here about how much furniture was full of 
their clothing. However, Georgia was conscious that she had plenty of 
clothes, and that wanting more was unnecessary over-consumption. 
Conversely, she has the self-awareness to acknowledge that she still asks 
for additional clothing, feeling a compulsion to consume. As with Russell 
and Tyler’s (2002) argument that girls do have some critical awareness 
about the social construction of gender, but did not critique the existence 
of the ideal, here the limit of criticality is reached in the refusal to con-
sume. However, over-consumption of fashionable goods is a huge social 
and environmental issue that many adults are only beginning to recog-
nise, let alone reach sustainable conclusions to (Bly et al. 2015).

Also, despite this exuberant discussion of consumption, when I asked 
Georgia about whether she was allowed to go out and spend the £20 
clothes allowance, the following exchange took place:

Georgia: Yes, I’m getting £62 because I sold one of those biscuit dogs I’ve got that 
does all those commands
Lauren: Oh no
Georgia: I sold him on eBay. My step-dad bought it for me and he didn’t know 
and he was pretty upset. So I was a bit annoyed and then, well, he was annoyed 
anyway. So I had £62 and £20 so I had £82
JB: And so you are just allowed to go and buy whatever you like with that?
Jessica: Yeah
Lauren: Yeah
Georgia: No. My mum won’t give me £62 because I’ll go out and spend it on 
rubbish.
Lauren: Basically I
Jessica: That’s what my mum said
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Lauren: Basically I save up all year and then at the end of the year I do a big 
shop of clothes
Georgia: I save up, but even when I say I’m going out, my mum says ‘no 
you’re not’

Regardless of their seeming embracement of consumerism, there was 
recognition that money for shopping trips may not be unlimited or auto-
matically forthcoming, demonstrating that girls are agents capable of 
reflecting on their social worlds (James et al. 2005). Whilst, again, there 
was no suggestion that you might not want to spend at all, there was 
awareness that in order to have more money to spend, you might have to 
sell some of your own goods or save up. And although at first there was 
the intimation that the girls could spend money on whatever clothes they 
like, there was a shift to acknowledge that spending would be a matter of 
negotiation with mothers. Parents, particularly mothers, are ‘life world’ 
influences (Pilcher 2013) shaping children’s consumption.

Further, economics are understood to play a part in their family’s abil-
ity to spend; financial constraints and the expense of consumption were 
discussed in all the Focus Groups, thereby suggesting girls’ agency involves 
some monetary sense. Children’s economic agency is an area recognised 
by Xolocotzin and Jay (2020) as in need of further research. What can be 
seen above, is that as well as some understanding of monetary cost of 
fashion goods, girls in the study were predominately happy to buy in 
cheap shops, and several other groups talked positively about buying 
clothes from Ebay, charity shops (Focus Groups 3, 5 and 6) and receiving 
hand-me-downs (Focus Group 4 and 6). Therefore, girls are not always 
the rampant consumers of the latest trends that popular discussion might 
have us believe. However, many girls were certainly interested in what 
was currently in fashion and this chapter turns to their engagement with 
trends next.

 Pressure to Keep Up with Trends

When asked about how they knew what was in fashion, the younger 
group answered:
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Focus Group 4 (Aged 8–9)
Ella: magazines, I do lots of Girl Talk which has quite a lot of pages about what 
styles there are, what celebrities wear and they have loads
Sara: my mum’s magazines
Millie: I usually just check what my friends
Ella: in my mum’s magazine there was a 10-page spread about fashion so I tore 
it out and put it in my room
Sara: I normally just get all the fashion magazines
Ella: normally on a dress as you please day like today… if I like something 
someone else is wearing I just get the style
Sara: not exactly the same but
Leah: (inaudible) like what celebrities wear and fashion in Girl Talk
Ella: cos I always have my own look I don’t copy anybody else’s so I’m normally 
being my own person with my style and stuff so I kind of
Sara: it’s like basically it’s a coincidence that me and Millie wore all this
Ella: cos they were discussing wearing dresses and high heels they were discussing 
it together
Sara: yeah
Millie: so we just added to each other and stuff

In this extract there are several sources of fashion knowledge: girls’ 
magazines, adult fashion magazines, what celebrities are wearing and 
friends. (The rejection of what celebrities’ wear as being appropriate for 
young girls to wear is discussed in Blanchard-Emmerson 2017). Yet, 
despite their interest in other people’s style and what is fashionable, the 
girls also discuss notions of individuality and self-expression, or in 
Pilcher’s (2013) words ‘determinative me-making’. This determinativity is 
an interactive process and here can be seen to take place in relation to 
peers, as well as within commercialised popular culture. This evaluation 
and collaborative dialogue between friends, of their knowledge base and 
fashion practice, is an example of engagement with fashion being an 
‘intersubjective practice’ (Bottero 2010).

Indeed, ideas about what was fashionable were also a matter of nego-
tiation between friends. In Focus Group 2 everyone stated that pink was 
fashionable, and I then asked what else was ‘in’:

Focus Group 2 (Aged 10–11)
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Jessica: Black
Georgia: Fluorescent colours
Lauren: Yeah mostly bright colours
Georgia: Hi Tops are in (0.1) sometimes ((says tentatively looking at Lauren)).
Lauren: Yeah sometimes
Georgia: Some girls wear/
Lauren: Boob tubes are in
Georgia: Yeah but I wouldn’t want to wear them in winter, even though I am 
personally
Jessica: Jumpers because like everyone else wears them like boys and stuff
Georgia: Mm ((wrinkles up her nose))
Lauren: Mm kind of
Georgia: But I don’t really care about boys’ fashion.
Jessica: Shirts, like girl shirts
((Georgia and Lauren look at each other, Lauren pulls face))
Georgia: yeah/
Jessica: I’ve got a couple of them

Here we see different suggestions being made and either confirmed, 
qualified or covertly denied or ignored by the other participants. Lauren 
confirmed that it was bright colours and not black that was in, Georgia 
paused after her proposal of Hi Tops and looked to Lauren to corrobo-
rate, a confirmation she only receives when qualified with a ‘sometimes’. 
Lauren and Georgia sought to endorse each other’s ideas of fashionability 
at every turn. Yet they were at odds with Jessica, whose suggestions remain 
unsupported or were skirted round with replies such as ‘But I don’t really 
care about boys’ fashion’. At one point Jessica’s suggestion was verbally 
endorsed with a ‘yeah’ from Georgia, but this assent was undermined by 
the look exchanged between Georgia and Lauren and by Lauren’s face- 
pulling; thus, girls were disagreeing whilst avoiding open conflict 
(Underwood 2004). What was in fashion was clearly not defined just by 
what was available in retail outlets or about straightforward following of 
prevailing styles but instead was a matter of debate and negotiation 
between girls themselves. The negotiation demonstrates the inter- 
subjectivity (Bottero 2010) of determining fashionability and suggests 
some sense of agency on the part of the girls to sometimes take up only 
the fashion trends that they either individually or collectively, in 
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friendship groups, agree upon or decide to pick up (as Woodward 2007 
suggests happens with adults).

 Conclusions

The data arising from this research suggests that girls as young as eight are 
aware of the commercial nature of fashion, its retailers and trends, and 
the pressure to consume. Therefore, in many respects the participants are 
living commercialised lives. However, what is missing from the popular 
debate about this commercialisation, is the nuance and complexity of 
girls’ engagements with the discourses of childhood and fashion. These 
engagements have brought to light girls’ understanding of how they are 
meant to dress in relation to age, their disagreements about fashion, their 
negotiations about what to consume and where from. Evidence presented 
here suggests that girls are sometimes thoughtful consumers of cheap and 
second-hand clothing and are often conscious of financial constraints. 
Overall, young girls’ relationship with fashion is, as Pilcher proposes, 
mindful of a whole range of influences that shape their consumption, 
including self-determination—their desire to be themselves.

As the research was based on predominately white, middle-class girls, 
there would be merit in examining other races, classes, and the experi-
ences of boys, of the commercial call of fashion. Additionally, the 
acknowledgement of consumerism by the participants, combined with 
the recent rise of youth-based environmental activism, suggests a future 
study could consider how growing awareness of fashion’s negative impact 
influences girls’ current fashion consumption.
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wide. Many universities have created such courses and there are more 
international students who prefer to study in English. As diverse charac-
ters in creative industries and students with multiple cultural back-
grounds, there is a requirement to adopt an inclusive teaching method in 
creative industries units. There is prior research about the relationship 
between education and creative city policy, and limited research about 
the relationship in terms of creative industries, higher education and 
international students. This research employs critical thinking to explore 
the topic and finds that the academic experience is founded on connec-
tions and discourse. Therefore, inclusive teaching is effective and will 
help improve creative industry education, especially for international 
students.
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 Introduction

Creative industry development has become a new trend worldwide. 
Many higher education institutions (HEIs) have created this major or 
unit to follow this trend and there are more and more international stu-
dents who prefer to study in English. As diverse characters in creative 
industries and students with multiple cultural backgrounds, there is a 
requirement to adopt an inclusive teaching method in any relevant units 
in creative industries. As for previous research, there is some research 
about the relationship between education and creative city policy, while 
there is limited research about the relationship in a creative industry, 
higher education and international students. This research uses critical 
thinking to explore this topic and find that the academic experience is 
founded on connections and discourse. Therefore, inclusive teaching is 
most effective in helping to improve creative industry education, espe-
cially for international students.

The term ‘creative industries’ was first used to refer to a wide range of 
industries, including design, advertising, cinema, fashion, interactive 
technology, popular music, and various other fields. However, cultural 
theorists have argued that these professions promote more than just eco-
nomic progress and social and cultural development in recent years. In 
this perspective, the creative industries are located within civic and com-
mercial life.

With globalisation, many international students with different cul-
tural backgrounds are studying aspects of creative industries in the 
UK. This results in students with diverse cultural and educational back-
grounds studting together. This necessitates the use of non-traditional 
teaching strategies. ‘Inclusive education’ tries to explore a new way to 
address the needs of multicultural students in higher education.

Salamanca presents inclusive education as having multiple meanings 
(Liasidou 2016). It has been utilised in England for learners with disabili-
ties or special needs. Many universities that adopted it no longer associ-
ated it with special requirements. Slee (2013) believes that the inclusiveness 
and globalisation shown by the concept of inclusive education are increas-
ingly being applied to understanding and perceiving different things. 
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Accordingly, all creative industry units must have different content to 
help students get additional skills and create their own value to enhance 
their competitiveness after graduation (Shulman 2005). This study 
explores inclusive strategies in creative industry education.

 Inclusive Teaching Strategy Definition

The inclusive education system that requires adopting specific teaching 
strategies stems from traditional teaching methods guided by behaviour-
ist pedagogy. This method of teaching focuses on changing the learner’s 
behaviour to achieve goals. Florian and Black-Hawkins (2011) present 
that two different inclusive teaching strategies need more attention. First, 
the teaching methods are modified to incorporate various methodologies 
and be discussed by other tutors, such as using a different layout for a 
classroom. At the same time, it is important is to set multiple learning 
tasks and provide appropriate methods even for students with specific 
learning requirements. Second, teaching is a process that satisfies the 
need to impart knowledge and facilitate the learning process.

While different learners are at different learning experiences and levels, 
the students’ learning experience must be measured in order to adjust and 
modify the teaching methods to match different students’ status in the 
teaching process. A multi-level approach becomes a strategy used by 
teachers to respond to different level’s students. This form of teaching 
leads to students learning at their level (Vayrynen 2003). According to 
Gardner’s (2011) theory in multiple intelligence, this is expressed in nine 
different dimensions: verbal-linguistic, mathematical-logical, musical, 
visual-spatial, bodily-kinaesthetic, interpersonal intrapersonal, naturalis-
tic and existential (Bartolo et  al. 2007; Vayrynen 2003). Meanwhile, 
inclusive teaching is defined as a kind of instruction that incorporates all 
of the senses. It encompasses various senses, including sight, hearing, 
taste, touch, and smell. Base on previous research, Molbaek (2018) has 
established four dimensions of inclusivity thinking: a framing dimension, 
a relational dimension, a didactic dimension, and an organisational 
dimension.
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As in much of the previous research, this study is based on the four 
dimensions from Molbaek. For example, first, it explores a tutor adop-
tion of the four dimensions into teaching approaches to encourage inclu-
sivity in the teaching and learning process. Second, it analyses students 
use of the different dimensions in the learning process as tutors construct 
educational programmes that allow students to get more inclusivity sup-
port. Finally, it compares this with the traditional education approach to 
explore inclusive teaching strategies that suit all learners’ learning require-
ments flexibly.

 Inclusive Teaching Strategies Play an Essential 
Role in the Creative Industries

Learning is considered a process by which students acquire new knowl-
edge and are facilitated in different ways (Schmidt et al. 2011). Therefore, 
in order to enhance inclusiveness in the learning process, teachers must 
be aware of learners’ preferences for learning styles. Inclusive teaching 
strategies provide this diversity of teaching styles and enable students to 
live a more active and selective life in learning. In addition, inclusive 
teaching strategies promote a collaborative relationship between tutor 
and learner, allowing them to exercise creativity.

Murphy (1999) presents three levels of the learning process, the first 
stage is reception, which is the acquisition of knowledge. The second 
stage is construction, which is the acquisition of meaning primarily from 
knowledge. The third stage is reconstruction, i.e. exploring the structure 
of knowledge more deeply, mainly through interaction with others, while 
the views of others influence perspectives. Finally, collaborative learning 
is defined as a learning style that identifies and shares common reference 
points and patterns in the learning process.

Sebba and Ainscow (1996) suggest that different teaching strategies 
will lead to more inclusive elements. It could refer to social constructiv-
ism theory, which divides teaching into three steps in reality: knowledge 
and learning (Kim 2001). For example, co-teaching is considered an 
essential prerequisite for inclusivity (Boyle et  al. 2012; Loreman et  al. 
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2005; Walsh 2012). Tutors can adopt different pedagogical approaches to 
enhance interaction with learners. Teachers can choose specific teaching 
strategies depending on the subject, such as the classroom climate, the 
learning material, assessments, language and cultural references.

Further, participation and interaction are considered central to inclu-
sive teaching strategies (Tetler 2007; WHO, 2002), emphasising the 
teacher’s job to support the learning process for all students. Dreier 
(2008) suggests an understanding of the cultural background and diver-
sity of the participants, focusing on self-awareness can support student 
learning through new insights and possibilities. If teachers gain feedback 
on student satisfaction through research, new practice opportunities can 
engage all students (DuFour and Marzano 2011; Fullan and Hargreaves 
2012). This may hinder more in-depth research into inclusive teaching 
strategies if they are only seen as the work of teachers and not associated 
with students with special requirements (for example, international stu-
dents) (Barton 1997; Booth and Ainscow 2002; Booth 2011).

Meanwhile, many universities have established programmes world-
wide focussed on the global rise of the creative industries. Creative indus-
tries education is a new topic for exploring inclusive education systems 
for two main reasons. First, many studies have shown that exploration is 
imaginative and insightful, in contrast to unravelling traditionalist and 
stable social relationships. Creative industry workers are seen as skilled 
and creative. As a result, the educational process is seen as worth explor-
ing. Second, creative industries research has not adequately considered 
teaching and learning strategies in higher education; in particular, it has 
not examined the links between academia and industry.

Comunian and Gilmore’s (2014, 2016) studies express the importance 
of the relationship between creative industries research, higher education 
institutions and public policy. Bridgstock and Cunningham’s (2016) 
study focuses on promoting learning in the context of economic growth 
policies. Florida (2002) proposes strategies and approaches for adapting 
higher education in Hong Kong, Singapore and other Asian cities (Yue 
2006; Kong and O’Connor 2009; Comunian and Ooi 2016). However, 
there are research limitations regarding the relationship between the cre-
ative industries and higher education, such as inclusive teaching and 
learning strategies in creative industry-related applications. Also, research 
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on how to help international students in creative industries education is 
limited. This study seeks to address these issues.

In conclusion, an inclusive teaching strategy could help tutors and 
students teach, and learn relevant knowledge in the creative industry. 
Further, an inclusive teaching strategy could help students with special 
learning requirements.

 Four Dimensions in Inclusive Teaching Method 
in Creative Industry

As creative industry education has become global, more international 
students prefer international learning experience. Inclusive teaching 
strategies could help international students adapt to their environment 
and improve their learning. As Molbaek (2018) has established four 
dimensions of inclusivity thinking into a framing dimension, a relational 
dimension, a didactic dimension, and an organisational dimension, this 
could relate to a different category in inclusive teaching methods.

 Framing Dimension: Classroom Climate 
and Learning Materials

The framing dimension focuses on traditional classroom strategies and 
tries to create more flexible methods of learning materials management. 
It is represented by classroom climate and learning materials revision.

 Classroom Climate

One of the inclusive teaching strategies is to focus on classroom manage-
ment. A tutor needs to propose teaching methods that positively impact 
student learning and help students get great outcomes and academic and 
social engagement (Hattie 2009; Lingard 2007; Meyer 2004). Under an 
inclusive teaching strategy, students are more inclusive in informal class-
room layouts. It encourages students to communicate with their group 
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members, especially for international students who are shy to speak in 
class, helping them engage in learning activities.

Bergmann et  al. (2013) and Stone (2012) list several advantages of 
‘flipping the classroom.’ First, developing lifelong learners, increasing 
engagement with the material and increasing interaction between stu-
dents and teachers. And it is clear from the research that smaller classes 
lead to more positive learning outcomes.

Meanwhile, modern classrooms are often equipped with the necessary 
technological devices to aid teaching and learning. Teachers must use 
these devices to ensure that all learners have access to the instructional 
materials. For example, two technologies that dominate the inclusive 
research literature are computer-assisted instruction (CAI) and informa-
tion communication technology (ICT). The former uses computers to 
deliver lessons, capture learners’ performance and provides feedback on 
learners’ progress. In contrast, ICT such as web queries, spreadsheets and 
graphical presentations also support teaching and learning.

However, there are times when large lectures are classroom-based. 
Sometimes this will interfere with student learning and create barriers. 
For example, someone who lacks concentration in a large room and does 
not see the screen clearly because of equipment problems or myopia and 
astigmatism. Therefore, if lecturers have a large lecture room, it needs to 
be assessed for inclusive teaching strategies. First, equipment needs to 
function. Second, the students can choose their room layout before they 
start. Finally, the tutor can use techniques such as group discussions or 
questions to enhance learning. For example, in modern teaching or learn-
ing environments, many institutions try to use round tables or small 
rooms to provide the same learning conditions for their students. Studies 
have shown that if the room layout is changed to round tables and divided 
into small groups, it helps students be more efficient and meet their 
learning requirements.
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 Learning Materials

Differentiation is an approach in the inclusive teaching strategy that tries 
to meet learners’ needs. Thus, there is more freedom in selecting instruc-
tional materials, groupings, and teaching techniques.

The learner can use teaching materials to guide how to direct their 
study and the tutor can use the student to provide direction for the 
learner. On the other hand, it assists learners in building upon their old 
knowledge to acquire new knowledge (Bender 2008). For example, slides 
and handbooks are essential learning materials for students. Slides and 
handbooks need to show study aims and objectives, course syllabus, 
assessment, and course content clear and upload onto on-line common 
study areas on time. Students can check all information about the course 
through slides and handbooks. Students will feel confused about the 
course setting if the slides or handbooks are unclear and logical, especially 
for disable students and international students who use a second lan-
guage to study. In Everett and Oswald’s (2018) research, inclusive materi-
als improve partnerships and attitudes around disability and accessibility 
measures. Thus, course slides need to show in the background with bullet 
points to clarify the layout. The slides or handbooks need be available to 
students in advance of the lecture to help students understand the con-
tent and prepare lecture questions. Students can highlight parts or take 
notes in advance. This is a basic how-to-use old knowledge to gain new 
knowledge before the unit starts.

Sometimes, learning materials have been ignored in traditional teach-
ing process. While it is an essential part of inclusive teaching methods, it 
motivates students to learn in advance. It could help students mark the 
important or interesting parts before they join units.

Classroom climate changing and learning materials updating could 
revise the framing dimension in order to improve the teaching strategy in 
terms of the care and well-being aspects.
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 Relational Dimension: Assessment

The relational dimension responds to the instructors to foster communi-
cation and collaboration with all actors. It is an eopportunity to let stu-
dents understand the global creative industry. And for the research 
process, all students in a study group may be involved in group work and 
attend group tutorials. For instance, assessment could include presenta-
tion, content and outcome. These three overlapping circles set out the 
components of evaluation. Outcomes are necessary with a flexible 
approach to allow for different ways of presenting knowledge, such as 
video, presentation, written essay.

Course leaders may try to make assessments more inclusive. The inten-
tion is that they collaborate with group members and improve their 
group working skills. Assessment method changing represent the rela-
tional dimension in order to show the outcome and the qualification in 
an inclusive teaching strategy.

 Didactic Dimension: Language

The didactic dimension includes the instructors’ topic knowledge, teach-
ing abilities, and their understanding of the students’ learning capacities. 
It is represented by language in an inclusive teaching strategy.

In every education system, language is an essential tool for communi-
cation between tutors and learners. Language is a tool to convey a mes-
sage, information or meaning. According to Wardhaugh, language is a 
historical-culture tool.

In a higher education environment, international students often face 
language barriers. For this reason, handbooks and learning tasks and out-
comes need to be clear. And lectures, workshops or tutorials, tutors must 
speak clearly and coherently and try to ensure non-native English speak-
ers understand what they present. For example, academic terms need to 
be explained simply. Further, the tutor could suggest students join in 
language courses before any unit starts. International students find it 
easier to understand the study process from pre-session and academic 
studies and learn to compose essays. Course leaders can provide multiple 
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engagements to students, such as a reading lists, discussions in class, vid-
eos and group work. Group work is essential to help improve students’ 
communication skills, teamworking, collaboration, and language 
learning.

A language is a tool for communication and study, but it should not be 
the most significant barrier for international students. Tutors can adopt 
inclusive teaching strategies to reduce the impact of learning obstacles for 
international students. Thus, language is part of the didactic dimension 
and helps to improve an inclusive teaching strategy.

 Organisational Dimension-Cultural References

The organisational dimension component includes culture, customs, and 
values and is represented by cultural references in an inclusive teaching 
strategy.

As more and more international students travel, there are requirements 
that tutors need to employ multiple cultural reference methods in their 
teaching. Different cultural background cases facilitate students to obtain 
a global version. Cultural references guide students to improve specific 
translation competence aspects (González Davies and Scott-Tennent 
2005). It enables international students to understand the theory with 
cases presented with suitable cultural backgrounds. Further, it helps stu-
dents learn faster and feel more at ease.

If the tutor always uses the same background example or reference to 
different cultural background students, it will create barriers to learning. 
Students will have negative feedback to a single cultural background ref-
erence. Sometimes, due to cultural background differences, it will hard to 
understand the case. A tutor needs to deliver cultural references to differ-
ent cultural backgrounds and provide diverse cultural references. And 
culture reference could be a part of the organisation dimension to improve 
the knowledge and academic aspects of an inclusive teaching strategy.

Creative industries have their own specificity as they encompass many 
different industries. Moreover, many global projects work together in dif-
ferent countries. For this reason, all learners in the creative sectors have to 
learn a variety of knowledge. Therefore, universities must adopt a 
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two-way interactive approach to teaching and learning, where learners 
are recipients of knowledge and need to contribute to the learning. The 
former can be referred to as ‘direct teaching’ and the latter as an ‘interac-
tive teaching’ approach (Muijs and Reynolds 2001). Therefore, inclusive 
teaching and learning strategies will play an essential role in the process 
of creative industries education.

 Conclusion

As creative industry education is a global and the creative industries are 
varied. Thus, it requires to tutor to adopt inclusive teaching strategies for 
students. When the academic experience is founded on connections and 
discourse, inclusive teaching is most effective. An inclusive teaching 
method can have four dimensions, which could present in different 
teaching methods such as cultural references, classroom environment, 
language, learning resources, and evaluation.
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8
Implications of Pedagogical 

Disassociation in U.K. Higher Education 
Business Schools: A Culturally 

Responsive Outlook

Abdul Jabbar and Shajara Ul-Durar

Abstract This chapter explores the pedagogical approaches of business 
school academics in the north of England. We investigate the role of UK 
tutors who are increasingly teaching ethnically diverse international stu-
dent cohorts whose educational and cultural backgrounds can be very 
different to tutors’ past experiences. As part of this investigation, we pro-
pose the development of an academic cultural consciousness, by high-
lighting the notion of pedagogical disassociation. We argue that this 
should be a pre-requisite to improving the academic success of interna-
tional students. Our findings demonstrate an inconsistent approach to 
pedagogy creation for ethnically diverse students; it is within this 
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uncertain environment that the phenomenon of ‘pedagogical disassocia-
tion’ emerges. It is important to highlight that it is not a premeditated 
phenomenon, rather it is typified by a lack of cultural understanding, 
under-developed student awareness, and assumptions based on racial ste-
reotypes. We identify the need for educators and institutions to have an 
awakening of consciousness. As part of this awakening, academics must 
first articulate a vision of teaching and learning which acknowledges the 
diverse nature of UK HE Business Schools.

 Introduction

This chapter explores the pedagogical approaches of business school aca-
demics in the north of England. We investigate the role of UK tutors who 
are increasingly teaching ethnically diverse international student cohorts 
whose educational and cultural backgrounds can be very different to tutors’ 
past experiences. As part of this investigation, we propose the development 
of an academic cultural consciousness, by highlighting the notion of peda-
gogical disassociation. We argue that this should be a pre- requisite to 
improving the academic success of international students. Our findings 
demonstrate an inconsistent approach to pedagogy creation for ethnically 
diverse students; it is within this uncertain environment that the phenom-
enon of ‘pedagogical disassociation’ emerges. It is important to highlight that 
it is not a premeditated phenomenon, rather it is typified by a lack of cul-
tural understanding, under-developed student awareness, and assumptions 
based on racial stereotypes. We identify the need for educators and institu-
tions to have an awakening of consciousness. As part of this awakening, 
academics must first articulate a vision of teaching and learning which 
acknowledges the diverse nature of UK HE Business Schools.

This chapter investigates the cultural consciousness of academic tutors 
in three universities in the north of England. The study is focused on each 
university’s business school where the increasing internationalisation of 
student cohorts is particularly concentrated due to the popularity of busi-
ness courses globally. This has led to predominantly Western-educated, 
UK tutors increasingly teaching ethnically diverse international student 
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cohorts whose educational and cultural backgrounds can be different to 
tutors’ past experiences.

As well as being Northern English universities, the three universities in 
this study have a common ethos as part of the University Alliance group 
which describes itself as ‘Britain’s universities for cities and regions’. The 
University Alliance accounts for 25% of all students in the UK and is 
more likely to contain universities that focus more on teaching and learn-
ing, albeit with growing research activities. All three have substantial 
business schools attracting international students. Nonetheless, there is 
insufficient attention being paid to the impact of business school aca-
demic tutors’ ability to be responsive to international student cohorts as 
part of the student experience in UK Business Schools (Lumby and 
Foskett 2015; Rienties et al. 2012). This study aims to address this gap 
through an empirical investigation of business school tutors’ views on 
teaching international cohorts of students in the UK.

In order to frame this study, we propose the development of an aca-
demic cultural consciousness, as a pre-requisite to improving the aca-
demic success of international students. This cultural consciousness needs 
to take into consideration two key factors; first, each individual’s socio-
cultural consciousness; this is the understanding that people’s ways of 
thinking, behaving and being are deeply influenced by factors such as 
race, ethnicity, social class, culture, and language (McGee Banks and 
Banks 1995; Villegas and Lucas 2002), and second, that academics pos-
sess a cultural knowledge base about their ethnically diverse international 
students. Gay (2002) defines a cultural knowledge base as understanding 
the cultural characteristics and contributions of different ethnic groups, 
and further, implies that educators are inadequately prepared to teach 
international students (Gay 2002; Jabbar and Hardaker 2013).

This study focuses on business schools as students from an interna-
tional background are increasingly viewing UK higher education (HE) 
Business Schools as a destination of choice (Beddall-Hill et  al. 2011; 
Hardy and Tolhurst 2014; Jabbar and Analoui 2018; Joy and Poonamallee 
2013) and, for many Business Schools, these students are an important 
source of revenue to facilitate institutional financial health (Humfrey 
1999; Molesworth et  al. 2009; Schapper and Mayson 2004; Tomalin 
2007). However, while institutions achieve this financial goal by 
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recruiting international students, achievement and attainment is poor in 
comparison to a mainstream non-ethnically diverse student (Richardson 
2008; Turner 2006).

Different educational theorists (Modood 2006; Richardson 2008; 
Tomalin 2007; Turner 2006) propose divergent reasons as to this lack of 
achievement. Some are of the view that UK HE places emphasis on the 
dominant Western learner at the expense of the international student 
(Tomalin 2007; Turner 2006), while others articulate the controversial 
perception that internationally diverse students are lacking in the convic-
tion, motivation and skills to succeed (Tomlinson 2005; Villegas and 
Lucas 2002). These poor perceptions highlight a lack of cultural con-
sciousness that can impact on the international student in a negative way, 
leading to issues of poor pedagogy development (Gay 2000, 2002), inap-
propriate institutional policies and procedures (Irvine 1990; Jabbar and 
Mirza 2017; Turner 2006), and out-dated, or insensitive academic staff 
training strategies (Sabry and Bruna 2007).

In developing this work, the authors discussed the notion of cultural 
consciousness with Business School academics and how they impact on 
the creation of pedagogy. The key methodological issues are then defined 
and articulated alongside our data collection and data analysis approach. 
We then highlight our key findings which define the critical components 
of cultural consciousness, the themes of ‘Background and Heritage’, 
‘Academic Confidence & Skills’ and ‘Student understanding’ all contribute 
to the pedagogy creation process. From these themes, we unearth a sig-
nificant contribution to this paper by identifying the phenomenon of 
“pedagogical disassociation”, a disturbing trend which can have negative 
ramifications for UK HE stakeholders.

 Cultural Consciousness Within 
Business Education

Cultural consciousness is underpinned by a body of literature within cul-
turally responsive teaching (Gay 2000, 2002; Ladson-Billings 1995b; 
Villegas and Lucas 2002), and, as a concept, has featured prominently in 
the development of frameworks by multiple researchers. Examples include 
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the six salient characteristics (Villegas and Lucas 2002); the essential ele-
ments (Gay 2000, 2002); and the Five-pillar framework (Jabbar and 
Hardaker 2013). Each of these frameworks contains an implicit argument 
that educators need to have a wider, holistic view of the students they teach, 
and a confidence in how they communicate and interact with students 
from backgrounds that are different to their own. There is a view that edu-
cators from a non-diverse background struggle to widen their world view 
and may have low expectations and negative attitudes towards students 
from an international background, these conclusions are based on empiri-
cal data provided by a very few in-depth case studies highly situated in US 
teacher education for schools (Durden et al. 2014; Durden and Truscott 
2013). Consequently, there are few messages from these studies relevant to 
UK HE Business Schools and for educators in the context for this study.

In order to widen the world view of educators and to expand their 
knowledge horizons and experiences, Gay and Kirkland (2003), along-
side Joy and Poonamallee (2013), propose the need for critical self- 
reflection in questioning dominant Western narratives and academic 
literature, to equip educators with the skills to communicate with stu-
dents from other cultures. In order to achieve this, self-reflection is a key 
tenet of multicultural education, which includes raising awareness of stu-
dent background and experiences, and how these backgrounds can be 
used in the classroom (Foster 1995; Irvine 1990; McAllister and Irvine 
2002). In addition, there exist practical mechanisms that can help build 
cultural consciousness as part of HE teaching. For example, Cummins 
(1996) discusses developing pedagogy that acknowledges the wealth of 
languages that may be spoken within the classroom, and Gay (2002) 
advocates the need to embed culture and native languages as part of the 
teaching and learning curriculum.

In the creation of these pedagogical approaches, cultural consciousness 
acknowledges that the role of the educator is to mould the beliefs and 
behaviours of the student into meaningful and validating pedagogy, 
unhindered by Western dominated academic attitudes, languages and 
expectations (Giroux 2004; Nieto 1999: 135). This is ‘risky’ pedagogy, 
taking educators out of their comfort zones and asking them to develop 
pedagogy which recognises the international diversity of UK HE Business 
Schools (Banks 2008; Jabbar and Analoui 2018; Oikonomidoy 2010).
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 Methods

This research seeks to understand the cultural consciousness of Business 
school academics and how these experiences could influence academic 
perceptions, student engagement and pedagogy development for interna-
tional students. In developing this discussion, we take the view that cul-
turally responsive teaching pedagogy is a conversation between educator 
and student (Orbe 2000; Tomalin 2007) and this conversation is enriched 
by meaning that is generated by the academics understanding how stu-
dents engage with the realities of the world (Crotty 1998; Papert and 
Harel 1991).

To understand this concept of cultural consciousness, we interviewed 
Lecturers and Senior Lecturers who had a minimum of three years’ expe-
rience of teaching within UK HE Business Schools. The criteria for the 
interview sample were kept simple in order to capture the main Business 
subjects and to maximise the amount of respondents we could potentially 
interview (Ritchie et al. 2003). In adopting a purposeful sampling strat-
egy, we conducted a total of 22 interviews (nine male and thirteen 13 
female academics) across three different Business Schools in the North of 
England. A description of the participants is provided below (Table 8.1):

 Data Collection

Each interview lasted between 50–90 minutes, with informed consent 
being acquired at the start of each interview. The interviews were con-
ducted in a private, quiet and comfortable room, or a setting deemed to 
be neutral, for example, a meeting space, a coffee area or a respondent’s 
office (Oppenheim 1992). All interviews were recorded using a smart 
phone as opposed to a traditional Dictaphone; this served a dual purpose 
allowing high quality audio recording as well as instant backup of data to 
the Cloud (Beddall-Hill et al. 2011). For further anonymity and security, 
all devices on which the data resided were password protected.

In addition, the collection method was supplemented with the main-
tenance of a reflexive diary. Within qualitative research it is not possible 

 A. Jabbar and S. Ul-Durar



127

Table 8.1 Description of the participants

Name Role Experience (years)

Academic 1 Senior lecturer 30
Academic 2 Senior lecturer 6
Academic 3 Senior lecturer 8
Academic 4 Director of education 12
Academic 5 Senior lecturer 20
Academic 6 Lecturer 4
Academic 7 Senior lecturer 7
Academic 8 Lecturer 8
Academic 9 Lecturer 4
Academic 10 Senior lecturer 7
Academic 11 Course leader 15
Academic 12 Course leader 7
Academic 13 Senior lecturer 6
Academic 14 Director of education 25
Academic 15 Lecturer 3
Academic 16 Principal lecturer 7
Academic 17 Lecturer 3
Academic 18 Principal lecturer 30
Academic 19 Principal lecturer 35
Academic 20 Senior lecturer 4
Academic 21 Lecturer 27
Academic 22 Course leader 9

for researchers to be totally objective because total objectivity is not 
humanly possible (Crotty 1996, 1998). We can never know with cer-
tainty that an account is true because we have no independent and com-
pletely reliable access to reality. We must, therefore, judge validity on the 
basis of the adequacy of the evidence offered in support of the phenom-
ena being described (Hammersley 1992). Hence, in order to be objective 
and to create a certain level of validation within the research, a reflexive 
diary served as a tool to minimise our influence on the participant (Finlay 
2002). This diary opens up the researcher’s account to public scrutiny, 
and while it may not prove anything definitively, it does allow the 
researcher’s thought processes to be probed and demonstrates a level of 
integrity (Ahern 1999; Finlay 2002; King and Horrocks 2010). Integrity 
is not solely defined by the methods that are used but also the ‘moral 
integrity’ of the researcher (Kvale and Brinkmann 2009).

8 Implications of Pedagogical Disassociation in U.K. Higher… 



128

 Data Analysis

The researchers independently read and transcribed each interview over a 
period of five months while comparing notes on a weekly basis. The use 
of multiple coders shows some measure of inter-rater reliability (Pratt 
2009). To help organise and sort the collected data, the analytical 
approach of template analysis was employed (Brooks et al. 2015; King 
2004, 2012). This is a relatively new approach and while it may not be as 
well-known as other qualitative analytical methods such as Interpretive 
phenomenological analysis (IPA), it is regarded in qualitative circles as 
providing similar analytical rigour and findings (Langdridge 2007). 
Template analysis was selected because it is a flexible approach that is not 
associated with a single delineated method. It refers to multiple, but 
related, techniques for thematically organising and analysing codes and 
can be applied across multiple methodological and epistemological 
approaches, and in particular in situations where an interpretative 
approach is used, as in this study (King 2004, 2012).

In preparing the data, we first manually transcribed all the interviews, 
memoing data and reflective diaries into a Word document, which was 
then imported into a computer-based data management tool NVivo 
(QSR international, version 10). The initial process of coding mapped 
the transcribed interviews, reflexive notes and memos onto the a priori 
code set, which was used to inform template A. At this stage, the research-
ers cross referenced the data and, subsequently, through the use of a par-
allel coding approach (axial coding), created template B (King 2012; 
Saldaña 2012). Parallel coding within template analysis allowed for seg-
ments of text to be classified within two or more different codes at the 
same level and allowed for the placement of data into multiple codes as 
well as identifying any relationships across clusters and themes (Crabtree 
and Miller 1999; King 2004). In order to ensure data validity and consis-
tency between researchers, the data was read for a final time, notes were 
compared, parallel coding was undertaken, and template C was devel-
oped. From this template we identified a key higher-level code from the 
four-step process (Cultural Consciousness). To further investigate this in 
step 1 we defined an a priori template, which is a key aspect of template 
analysis; this is based on the Five Essential Elements (Gay 2002), the Six 
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Salient Characteristics (Villegas and Lucas 2002) and the Five Pillars 
(Jabbar and Hardaker 2013), which are all culturally responsive teaching 
frameworks.

In step 2 Template A echoes the continuing work of the researchers by 
giving additional context to each of the higher-level codes. During this 
step the researchers identified the importance of ‘affirming cultural heri-
tage’ and ‘pedagogy that is validating’ to understanding student back-
ground and culture. We also added a new higher-level code that recognise 
the importance of academics who are transformative by nature, due to 
their expectations, perspectives and views of their international students.

In step 3 Template B, the researchers identified additional depth and 
context to the ‘affirming cultural heritage’ and ‘pedagogy that is validating’ 
codes. The cross referencing of data via the parallel approach (Axial cod-
ing) identified data which fits into more than one subheading, this addi-
tional data validation identified an additional higher-level code that 
acknowledged the importance of ‘student motivation’ in UK HE.

In step 4 Template C, the researchers identified additional sub-level 
codes for ‘affirming cultural heritage’, but no further higher-level codes. 
The additional sub-level codes identify academic perceptions on previous 
student experience and how this governs interactions in the classroom. 
Template C is an output of the previous three steps and highlights the 
five main higher-level codes. Based on the above process Table 8.2 out-
lines the key nodes which form part of cultural consciousness:

This is the basis for the three themes which emerged as illustrated in 
Fig. 8.1 below:

The first theme acknowledges the importance of background and heri-
tage and ‘pedagogy that is validating’ (Durden and Truscott 2013; Tisdell 
2009) with the onus on academic tutors to have a cultural and back-
ground knowledge of students. In the second theme we highlight the 
importance of academics having the confidence and skills to motivate and 
empower students from an international background (Durden 2008; 
Jabbar and Mirza 2017; Villegas and Lucas 2002). For the third theme 
we identify student understanding and culture as an important aspect of 
building learning relationships between academic tutors and students.

It was at this stage, that the researchers identified that academics sub-
consciously lay success and failure in UK HE at the feet of their 
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Table 8.2 Final coding template for Cultural consciousness

Background and heritage Student understanding
Academic confidence 
and skills

Parental influence
Language
Previous educational 

experience

Engagement
Poor skills
Selfish pedagogy
Student expectations
Fear of failure
Student attainment
Patronising pedagogy
Independence

Attitude
Passion
Status
Freedom

Fig. 8.1 The three themes of cultural consciousness

international students by making sweeping assumptions about their lan-
guage skills, their attitudes to learning and questioning their thinking 
skills. This is highlighted in template B and template C, we refer to this 
disturbing phenomenon as ‘pedagogical disassociation’, a significant con-
tribution of this paper to Business School education. We define this phe-
nomenon as a ‘subconscious reflex which comes to the fore when academics 
struggle to identify shortcomings within their own pedagogy’, and speculate 
that this is a defence mechanism used to protect the academics’ own per-
sonal pedagogical shortcomings.

 Findings

Pedagogical engagement and student motivation are critical elements in 
the learning process, which require academics to view students as capable 
learners (Leese 2010). The awakening of academic cultural consciousness 
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recognises the need for academics to understand that cultural under-
standing and positive affirming attitudes are fundamental for teaching 
successfully in a multi-ethnic society (Giroux 2004; Higbee, Lundell, 
et al. 2007a; Villegas and Lucas 2002).

 Theme 1: Background and Heritage

We defined Background and Heritage as pedagogical components that 
exist when educators modify their teaching in ways that will facilitate the 
academic experience of students from diverse, racial, ethnic, cultural and 
in this case international backgrounds (Gay 1995; Schmeichel 2011). 
Our findings indicated a tension between academic perceptions of ‘main-
stream’ Western students and the ‘non-mainstream’ students from a non- 
Western background (Durden and Truscott 2013; Ngambi 2008). This 
tension stems from two elements: first, educational theory, which dis-
cusses Western-dominated contexts of learning as superior to non- 
Western contexts of learning (Ghere et al. 2007; Giroux 2004; Joy and 
Poonamallee 2013). Second, educators who struggle to relate to students 
from an international background pedagogically, view these students as 
lacking in academic skills (Giroux 2004). These perceptions disadvantage 
ethnically diverse students at the very start of their academic lifecycle and 
entrenches the attitudes that international student background and cul-
ture is deficient and inferior, reaffirming the dominance and superiority 
of the culture of the Western education system (Joy and Poonamallee 
2013; Turner 2006). This dominance leads some academics to reject 
issues of Background and Heritage:

In a world of no racial discrimination then you treat everyone the same. I don’t 
even agree, personally, with all this crap about what’s your ethnic background, 
well, if we are not discriminating then what does it matter what the person’s 
background is. (Academic 1)

Another academic described how her Western background influenced 
the way she designed and developed her pedagogy, when faced with dif-
ferent cultures she describes her shock and shame:
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One year during the Christmas period, I designed an activity around Jesus and 
the Nativity. However, I vividly remember one girl, I’m not sure where she was 
from asked, what is Christmas and who is Christ? I was surprised and ashamed, 
I took it for granted, everybody knows Christmas. (Academic 6)

The topic of Christmas was also discussed by another female academic:

As a tutor, I am very sensitive to different cultures and ensuring that I don’t 
offend somebody, and something that I did at Christmas I realised that actually 
it did not work at all because it was so culture related and around Christmas. 
(Academic 2)

The use of Western holidays and festivities as part of pedagogy can be 
a source of frustration, as it so clearly defines the cultural divide between 
Western and non-Western students (Sabry and Bruna 2007). As a way of 
crossing this cultural divide one academic commented on the importance 
of developing different perspectives as part of teaching:

From a personal perspective everybody deserves the same opportunities and the 
same help. It might be different, and I can accept different groups, no matter 
who they are or where they’ve come from, will need different help, different sup-
port, different encouragement. (Academic 3)

The onus is on academics to create support structures that provide a 
platform of achievement and attainment, while allowing students to 
maintain a sense of identity and connection with their communities 
(Banks 1995; McGee Banks and Banks 1995; Tisdell 2009).

In summarising this theme, student Background and Heritage should 
be built on positive social learning relationships that support stu-
dent growth:

You need to create relationships that help to overcome the hurdles that they must 
get over, or a flipping gate that they’ve got to get through. It’s about giving them 
something that they can succeed at, and it isn’t just about the mark that they get 
at the end of it. (Academic 3)
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Although a minority view, this outlined the opportunity to develop 
growth and create relationships, but this requires time, trust and, cru-
cially, student interactions based on cultural influences and differences 
(Rubie-Davies et al. 2006).

 Theme 2: Academic Confidence and Skills

We found that current pedagogical strategies employed by academic staff 
are heavily reliant on confidence and skills. In this research respondents 
felt they lacked the confidence to engage (Tomalin 2007) and motivate 
their students in the classroom (Monroe and Obidah 2004). The lack of 
confidence and skills we argue are related to the notion that current 
teaching practices are too insular with little focus on plurality and differ-
ence with an emphasis on traditional pedagogy; invariably this is Western 
dominated and favours the Western learner. In order to illustrate this 
phenomenon, we identified three response types academics display when 
they develop pedagogy: ‘oblivious to difference’ (Housee 2011; Schapper 
and Mayson 2004); ‘resistance to difference’ (D’Souza 1991, 1995) and 
‘acceptance of difference’ (Jabbar et  al. 2019; Santoro 2013). These 
responses govern how pedagogy and student engagement is developed.

 Oblivious to Difference

Within this behaviour we found that some of our respondents preferred 
their students to leave their culture at the classroom door. This is an 
example of accommodation without acculturation (Gibson 1987; Jabbar 
et al. 2017), and we link this behaviour type very closely to ‘pedagogical 
disassociation’.

I don’t make any allowances for specific ethnic groups. It is the same for every-
body. (Academic 13)

I accept exactly what the culture is, but with me in this room you can pre-
tend that.

that doesn’t exist. (Academic 11)
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This behaviour culture is not seen as something to be developed or as 
a vehicle for learning (Ladson-Billings 1995b) but is viewed as an obsta-
cle in teaching and learning (Joy and Poonamallee 2013). This oblivious-
ness also questions student motivation and accepts that these students are 
lacking in academic skills and context; this is evidenced by academic 14 
who fails to recognise the issue of motivation when students are disen-
gaged in the classroom.

 Resistance to Cultural Difference

When academics resist difference, they view culture as a non-entity, a fac-
tor to be eradicated from the teaching and learning process (D’Souza 
1995). While exploring this phenomenon some of the respondents 
became quite animated, and in two specific instances were quite aggres-
sive with their tone, speech and body language. During the interview 
there were subtle indications that some academics felt uncomfortable dis-
cussing these issues; eye contact was reduced, the tone of voice changed, 
and body language became defensive with the crossing of arms and legs. 
This body language highlighted issues of discomfort, on a subconscious 
level, which can lead to the creation of pedagogy that is very single 
minded to the detriment of all other approaches (academic number 7 
who talks about pedagogy within military terms.)

 Acceptance of Cultural Difference

There are elements of good practice and our research highlights academ-
ics who are comfortable with their cultural consciousness. Some academic 
tutors we interviewed attempted to develop relationships with ethnically 
diverse students and they encouraged their students to bring culture into 
the classroom (Lipka 1991; Vita 2001) and to use their own skills to 
achieve and attain (Beverly 2003). Hence, the acceptance of difference 
reflects academics’ values and the values of their institution (Meyer 2002).
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 Theme 3: Student Understanding

Business Management is a functional and practical subject (Joy and 
Poonamallee 2013), which can thrive when cultural characteristics and 
contributions of international student backgrounds are recognised within 
the classroom (Houser 2008; Raelin 2007). This approach allows a con-
ducive space where academics can create student understanding and 
engagement with international students. Based on our initial research 
and the data we collected, this manifests itself in two ways; first 
‘Expectations of educators’ towards their students (Hardy and Tolhurst 
2014) and second ‘Classroom support’ (Choo 2007; Hardy and Tolhurst 
2014). ‘Expectations of educators’ and ‘Classroom support’ are key elements 
for building relationships with ethnically diverse students to support stu-
dent understanding. Student understanding can blossom when 
approached in the correct manner. However, if these two forms 
(Expectations of educators; Classroom support) are not treated equally 
there is a danger that student support and understanding can become too 
pastoral, with the focus on compensation for the student, to the detri-
ment of expectations and achievements (Jenks et al. 2001). This suggests 
that there is a lack of expectation in international students being able to 
think about certain abstract concepts within an academic environment, 
and requiring constant support (Hurtado et al. 1999):

They expect me to give them work that they can then jumble up and give it back 
to me and get a good grade because that’s what they’ve been taught to do. 
(Academic 1)

These low expectations manifest themselves in students requiring addi-
tional pastoral support to the detriment of academic structured opportu-
nities to bridge the gap towards HE standard work (Hultberg et al. 2008). 
This focus on pastoral elements is inappropriate and can lead to narrow 
pedagogy development (Jenks et  al. 2001), creating an environment 
where international students fail to engage if they feel the subject does 
not provide value and they are not given appropriate opportunities to 
demonstrate what they know (Higbee, Siaka, et al. 2007b).
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Many Chinese students don’t understand the concept of continuous assessment. 
If I say this is not assessed they just switch off, no assessment, no reward, off! 
(Academic 7)

Academics persevere with a dogmatic pedagogical approach even 
though it may become clear that this approach to pedagogy is not reso-
nating with international students. Rather than reflect on their own prac-
tice to make sense of culture (Zhu and Bargiela-Chiappini 2013), our 
findings indicate that educators ‘pedagogically disassociated’ themselves 
from their students.

 Pedagogical Disassociation

Our key contribution to this work, is the notion that a lack of academic 
cultural consciousness feeds into ‘pedagogical disassociation’. This par-
ticular phenomenon was observed and identified as an output of academ-
ics who struggle to accept cultural consciousness as part of their teaching. 
Educators whose own academic background and experience is insuffi-
cient to overcome these shortcomings instinctively look for the fault in 
the student and fail to reflect on personal pedagogy. To illustrate, the 
placement of ‘pedagogical disassociation’ within our research, Fig.  8.2 
below highlights the phenomenon as a negative construct arising from 
the emerging three themes.

If unchallenged ‘pedagogical disassociation’ can have a negative impact 
on cultural awareness and student experience, achievement and attain-
ment. To highlight the prevalent nature of this phenomenon and the 
impact it has had on the pedagogy creation process, our research findings 
were mapped onto the framework of Kumaravadivelu (2003).

Many academics have been struggling to resolve internal conflicts 
between dialectically opposed modes of instruction and adaptation (Kolb 
and Kolb 2005). This conflict is underpinned by staff who are worried 
that they cannot work effectively because they do not have sufficient 
knowledge about different cultures and religions (Tomalin 2007). When 
this process of conflict resolution breaks down, this research has sug-
gested that the phenomenon of ‘pedagogical disassociation’ emerges.
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Fig. 8.2 Pedagogical disassociation here

 Discussion

 What’s the Impact?

Our findings demonstrate a very inconsistent approach to pedagogy cre-
ation for ethnically diverse students; it is within this uncertain environ-
ment that the phenomenon of ‘pedagogical disassociation’ emerges. It is 
important to highlight that it is not a premeditated phenomenon, rather 
it is typified by a lack of cultural understanding, under-developed student 
awareness, and assumptions based on racial stereotypes (Hardy and 
Tolhurst 2014; Modood 2006). This research proposes that a large part 
of this phenomenon is borne out of academic frustration and helplessness 
due to a lack of understanding, knowledge, under-developed student 
awareness and in many scenarios, a lack of skills and confidence (Howard 
2003; Oikonomidoy 2010; Vita 2001). This becomes a hurdle to educa-
tors as they respond to cultural diversity in the educational field where 
they feel as a ‘fish out of water’ (Bourdieu and Wacquant 1992, p. 127). 
However, this could be addressed through the design of holistic critical 
reflection and structured academic training which takes into consider-
ation the development of pedagogical strategies that go beyond generic 
Western teaching methods (Jenks et al. 2001).

It may, therefore, take some time to create a healthy, culturally diverse 
educational field, which will be dependent on the academic tutors being 
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sufficient to understand how to support students, and also to overcome 
established practices. A further area of potential future research is the 
impact of technology. The use of technology within HE can allow stu-
dents to build their own knowledge representations and meanings at 
their own pace within an environment where they feel comfortable 
(Traxler 2009), allowing for the building of consciousness across a variety 
of channels and modes (Stein 2000). The deployment of technology can 
become a neutral and interactive ground to develop engagement and 
meaning within HE.

 Potential for Change

 Training Strategies and Resources

It is clear that current training and teaching strategies for educators who 
teach International students have been reported as lacking in content and 
criticality (Coulson and Harvey 2013; Gay 2000, 2002; Gay and Kirkland 
2003; Goodman and Cirecie 2009; Howard 2003). The development of 
cultural consciousness requires that academics create environments of 
learning which support students of ethnic diversity (Gay 2002). The cre-
ation of any such teaching and training strategies should encompass two 
key characteristics; first it should embrace multiple teaching perspectives 
(Durden 2008; Vita 2001) and, second, these perspectives should make 
explicit connections between culture and learning (Howard 2003). Any 
such programme of training and reflection should imbue academics with 
the analytical skills and confidence (Bajunid 1996; Gay 2002) to not 
only to have mastery of the subject matter, but also to identify the needs 
of culturally diverse students and how best to support them.

A structured training programme may also be useful in addressing the 
misconception that Western pedagogy is superior to other cultural forms of 
learning (Joy and Poonamallee 2013; Ngambi 2008). This may require 
academics to widen their reading and research in order to expose students 
to curriculum material that is multicultural by nature (Banks 1995; Howard 
2003; McGee Banks and Banks 1995; Ngambi 2008; Swartz 1996).

 A. Jabbar and S. Ul-Durar



139

The development of multicultural resources and assessment is stage 
one; engaging students in the classroom is significantly more challenging, 
with many students often reluctant to participate in classroom discussion 
(Beekes 2006). In order to overcome this challenge, good pedagogical 
practice dictates that there should be a greater focus on self-directed study 
and group work. In addition, academics should be sensitive to the notion 
that many international students are not comfortable with responding in 
class and, therefore, are often reluctant to contribute in class for fear of 
‘losing face’ (Beekes 2006; Tomalin 2007; Turner 2006).

 Policies and Procedures

The creation of multicultural resources and assessment is the responsibility 
of the academic. In addition to this, the institution has a role to play in the 
development of a multicultural curriculum, and the implementation of 
institutional policies and procedures which acknowledge difference (Gay 
2002; Nieto 2005: 7). One such policy that has been mooted is the recruit-
ment of educators who share a heritage with their students. Research (Dee 
2005; Ladson-Billings 1995a) suggests that this produces attentive stu-
dents who are more likely to complete their work, work harder and suc-
ceed. However, this is a controversial policy which has been criticised by 
the opponents of multicultural education as one of the types of ‘leftist poli-
cies’ which, continue to serve the victim mentality, which is prevalent in 
many ethnically diverse students (D’Souza 1991, 1995).

What is clear is that such a recruitment strategy cannot be implemented 
in isolation; it needs to be embedded as part of a comprehensive approach 
to policies and procedures (Gay 2002). In addition, any programme of 
recruitment must run in parallel with educator training that makes a com-
mitment to developing transformative learning (Jenks et al. 2001).

 Students as Producers of Knowledge

While the discussion and implementation of policies and procedures 
are done at senior manager level, academic training and confidence are 
still key factors in the creation of a curriculum that is open and 
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conducive to learning. Hence, there are differing techniques that aca-
demics can employ to develop the curriculum; one such approach is 
allowing students to become producers of knowledge, which is directly 
related to their lived experiences (Gatimu 2009), and another peda-
gogical approach is the need for an emancipatory pedagogy to break 
the cycle of privilege (David and Kienzler 1999; Sleeter 2001; Swartz 
1996). In order to break this cycle, emancipatory pedagogy aims to 
encourage more open-ended approaches; looks at course material from 
multiple perspectives; and has a focus on critical reflection, not on 
what is right or wrong (David and Kienzler 1999; Schapper and 
Mayson 2004).

A balance needs to be struck between these two techniques, and the 
potential for a partnership emerges with students as producers of 
knowledge and academics as facilitators of knowledge. However, in 
this balance lies the concern that academics, in combatting these issues, 
are facing a ‘fear of the unknown’ (Gay 2000, 2002; Sabry and Bruna 
2007). Educators need to have more than just mastery of content 
knowledge but also knowledge of the student population (Gay 2002; 
Raelin 2007).

 Conclusion

In conclusion, we identify the need for educators and institutions to 
have an awakening of consciousness. As part of this awakening, academ-
ics must first articulate a vision of teaching and learning which acknowl-
edges the diverse nature of UK HE Business Schools. This research is 
intended to support academics in reflecting on the revision of curricu-
lum approaches, training needs, policies, procedures towards the cre-
ation of a cultural consciousness and the reduction of ‘pedagogical 
disassociation’.
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(continued)

 Annexure

Table 8.3 Pedagogical disassociation perceptions

Typical stereotypes 
(Kumaravadivelu 
2003) Illustration of academic views

Non-Western 
learners are 
obedient to 
authority

‘We have a lot of Chinese students, you really notice that 
with these people the lecturer is the big boss and you 
don’t question what they say. They are so obedient.’ 
(Academic 1)

‘In Chinese and Asian cultures teachers are second to 
their parents, there has to be a great respect for the 
teachers.’ (Academic 5)

‘It’s like that with Chinese when I teach in Hong Kong, if I 
told them the sky is green and the grass is blue and the 
water’s yellow, they’ll have it because that’s what the 
teacher says it is, they don’t know any better.’ 
(Academic 5)

‘They tend to think that you are the lecturer and you 
know it all you are right. Whereas British students will 
challenge you, they will disagree with you, they can be 
rude and all that and you find that the foreign students 
tend not to be that way.’ (Academic 10)

Non-Western 
learners lack 
critical thinking 
skills

‘It’s a completely different learning style, they are 
regurgitating, not expecting me to ask them questions 
and for them to have an opinion.’ (Academic 7)‘I’m not 
sure what goes on in China, but quite a number of 
them repeat anything they come across.’ (Academic 1)

‘The Chinese students they have no real creativity; they 
like being boxed in; UK students don’t like being boxed 
in.’ (Academic 7)

‘The Chinese seem semi-comfortable with regurgitating 
theory because they can memorise it. When you 
memorise stuff you don’t have to understand it.’ 
(Academic 4)

‘I am now basically telling them what to do, whereas I’m 
of the opinion that you need to develop as an 
independent thinker.’ (Academic 21)

‘A lot of Chinese and Indians for example, I have noticed 
that for them it is normal to say follow one book and 
say reading and possibly reporting from that book.’ 
(Academic 13)
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Table 8.3 (continued)

(continued)

Typical stereotypes 
(Kumaravadivelu 
2003) Illustration of academic views

Non-Western 
learners do not 
participate in 
classroom 
interaction

‘Chinese students are never ever encouraged to speak, to 
give an opinion, but they expect me to give them the 
answers.’ (Academic 7)

‘With Chinese students I have noticed that they are really 
afraid to speak.’ (Academic 6)

‘The problem that I do have, and again this is potentially 
with the international students is that they won’t 
actually ask you if they don’t understand what you are 
asking them to do.’ (Academic 12)

‘Most of my international students, they don’t question, 
they don’t challenge.’ (Academic 2)

Non-Western 
students have 
severe language 
issues

‘Give out a sizable case study and you get well I can’t do 
it, the Chinese, Nigerian, Middle eastern students will 
say well this is too long, I can’t read it’ (Academic 1)

‘Language right now is the barrier but I haven’t noticed 
any major problems after the transition. Obviously, they 
have problems with understanding this casual 
relationship with the tutors and students.’ (Academic 6)

‘How many hours in the day do you speak English? You can 
speak Arabic when you go back home.’ (Academic 14)

‘There are several issues, one of their issues is about their 
reading, their speaking and their writing. A lot of the 
African students write extremely well, they understand 
English because English is the official language in Ghana 
and Nigeria, so no problem understanding, but reading 
and speaking that is a major battle for a lot of them, for 
the Chinese is it a major problem.’ (Academic 10)

Non-Western 
students have 
motivational issues

‘It’s all about status, and the students that come over to 
the UK from China are always sold the dream.’ 
(Academic 7)

‘I find the Asian girls more difficult to deal with than the 
boys, the girls are just very hard work, a bit precious.’ 
(Academic 8)

‘Some of my Asian students have the attitude that I only 
want a degree so I can marry a better girl.’ (Academic 5)

‘An enormous amount of my students have no real 
passion for the subject [...] so now I just send students 
away because nobody’s done any work.’ (Academic 1)
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Table 8.3 (continued)

(continued)

Typical stereotypes 
(Kumaravadivelu 
2003) Illustration of academic views

Non-Western 
learners are 
obedient to 
authority

‘We have a lot of Chinese students, you really notice that 
with these people the lecturer is the big boss and you 
don’t question what they say. They are so obedient.’ 
(Academic 1)

‘In Chinese and Asian cultures teachers are second to 
their parents, there has to be a great respect for the 
teachers.’ (Academic 5)

‘It’s like that with Chinese when I teach in Hong Kong, if I 
told them the sky is green and the grass is blue and the 
water’s yellow, they’ll have it because that’s what the 
teacher says it is, they don’t know any better.’ 
(Academic 5)

‘They tend to think that you are the lecturer and you 
know it all you are right. Whereas British students will 
challenge you, they will disagree with you, they can be 
rude and all that and you find that the foreign students 
tend not to be that way.’ (Academic 10)

Non-Western 
learners lack 
critical thinking 
skills

‘It’s a completely different learning style, they are 
regurgitating, not expecting me to ask them questions 
and for them to have an opinion.’ (Academic 7)

‘I’m not sure what goes on in China, but quite a number 
of them repeat anything they come across.’ (Academic 
1)

‘The Chinese students they have no real creativity; they 
like being boxed in; UK students don’t like being boxed 
in.’ (Academic 7)

‘The Chinese seem semi-comfortable with regurgitating 
theory because they can memorise it. When you 
memorise stuff you don’t have to understand it.’ 
(Academic 4)

‘I am now basically telling them what to do, whereas I’m 
of the opinion that you need to develop as an 
independent thinker.’ (Academic 21)

‘A lot of Chinese and Indians for example, I have noticed 
that for them it is normal to say follow one book and 
say reading and possibly reporting from that book.’ 
(Academic 13)
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Table 8.3 (continued)

Typical stereotypes 
(Kumaravadivelu 
2003) Illustration of academic views

Non-Western 
learners do not 
participate in 
classroom 
interaction

‘Chinese students are never ever encouraged to speak, to 
give an opinion, but they expect me to give them the 
answers.’ (academic 7)

‘With Chinese students I have noticed that they are really 
afraid to speak.’ (Academic 6)

‘The problem that I do have, and again this is potentially 
with the international students is that they won’t 
actually ask you if they don’t understand what you are 
asking them to do.’ (Academic 12)

‘Most of my international students, they don’t question, 
they don’t challenge.’ (Academic 2)

Non-Western 
students have 
severe language 
issues

‘Give out a sizable case study and you get well I can’t do 
it, the Chinese, Nigerian, Middle eastern students will 
say well this is too long, I can’t read it,’ (Academic 1)

‘Language right now is the barrier but I haven’t noticed 
any major problems after the transition. Obviously, they 
have problems with understanding this casual 
relationship with the tutors and students.’ (Academic 6)

‘How many hours in the day do you speak English? You 
can speak Arabic when you go back home.’ (Academic 
14)

‘There are several issues, one of their issues is about their 
reading, their speaking and their writing. A lot of the 
African students write extremely well, they understand 
English because English is the official language in 
Ghana and Nigeria, so no problem understanding, but 
reading and speaking that is a major battle for a lot of 
them, for the Chinese is it a major problem.’ (Academic 
10)

Non-Western 
students have 
motivational issues

‘It’s all about status, and the students that come over to 
the UK from China are always sold the dream.’ 
(Academic 7)

‘I find the Asian girls more difficult to deal with than the 
boys, the girls are just very hard work, a bit precious.’ 
(Academic 8)

‘Some of my Asian students have the attitude that I only 
want a degree so I can marry a better girl’ (Academic 5)

‘An enormous amount of my students have no real 
passion for the subject [...] so now I just send students 
away because nobody’s done any work.’ (Academic 1)
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9
Understanding Trends of Collaboration 

and Creative Practice in the Fashion 
Industry: A Critical Approach Towards 

Curriculum Development in Higher 
Education

Terry Newman

Abstract This chapter explores the necessity of collaboration within a 
creative and dynamic business workplace and highlights areas within the 
fashion industry where co-operation and teamwork build results. This 
kind of collective working environment can be rewarding within a cre-
ative business school and can be utilised effectively as a learning skill in 
cross-course units. The chapter examines what collaborative learning 
might entail and how it correlates to collaborative creativity in the Fashion 
Industry concentrating on areas including production, sustainability, 
slow-fashion, authenticity, art, activism, NFTs and gaming. Collaboration 
is fundamental to an innovative workplace and as such should be mir-
rored within as much as possible within the boundaries of higher 
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education. Formal assessments that correspond to real-world practice 
support student progress post-graduation.

 Introduction

Success in fashion, business and creativity has always centred around 
effective collaboration. The infrastructure of a brand or fashion house is 
like an ant colony where everyone has a common goal. A creative busi-
ness school is therefore a uniquely productive student environment where 
a variety of disciplines network and learn through cross-taught units. It 
makes sense that team-work in a creative business school is embedded in 
curriculum and students are scaffolded to enable cluster projects to hap-
pen and thrive as a collective. Understanding how to problem solve in 
groups is a life-long skill and interaction and peer learning a powerful 
method of development. Perceiving limitations, supporting study 
through working with knowledgeable others and technology and tools to 
help produce projects that resonate and succeed is an essential element of 
a creative business practice. Collaborative pedagogic theory platformed 
by Vygotsky wires the idea of learning communities and in the twenty- 
first century, with the additional advantage of digital connectivity it has 
never been more effective. Vygotsky recognises that ‘learning always occurs 
and cannot be separated from a social context. Consequently, instructional 
strategies that promote the distribution of expert knowledge where students 
collaboratively work together to conduct research, share their results, and per-
form or produce a final project, help to create a collaborative community of 
learners’ (Cole et al. 1978). Assignments that are formed by analysis of 
real-world problems and briefs that employ an inclusive methodology are 
most likely to foster an ability to succeed post-graduation. They enable 
students to think on their feet creatively and flexibly approach a job in 
hand. An example of this—a recent UCA fashion journalism student, 
fed-back to their Programme Director, saying:

Just wanted to reach out to you with some exciting news: after working as a 
freelance since December, I’ve now been offered a contract at RTL as a TV and 
radio journalist, focusing mainly on culture, art and music. I’ve also been writ-
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ing quite a bit of fashion-related content for the English department of RTL 
which has been great. So, I just wanted to say thank you, because without UCA 
and the tutors, I would’ve never had the basis to do this job and adapt this 
quickly to different situations and environments, which, especially during these 
times, has proven to be such a crucial skill. So, thank you for everything!

 What Is Collaborative Learning and how Does 
it Correlate to Collaborative Creativity 
in the Fashion Industry?

Leigh Smith and MacGregor explain in their book: What is Collaborative 
Learning? that ‘collaborative learning practitioners would say that all col-
laborative learning is about building learning communities. However, in a 
more specific sense, in terms of intentional reconfiguration of the curriculum. 
In the past 15 years, a number of colleges have recognized that deep-seated 
structural factors weaken the quality of undergraduate learning and inhibit 
the development of community. These schools have attacked the problem 
directly by developing learning communities, a “purposeful restructuring of 
the curriculum to link together courses so that students find greater coherence 
in what they are learning and increased interaction with faculty and fellow 
students’. As such, learning communities are a delivery system and a facili-
tating structure for the practice of collaborative learning. This approach 
maps directly to the creative fashion work- place where ideas are expressed 
best through collective team-work.

In order to help create industry standard assignments for students to 
work on, it is useful to unpick the kinds of collaboration that previously 
existed, currently exist and look set to exist in the future within the busi-
ness of fashion. In this way learning communities within higher educa-
tion can be structured most usefully. It is also constructive to review how 
the Covid-19 global health crisis has impacted a consumer mind-set and 
more generally the way the fashion industry work together in order to 
help build a relevant and topical learning space. Reflective learning, curi-
osity and imaginative ways of solving problems all can come from study-
ing the logics of collaboration within the fashion industry.
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Mallevays wrote in a 2021 Business of Fashion feature how collabora-
tions have evolved over the last 20  years within the fashion industry 
(2021): ‘brand collaborations pairing hot designers with volume retailers to 
produce eye-catching, limited-edition collections at affordable prices have 
long served to generate media impressions and drive traffic to stores, creating 
powerful touchpoints with fashion customers.’ Collaboration can be a high- 
profile activity, to such an extent that in 2021, authenticity is a key for 
any new project to flourish. Politically and social aware shoppers are 
likely to cancel firms who step away from their brand values in an attempt 
to drive traffic to their online sites and stores.

Truthfulness is crucial. For example, when American designer Halston 
partnered with JC Penney in 1983 to create the Halston III line it was 
unable to match or mirror in any meaningful way the high-octane glitz 
of his main collection and the designer’s heart was not in the project. The 
alliance eventually led to Halston losing the rights to use his name. He 
was not aware of the ramifications of the deal he made with JC Penney 
on many levels. Learning how contracts work, why they can be beneficial 
and protective are elements of a helpful arts-business education and key 
to any collaborative venture. Mallevays (2021) goes on to evaluate the 
value of collaborations that work between luxury and streetwear brands: 
‘Luxury labels have also used brand collaborations to go after streetwear- 
obsessed Gen-Zers. Dior’s Nike Air Jordan 1 High OG sneakers were one of 
the hottest collaborations of 2020. Five million people registered on a dedi-
cated microsite created by Dior for the launch of the shoes, which were sold for 
around $2,000. (You could have made a ten-fold return on your investment 
on the resale market if you were one of the lucky few to have secured a pair of 
Air Dior at launch). The product was authentically streetwear whilst being 
uncompromisingly luxurious, generating a halo effect on Dior’s wider offering 
and recruiting younger customers to the brand.’

However, confident and clever ingenuity when collaborating is some-
thing savvy shoppers endorse. This is why blue-sky thinking in a univer-
sity environment, testing possibilities and assembling an experimental 
body of work is crucial for any arts and business institution. Thinking 
side-ways and inventively is what higher education is about. This is 
exactly the rationale behind one of the first hugely successful fashion- 
high street collaborations—Target and Isaac Mizrahi in 1999—La Ferla 
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explained in an August 2019 New York Times feature (La Ferla 2019): 
‘Target’s initiative conferred cool on designers as well, shifting the perception 
that they were too fancy or too haughty to care about their less affluent fans. 
It also made hash of old rules.’ Students should be taught to make a hash 
of old rules and instead consider ways of creating new and vital industry 
strategies.

 Collaboration, Slow-Fashion and Sustainability

There are many ways in which alliances in fashion are formed—and at 
the very heart are the building blocks of textile mills who are transform-
ing the fabric production industry, and petit mains craftspeople who sew 
together the vision of a designer. Production is fundamental and the very 
essence of making clothes. Frumat for example is an Italian textile com-
pany who aim for circularity in their fabric innovations and have devised 
a vegan leather made from 50% apple waste. Responsible production is a 
merit most fashion brands are now keen to adopt and collaborating with 
such technological fabric is one form of connecting and collaborating 
within industry. Frumat is just one of myriad organisations connecting 
with companies who aim to put a green philosophy at the core of what 
they do. Fashion United reported in February 2021 (Stenzel 2021) that: 
‘over 30 fashion brands and manufacturers have joined a new initiative to 
collaborate on cutting down textile waste and reusing materials to create new 
products in Bangladesh’s garments factories. The Circular Fashion Partnership 
announced this week that it is bringing brands such as H&M, OVS, Marks 
& Spencer, Berska, Pull & Bear, C&A, Kmart Australia, and Bangladeshi 
recycling firms and garment manufacturers on board the movement.’

Equally, slow-fashion is something the fashion industry has been 
addressing in an attempt to put the brakes on waste. At the very highest 
end is Chanel’s Metiers D’art collection shown every December was 
devised by Karl Lagerfeld in 2003 as a show-case for all the artisans they 
work with including Lemarie, a feather and flower company which began 
its work during the Belle Époque. They created Chanel’s signature 16 
petal camellia flower. Lesage is an embroidery company, founded in 1924 
whose speciality is working with diamante, beading and gems. Causse is 
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a glove-making institution, that has created couture since 1892. Many 
more of these kinds of workshops have been bought by Chanel in order 
to maintain their longevity and heritage. Extraordinary expertise in mak-
ing clothes result in pieces that aren’t made to throw away quickly, but 
treasure, mend and hand-down the generations. Nevertheless, despite its 
rarefied, exclusive position within the bigger fashion industry, Chanel’s 
Metiers D’art collection is collaboration born of necessity: an under-
standing how to produce a garment or accessory. Zhang writes in his 
fashion paper, Collective Action, for The Fashion Journal: ‘That fashion is 
produced by large teams of people working together should be no mystery—
after all, it would be impossible for one person to perform every task necessary 
to produce a single fashion collection in a sustainable way. At the same time, 
however, we still tend to conflate entire companies with a single creative 
genius, producing the image of the celebrity fashion designer.’

Sustainability is an issue driving consumption in fashion this century. 
A July 2020 McKinsey survey (Granskog et al. 2020) reported that ‘more 
than three in five consumers said brands’ promotion of sustainability was an 
important factor in their purchasing decisions.’ Responsible fashion is a dis-
tinctly important element to consider when creating a collaboration. An 
example of a collective project is seen in Adidas’ campaign to become 
carbon neutral as a company by 2050 and by 2024 to use only recycled 
polyester. Their most celebrated sneaker, The Stan Smith is now made 
with re-claimed material and to promote this they collaborated with 
Depop. Jing Daily reported in May 2021 (Ref 5): ‘for the Adidas collabo-
ration, 40 Depop sellers were invited to customize pairs of the new Stan 
Smith Primgreen shoes and choose a charity to receive the proceeds. Three 
other Depop creatives worked with upcycling designer Paolina Russo, track 
athlete Laviai Nielsen and British alternative R&B band Easy Life to rework 
items of adidas apparel, resulting in an exclusive collection of one-of-a-kind 
pieces intended to complement the Stan Smith shoes.’ This kind of cross- 
pollination of ideas evidences how a message, mission and ambition to 
connect with new audiences generates new ways of thinking and problem 
solving—all themes we foster within a creative business school. Reflecting 
on how industry engages with each other helps frame our teaching and 
the students’ learning.
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 Authenticity and Collaboration

Authenticity and collaboration strategies that work well tell an eloquent 
brand story that resonates. How an idea connects with others and grows, 
as per the Adidas Stan Smith product is part of the seeding process of 
building a loyal and relatable customer. A Magazine curated by Eckhaus 
Latta, is a thought-provoking concept. Eckhaus Latta is an American 
brand that spans art, sustainability, fashion, performance and video. In 
October 2017, i-D Magazine wrote (Stran 2017):

The most exciting magazine of the season is not really a magazine at all. It’s an 
art project that takes the form of a classic September issue, by the progressive 
bi-coastal brand Eckhaus Latta. As the most recent incarnation of A Magazine 
Curated By, which allows designers like Alessandro Michele and Proenza 
Schouler to live out their editing fantasies, the book takes classic Condé Nast 
tropes and f**ks them up a bit. Using familiar categories like “Beauty” and 
“Interiors,” designers Mike Eckhaus and Zoe Latta opened up the issue to their 
friends and family. When you’re one of the most authentically collaborative 
brands around, that includes a cover by Roe Ethridge, a home feature with 
Susan Cianciolo, a letter to the editor by Tim Blanks, and an advice column by 
Juliana Huxtable. There are “fake advertisements by real artists” including Alex 
Da Corte and Ryan Trecartin, and “paparazzi” photos of little-known people 
in the Eckhaus orbit. The “magazine” is packed with ideas, good ideas!

Creative collaboration is one way of facilitating imaginative marketing 
and supporting brand identity and values. And it can work brilliantly as 
a niche venture, as per the Eckhaus Latta/A Magazine Curated by, but the 
process of collaboration is a key creative ambition for many brands. It 
works on many levels. In the past couplings included: Alexander Mc 
Queen and American Express, H&M and Comme des Garcons and Aries 
Arise and Havana Club. Avant garde fashion houses and block-busting 
house-hold names can gel. There no cap on where collaboration can go 
and therefore a great starting point for responsible arts-business educa-
tion. How it is being realised now and tomorrow both in business and as 
a trend can be seen by looking at some of the more side-ways and inge-
nious hook-ups.
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Vaquera is, as Fashionista wrote in 2018, an ‘art project masquerading 
as a fashion line.’ However, the Vaquera X Hulu collaboration signalled 
surprising new directions. For the partnership, Hulu asked Vaquera to 
create a collection inspired by The Handmaidens Tale narrative—a show 
screened on the streaming channel. The result included a uniform worn 
by the Handmaids: a long red cape and white bonnet. ‘Hulu approached 
us to work on this project because we discuss similar themes with our own 
work. The novel has been an inspiration since the beginning of Vaquera 
because [of ] its use of visual language to discuss poignant social issues. We are 
excited to work on something so ground-breaking and timely,’ Vaquera told 
Refinery29 at the time.

Odd things can work. Counterintuitive ideas are interesting to explore, 
and at an art school it’s a good place to experiment and be bold. In 2017 
ASAP Rocky and Krispy Kremes produced a limited-edition donut and 
sold it exclusively in the UK at a specially re-created bodega in London’s 
Selfridges Department Store. Collaborations are meant to be fun too. It 
is also a method of establishing brand values without the huge carbon 
footprint of a fashion collection.

 Art and Fashion Collaborative Approaches

Art and fashion have a symbiotic relationship and, as described in 
Legendary Artists and the Clothes they Wore (Newman 2019): ‘today more 
than ever, the empires of fashion and art stand shoulder to shoulder.: the fash-
ion industry is an important patron of the art world, and at times that rela-
tionship hazes with stylish ingenuity. Miuccia Prada’s pink, neon-lit Double 
Club installation in collaboration with Carsten Holler—first shown in 
London in 2008 and then in 2017 at the juggernaut melting-pot fair, Art 
Basel Miami, has proved that art can be quite a happy and creative bed- 
fellow with fashion, producing new ideas and enjoying mutual benefaction.’ 
Fashion United reported in June 2021 about one of the latest and most 
interesting art-fashion-projects: ‘Helmut Lang has launched a collection in 
collaboration with American conceptual artist Hank Willis Thomas, focusing 
on his text-based lenticular work ‘It’s All About You / It’s Not About You’. The 
limited-edition collection of ready-to-wear includes hoodies, T-shirts and 
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dresses, which read ‘It’s All About You’ or ‘It’s Not About You’ depending on the 
viewers’ vantage point. The collection aims to address what the brand is call-
ing a moment in time where we are all being called to examine our own 
privileges and biases, as the project compels people to think about how their 
own position literally affects what they see.’ It’s one of very many art-fashion 
connections, from Salvador Dali’s collaboration with Elsa Schiaparelli in 
1930s, including most famously the painted lobster dress worn by Wallis 
Simpson in 1937 to Louis Vuitton’s partnership with Japanese pop-artist, 
Takashi Murakami, to installation artist’s Vanessa Beecroft’s collabora-
tions with Kanye West’s Yeezy label for drops 1, 2 and 3, February 
2015–2016.

In May 2021, Jing Daily reported on the LVMH brand Loewe’s col-
laboration with auction house, Sotheby’s and said it: ‘offered a glimpse into 
the future of brand partnerships, further explaining that “the COVID-19 
pandemic—along with a sea change in consumer attitudes—is enticing 
brands that long resisted resale to begin incorporating it into their broader 
retail strategies. And the Sotheby’s Buy Now marketplace could very well 
become luxury’s go-to platform for luxury brand-supported resale but also 
special one-off collections and collaborations. For Chinese consumers fixated 
on product authenticity, limited-edition items, ease of purchase, and name 
recognition, Sotheby’s is a known and trusted entity’ (Ekstract 2021). The 
two created a collection of chestnut roasters, designed by Japanese artist 
ARKO, Chinese artist Min Chen, and Spanish artist Laia Arqueros and 
Sotheby’s displayed them in their galleries together with pieces by Jean- 
Michel Basquiat, Roy Lichtenstein and Claude Monet, putting them up 
for sale via Sotheby’s Buy Now Market Place. In the process they ‘united 
art, commerce and luxury.’ The Buy Now Market-Place provides a credible 
digital space for clients to buy verified limited-edition designer collect-
ibles, collaborations and one-off specialist art-fashion pieces. An exclusive 
and inestimable zone of mutual collective possibilities.
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 Re-Sell and Activism and Collaboration

Pre-pandemic: WGSN forecast the growth of low-impact consumerism, 
and re-sell is only one part of the story. On September 2019, more than 
four million people protested at the Youth Climate Strike—the largest 
mass protest for action on global warming in history. The strike, and oth-
ers like it, are helping to drive this new narrative around consumption, 
leading consumers to question whether they need more stuff. Re-thinking 
business models creatively will help brands evolve as the world moves 
towards an economy looking for reasons not to buy. Collaboration is also 
about not buying too many things. Mattress company Casper partnered 
with CBD edibles company Plus to create sleep enhancing gummies. 
Clever collaborative initiatives can work within the eco-system of respon-
sible and sustainable consumerism too if shrewd.

The value of seasonal fashion has been questioned for a long time now, 
and the emergence of buy now catwalk shows, gender-fluid fashion col-
lections and avoiding the seasons altogether replacing them with special 
projects of drops, in the way pioneered by Supreme has become the new 
norm. Supreme are now owned by US based company VF Corporation, 
a US-based apparel and who bought the global streetwear brand for 
$2.1bn in December 2020. During 2020 fashion adapted to the global 
pandemic by skipping seasons—designers Marc Jacobs, Gucci and 
Michael Kors did not show during New York Fashion Week in September. 
Other fashion houses reduced waste by creating digital shows instead of 
costly catwalks: Celine’s men’s and womenswear collections were dis-
played in high-value, socially distanced films shot for Autumn/Winter 
2021. All these resourceful responses to the pandemic introduced bold 
new ways of collaboration.

 NFTs and Collaborative Approaches

Clothes have always used as a signal for others to read and a brand now 
has an encyclopaedia of ways of communicating their what they want to 
say. Today collaborative relationships within the fashion industry are not 
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just about clothes, but also the message they send about company values, 
authenticity, viewpoints as well as its vision. Also, their technological sta-
tus. In a recent Business of Fashion podcast (Bof Team 2021), they exam-
ined Fashion’s interest in non-fungible tokens and described how a 
collaboration between digital artist, Fewocious and RTFKT—a virtual 
sneaker brand—sold 621 pairs of shoes issued as NFTS for approximately 
$3.1 million. ‘buyers will later be sent a pair of physical shoes from the 
RTFKT and Fewocious collaboration, but more as a thank you note for the 
digital purchase. The true asset, as those with faith in the market believe, is 
the digital product’ they explained. As the artist himself told Jing Daily the 
possibilities of brand collaborations this way is huge: ‘someone said, well 
what if a big company like Foot Locker bought an NFT, then started printing 
as many as they want? They could have the art in their line. It’s opening up a 
whole new door!’ In 2019, Miu Miu revealed its Miu Miu Twist perfume 
in a video game. Balenciaga’s entire Autumn/Winter 2021 show was a 
video game itself, entitled ‘Afterworld: The Age of Tomorrow.’ The creative 
director, Demna Gvasalia told Vogue (Mower 2020): ‘I hate the idea of 
fashion film. I find it very dated.’ These are ideas that require finding and 
collaborating with industries outside of the traditional areas fashion has 
worked with. Fashion today is often digital and in the world of gaming 
fabric and factories are not required, although a partnership is. Roblox, 
was the stage for the Web version of the Gucci Garden Archetypes, an 
immersive experience originally opened at the Gucci Garden in Florence, 
Italy, it launched in Roblox on May 17 2021, closing May 31st. The 
Roblox Gucci Garden invited players to appreciate Alessandro Michele’s 
creative fashion world in a series of virtual rooms and also to try on Gucci 
accessories. Some were free—a wide brimmed denim logoed hat for 
example, or you could and buy them, including the Queen Bee Dionysus 
bag which initially sold for 475 Robux (around $5). As a limited edition, 
the bag was available for just an hour a day for two days, it began to re- 
selling quickly. The highest successful listing to date sold the bag for 
$4115. According to Statista (2021), Roblox had, in the first quarter of 
2021, ‘over 42.1 million active daily users world-wide.’ At first glance, the 
concept behind one of Italy’s oldest fashion houses, founded 100 years 
ago, collaborating with a child’s online metaverse might seem 
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counterintuitive, however it is just one example of how creative collabo-
ration works within fashion. Imagination is the only limitation.

 Conclusion

Within the Business School at University for the Creative Arts, Epsom, 
many units utilise the power of collaborative learning to successful effect. 
The Fashion Journalism BA (soon to become Magazine Publishing to 
incorporate a wider academic remit) initiates collaborative practice from 
year 1 through to year 3 with group presentations, creative film and pod-
cast content making, newsletter, zine, social media and website produc-
tion, where skills including research, graphics, moving image, writing, 
marketing, promotion and people-management are all integral learning 
elements. Students find their feet with many of these disciplines and for 
those who find expertise is weighted stronger one way or another, the 
challenge is to find and work with like-minded creatives to get the job 
done. For final projects in year 3, journalism/magazine publishing stu-
dents are tasked with pulling together their editorial vision and have to 
connect with contributors and collaborators in order to get it made. 
Collaboration has also been a resourceful response to pandemic restric-
tions in 2020–2021. The fashion communications work-placement unit 
was re-structured so that all the cohorts across the business school came 
together to build a media agency platform and magazine. Music, fashion 
promotion, business management and journalism students worked on a 
single vision and contrasting skills were used to maximum effect. Across 
the School, marketing, promotion, social media, event management and 
advertising are courses where fruitful partnerships can be and are made—
often designed through learning outcomes, and sometimes arising 
through student initiative. Going forward, mirroring industry enterprise 
helps foster a can-do, confident work-ethic. A creative business integrated 
academic experience is a dynamic stepping stone to future productive-
ness. What is key for the generation of students who are studying in a 
pandemic and post-pandemic world is authenticity and action. Fitzwaters 
(2021), the critical theory senior lecturer explains the ‘L4 Fashion Business 
and Practices Unit is really noteworthy in this discussion because it requires 
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students to work in groups to design, source, and market a fashion brand 
extension. Roles that the students perform included: Head of Sourcing and 
Corporate Social responsibility Director, so they really had to accurately 
research and accommodate ethical sourcing into the pricing structure and the 
project’s critical path.’ Industries working more closely together towards a 
greener, fairer, and more creative global market-place is ironically a fun-
damental result of enforced isolation the world over. Higher education 
has always softly embraced collaborative learning and its pertinence has 
accelerated when looking to embed a candidly creative business curricu-
lum. The limitations of rooting efficient collaboration within a syllabus 
however is set with complications. Engagement across courses is difficult 
to implement—especially during short six week units. For example, the 
Foundation to Marketing and Communications unit has struggled with 
capturing students’ willingness to work independently in groups for a 
project that requires them to devise a hypothetical industry 
collaboration.

The ideas are wonderful, but students operating as a team and produc-
ing results have been a challenge. Student engagement is key to success; 
if a student misses out on the first few planning sessions they often fail to 
catch up and contribute meaningfully to the task given. Vigilant moni-
toring of attendance is clearly necessary. Group tasks are also difficult to 
re-create when a student goes to re-take or has to re-submit a unit. UCA 
implements a ‘Boot-Camp’ programme in advance of assessed units and 
it’s feasible that this space could also scaffold student and tutor expecta-
tions in collaborative work and highlight the benefits up-front. 
Collaborations within single courses usually work efficiently and the 
fashion journalism programme regularly sets up cluster projects—such as 
a magazine or website task—with satisfying conclusions.

The value of examining how fashion and business collaborations exist 
in the post-pandemic, digitised, globally connected metaverse are fuel for 
thought when designing creative arts and business curriculum. In January 
2021 Fashion Think Tank, Fashion Round-Table, took over online 
fashion- space Showstudio (2020) and Fashion Round-Table founder 
Tamara Cincik discussed with journalist Sarah Mower and fashion direc-
tor and editor Karen Binns the value of creative education and impor-
tance of embedding business strategy competences within an arts 
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education. In order for the creative industries to flourish post-pandemic 
diverse skills and abilities are required. Cross collaboration between busi-
ness and arts students is one method of entrenching these mind-sets and 
the infrastructure of the Business School, University for the Creative 
Arts, is especially well positioned to develop these kinds of cross-study 
enrichment, where students in every cohort and year group are intro-
duced to inter-disciplinary tasks and taught by doing and Socratic 
enquiry. Collaborative projects are key in nurturing students with varied 
skill-sets and rooting a rewarding and effective creative business land-
scape for the future.
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taught journalism within the Schools of Film & Media, Fashion and, 
more recently, the Business School for the Creative Industries. There have 
been more than half a dozen different journalism courses from the 
straightforward (BA Journalism) to the highly niche (BA Automotive 
Journalism) and the combined (BA Journalism & Creative Writing). This 
overview of undergraduate journalism at UCA, 2003–2019, unpicks 
some of the key concerns of student writers and broadcasters during this 
period and, in particular, the balance between what might be termed big 
P political stories (such as national protests or debates) and small p per-
sonal political stories (for example relating to sexuality or mental health). 
It argues that student journalists have not shied away from difficult or 
contentious political issues, but the language used to discuss their anxiet-
ies has changed. Finally, it reflects on the role that changing institutional 
priorities may have on the content of student publications.
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 Introduction

The expansion of university education is one of the largest social changes 
in post-war British history. In 1997, Dearing’s report into National 
Committee of Inquiry into Higher Education estimated that overall par-
ticipation in higher education had increased from just over 5% of 
18–19 year-olds in 1961 to 33% in 1995 (Dearing 1997); by 2019/20, 
using the UK government’s new preferred measure of Higher Education 
Initial Entry Percentage, an estimated 53.4% of the population will 
embark on an HE course before their 30th birthday (Department for 
Education 2021).

This chapter is an attempt to understand the interests, concerns and 
motivation of students who would probably not have studied at univer-
sity before 1997, using surviving pieces of published journalism.

There have been several studies in recent years looking at student pro-
tests over the post-war period (for example, Hanna 2008; Freeman 2014; 
Hensby 2014). Of these, Webster’s (2015) thesis is of relevance to this 
research because it is based on analysis of student journalism at two insti-
tutions, the University of Manchester and the London School of 
Economics (LSE). She takes issue with the narrative that students since 
the 1960s have been largely apathetic ‘pointing to student engagement in 
formal and informal political activity, such as political party membership, 
voluntary action and campaigning for NGOs and pressure groups’ 
(ibid., p. 8).

Webster chose Manchester and the LSE because both had a consistent 
tradition of student journalism which enabled her to catalogue instances 
of student engagement with politics or protest. This is also the case at 
other universities; generations of students at Oxford University have 
worked on Cherwell, similarly Kingston students on The River and York 
students on Nouse. By contrast, UCA students have been free to develop 
their own publications and each cohort has been free to impose its own 
personality and house style on the newspapers and magazines they pro-
duce. Thus, the print titles analysed here include The Tab, The Farnham 
Chronicle, Herald, Canvas, The Blackwater Bulletin, Scoop, No Idea, 
Scintilla and Emergence. While this may have had benefits for freedom of 
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expression, it could be argued that the continued presence of an estab-
lished title enables student journalists to act as watchdogs, consistently 
holding university management to account and, in Matheson’s words 
(2010) ‘often spectacularly, to be carrying out the fourth estate role described 
in the Anglo-American liberal traditio’”. (This author once worked in the 
press office at another university and recalls the sense of concern when a 
new edition of the student newspaper was due to come out.) From the 
point of view of a researcher, a run of publications and a rigorous system 
of archiving, provides a reliable set of data to analyse. As will be seen, the 
material available at UCA proves to be much more sporadic.

The University for the Creative Arts is a good example of a post- 
Dearing university. It became a university in 2008, following the merger 
of the Kent and Surrey Institutes of Art and Design, which were them-
selves amalgamations of earlier art schools stretching back to the mid 
nineteenth century. Many students are the first in their family to attend 
university or even to engage in any form of post-16 education. It is, thus, 
to be expected that the principal concerns of UCA students will be differ-
ent to those at the longer-established and more traditionally academic 
institutions addressed by Webster. In the 1960s, some of the most- 
publicised and longest-running student protests took place at art schools 
and colleges such as Hornsey, Brighton and Guildford (McLoughlin 
2019), the last-named being one of UCA’s predecessor institutions. In 
the 1970s, they were breeding grounds for music scenes such as punk. 
For example, Viv Albertine (2014, pp. 62–86), guitarist in punk band 
The Slits, describes meeting members of Wire and the Clash at art col-
leges and first seeing the Sex Pistols perform at Chelsea School of Art. 
Given this tradition, it would be surprising to find that arts students have 
been apathetic or quiescent for the past four decades.

Since 1993, the University for the Creative Arts (UCA) has offered a 
range of journalism provision including BA Journalism, BA Automotive 
Journalism, BA Fashion Journalism, BA Journalism & Creative Writing, 
BA Lifestyle Journalism, BA Music Journalism and BA Sports Journalism. 
Most of these have sat within the School of Film and Media, with jour-
nalism courses moving to the Business School for the Creative Industries 
in 2019. All the media studied in this chapter was produced at UCA’s 
campus at Farnham in Surrey (previously the Surrey Institute for Art 
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and Design University College) though, on occasion, students have 
attempted to report on news from UCA’s other campuses in the south of 
England.

Academic interest in student journalism in the United States has grown 
as it is seen as a ‘nontraditional data source’ (Seitz et al. 2018) and a more 
effective way of understanding students’ opinions than either official uni-
versity documentation or external news media. Reimold (2010) argues 
that the distinctive feature of student journalism in the first decade of this 
century was the growing number of sex columns and sex magazines and 
the boldness of their content. In the second decade, students began to 
realise that employers might be able to look up their student journalism 
or that opinions expressed while at college could be used against them as 
they started out in professional media careers (Guardian 2021). As a 
result, student journalism appears to have become more cautious when 
addressing sexuality with significant self-censorship or external censor-
ship (Nicolini and Filak 2020).

By contrast, there has been less analysis of student journalism in the 
UK and, while this chapter can offer no more than an imperfect snapshot 
of a single university, one of its aims is to find out whether some of the 
same trends can be detected.

 Method

The inspiration for this article was the discovery, in summer 2020, of a 
pile of old student newspapers and magazines found in a previously 
underused office when staff returned to UCA’s Farnham campus after the 
first pandemic-induced lockdown. The collection, ranging from 2003 to 
2017, is clearly incomplete; it includes, for example, issues one and four 
of Canvas, published in December 2007 and May 2009 respectively, but 
there is no sign of issues two and three nor five or later. Just three pages 
of The Tribune (2005) and Blackwater Bulletin (2012) have survived, 
possibly suggesting they were intended as practice exercises in page layout 
rather than papers intended for wider distribution.

 C. Lambert



173

There were plans for an exhibition of student work in summer 2021 
and the organisers kindly accepted the newspapers. The first draft of this 
article was an attempt to contextualise the collection for visitors to the 
exhibition which ended up being cancelled due to a lockdown in late 
Spring. By this time, it appeared that the student journalism warranted 
more sustained analysis.

The first stage in this research involved collecting all the available stu-
dent publications from 2003 to 2019. This did not entail finding every 
piece of student journalism from this period (which would have clearly 
generated an unmanageable amount of content) but, rather, publications 
produced by entire cohorts of students and intended for wide distribu-
tion among the student body. This included newspapers, magazines, 
radio and television news programme and websites.

The process itself proved quite interesting. A surprising number of 
newspapers—traditionally derided as tomorrow’s fish and chip wrap-
ping—had survived. A few TV and radio programmes had been stored 
on DVDs but these were largely unplayable; the television programmes 
used in this analysis date from 2015 or later and were stored online but, 
even in recent years, some episodes have been taken down and lost for 
copyright reasons. Contrary to expectations, online journalism proved 
the most perishable; generally, websites were set up for specific projects 
and then not maintained or links lost. There may be more UCA journal-
ism available online but it is not always easy to find. For more reflection 
on the challenges of maintaining an archive of student work, see 
Barwell 2015).

Some media was excluded: anything incomplete and work where 
external influences appeared to dictate the content (for example, a televi-
sion bulletin made up solely of pictures supplied that day by Reuters).

The next stage involved analysing the covers or lead stories from the 
various media. From this, a very general narrative emerged which is sum-
marised in part one, below.

Finally, all the stories in the surviving media were analysed and divided 
into a set of broad categories with a view to finding out how student 
interests changed between the earlier part of this period (2003–2009) 
and the later part (2015–18). (There was very little surviving media from 
2010–2014.) This is explained in part two.
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 Findings: Part One—Covers or Lead Stories

In 2003–2005, The Tab’s covers appeared to be deliberately provocative 
with eye-catching tabloid-style stories. The newspaper’s strapline was ‘The 
Tab—you gotta pick it up’ and the writers appeared to be stretching their 
creativity to get fellow students to do just that. The December 2004 issue 
of The Tab has three front cover stories. The top half of the cover is pro-
moting the paper’s page 3, on which a male and female student pose 
largely naked except for underwear. Below that, is a dramatic headline 
‘Terrorists hit London’ with a picture of St Paul’s cathedral exploding. T 
his turns out to be the work of a first-year photography student. ‘I want 
to get a reaction from people who actually see their own town and country 
getting rampaged,’ says the photographer Sveinung Skaalnes. (This was 
published eight months before the first major terror attack in London on 
7th July 2005.) Finally, the ‘lead’ story ‘Pavement Porn’ which claims that 
a stack of pornographic magazines was left, by a distributor on a 
Farnham street.

The Tab appears to have been heavily influenced by the ‘lad culture’ of 
the late 1990s, typified by the magazine Loaded. Although, creditably, it 
does attempt to aspire to a degree of gender balance such as by including 
a page 3 girl and boy, a feature on Ann Summers parties and a review of 
sex toys, the headline ‘Hello Boys’ appears more targeted at male readers. 
There is also little consideration of readers who are not heterosexual. Its 
one foray into ‘political’ opinion is to criticise Surrey Institute for build-
ing a lecture hall, taking up part of the carpark: ‘outraged students have 
been left confused over SIAD’s £1m extension as they feel the money could 
have been better spent on refurbishing the car park’ (The Tab, 2004).

Three years later, The Tab had been succeeded by a very different pub-
lication Canvas which published its first edition in December 2007. Staff 
who were at the university during this period (2007–2009) have revealed 
that this was a student-led publication. As well as writing the magazine, 
students paid for printing by selling advertising and through grants from 
the Student Union although a study of messages exchanged on Facebook 
suggests there was some organisation and direction from staff. Although 
the two surviving issues date from 2007 and 2009, as late as February 
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2011, students were still offering ideas for the paper though it seems 
unlikely that one was published that year.

The tone of Canvas is more overtly political. Its first headline (Canvas 
2007) is ‘We Want Wireless: Why Keycom isn’t working’, referring to a crude 
early form of wifi which was supplied, in return for a subscription fee, to 
students living in halls of residence. The front cover of the other surviving 
issue of Canvas (number 4, 2009) shows students carrying placards and 
wearing bin bags as part of a protest against a round of staff cuts that was 
taking place at the time. Canvas clearly opposes the cuts in the editorial 
pages of the paper. (The bin bags were being worn because students 
thought the proposed changes were ‘rubbish’.)

It is tempting to suppose that Canvas died due to official pressure from 
University management. Staff from the time, however, say that the 
University leadership approved of Canvas as its existence provided more 
evidence that UCA was a true university (it was granted full university 
status in September 2008). Instead the problem was more that student 
interest was shifting more towards broadcast and online journalism and 
away from print. This is borne out by the Facebook messages which show 
only passing interest in production meetings, and frequent cancellations, 
throughout 2010–2011.

This may, partially at least, explain why, when the current author 
arrived at UCA as Course Leader for Journalism, Sports Journalism and 
Journalism & Creative Writing in 2014, there was no student newspaper. 
The next to be published was The Scoop in 2016. The Scoop was in the 
fortunate position of having a major national news story on its doorstep: 
junior doctors were out on strike—only the second National Health 
Service strike in the previous 40 years—in response to new contracts that 
were being brought in as part of Health Secretary Jeremy Hunt’s attempts 
to create 7-day-a-week provision. Hunt was Farnham’s Member of 
Parliament and, as a result, doctors’ leaders and other protestors were 
regular visitors to the town. Although the strike dominates the front page 
(Scoop, 2016), it is interesting to note that there is no editorial comment 
on the dispute anywhere else in the paper.

The Scoop was to be the last newspaper produced by UCA students. 
Thereafter, this study focuses on a selection of magazines and television 
news bulletins. While the headline stories on UCA television tend to 
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follow a serious news agenda (stories include the redevelopment of 
Farnham, the impact of Brexit and ram raids on cash dispensers), the 
magazines offer more clues to student concerns. Perhaps the most eye- 
catching cover is for one titled No Idea (2017). It shows a crudely 
drawn human head and brain. Inside the brain, are words such as 
Reading, family, LECTURES, STRESS, bills, £££, friends, work, sex, 
cleaning, drugs? COOKING, EVERYTHING.  It is an attempt to 
depict the inside of a student’s mind, one that is cluttered and con-
gested. Several articles in the magazine discuss mental health; not always 
as a central topic but as something to discuss with interviewees. There 
was evidence of this in the other magazines and even in the television 
programmes (for example, a series of ‘vox pop’ interviews asking whether 
human beings will have chips implanted in their brains in the near 
future).

So, a broad overview of the media produced at UCA suggested that 
one of the major changes between the early years of the twenty-first cen-
tury and the late 2010s was an increased sense of stress, anxiety and worry 
and a move away from the journalism of politics and protest. However, 
this was not supported by closer study of the media.

 The Findings: Part Two—Quantitative Analysis

For quantitative analysis, only complete media products were studied. 
This excluded the newspapers from which only a few pages have survived. 
Publications produced on behalf of other organisations (eg Glue, a maga-
zine for the Student Union) were not studied, nor those where the con-
tent was heavily influenced by external companies (eg television or radio 
bulletins made up of material shared by Reuters or Independent Radio 
News). This left two distinct ‘clusters’ of media: four newspapers from 
2003–2009 and mixed media (magazines, television bulletins and one 
newspaper) from 2015–2019.

In the first cluster, 177 separate stories were identified; in the second, 
290. These were split into the following categories:
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University News;
Local News (Surrey and North-East Hampshire);
National News;
International News;
Local/student arts and entertainment;
National or International arts and entertainment;
Health and Wellbeing;
Sport;
Technology;
Travel and Motoring;
Finance;
Study or career advice;
Cookery.

The categories are inevitably arbitrary. Fashion was included in ‘arts 
and entertainment’, whereas video games were categorized under ‘technol-
ogy’. There were stories that could have gone under ‘career advice’ or 
‘finance’ and some that could have been classed as ‘finance’ or ‘cookery’. 
For example, a piece from The Tab compared the cost of a basket of food 
at the four main supermarkets which revealed that you could buy a loaf 
of bread, a Pot Noodle, a block of cheese, a tin of baked beans, a pizza 
and a bottle of white wine for just £5.59 at Lidl in 2004 (op. cit.).

Four stories from 2003–2009 defied classification: the aforementioned 
Page Three, a first person piece about visiting a tattoo parlour, advice on 
how to play air guitar and a comment piece asking whether today’s stu-
dents are more boring than their predecessors. There were three stories 
that were not classified in the 2015–2019 section: one giving advice on 
buying Christmas presents, a report on where to find a decent Vegan 
Christmas dinner in Farnham and a vox pop which asked whether we 
start celebrating Christmas too soon.

In the 2003–2009 period, the most popular categories were:

 1. National or International arts and entertainment (22.6% of stories);
 2. University News (12.99%);
 3. Sport (12.43%);
 4. Local/student arts and entertainment (9.6%)
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For the later period, this had changed to:

 1. Sport (23.1%);
 2. Local News (20.69%—up from 7.34%);
 3. National or International arts and entertainment (16.9%);
 4. National News (14.14%—up from 5.65%)

University News had fallen to 0.69% while Local/student arts and 
entertainment fell slightly to 7.59%. (For full results, see Appendix one.)

Some of these changes can be explained by institutional factors. Most 
obviously, during the later period, UCA was running a Sports Journalism 
degree which only began life at the tail-end of Canvas’ existence. The 
sharp decline in university news may be a reflection of the priorities of 
the accrediting body, the Broadcast Journalism Training Council, which 
discouraged students from reporting their own friends’ and peers’ activi-
ties. There is a nearly six-fold drop in the number of travel and motoring 
stories reflecting the fact that it is hard for broadcast journalists to film 
abroad—though one pair of students did make inventive use of green 
screen to film a report about the cost of holidaying by the Mediterranean, 
the Caribbean or in ski resorts.

In both periods, the classification method, counting stories, probably 
led to an overemphasis on ‘National or International arts and entertain-
ment’ because many of these stories were very short. For example, a five 
line review of a film or album was counted as one story just as a double 
page spread about changes to student funding also counted as one story. 
Had another method been deployed, such as column inches, the out-
comes would have been very different.

Nonetheless, there are some clear patterns that can be detected. The 
overall proportion of news, across the four categories listed, has increased 
by nearly ten per cent from just under 30% to nearly 40%. This may, in 
part, owe something to the more ‘newsy’ nature of television bulletins 
(though not of magazines) but it hardly suggests that the 2015–2019 
students were apathetic and not interested in politics or current affairs. In 
a similar vein, the idea that these later students were obsessed with dead-
lines and careers is not born out by the data as the number of stories 
focussing on study or career advice dropped from 2.26% to just 0.69%.
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Perhaps the most surprising finding was that, notwithstanding the 
arresting cover of No Idea, the expected growth in stories dealing anxiety, 
wellbeing and mental health did not materialise. This category dropped 
slightly from 7.34% to 4.14%. Although the words ‘mental health’ do not 
appear in any issues of either The Tab or Canvas, anxieties about money, 
friends and sex very clearly do. The language may have changed but the 
issues have not.

 Conclusions

The past, even the recent past, has a capacity to surprise us. Current stu-
dents, when shown the 2004 issue of The Tab with its attention-grabbing 
headlines, are often surprised that their predecessors adopted such a ‘lad-
dish’ approach—or that their lecturers would let them. Conversely, the 
2004 generation might wonder why the team responsible for No Idea 
chose such a downbeat cover.

Broadly speaking, Reimold’s idea that students were much bolder in 
their handling of sex matters in the first decade of the twenty-first cen-
tury is repeated at UCA. As well as the Page Three and sex toys stories 
already referred to, students produced a bullish advice page (including 
recommending to one letter writer that she go ahead and have an affair 
with her step-brother). As well as being a form of lad, or ladette, culture, 
this is perhaps a reflection of young people’s excitement at the freedom 
that the world wide web, in its early days, appeared to offer.

There is also support for Webster’s thesis that British students contin-
ued to be engaged with politics and protest throughout the period under 
discussion; UCA students covered protests against student fee changes 
and conflict in Syria. However, this research did not find any evidence of 
political party membership or ‘campaigning for NGOs and pressure groups’ 
among UCA students.

It is notable that there is less journalism in the later period which is 
critical of UCA, or its management, directly. As journalism lecturers, we 
often discouraged students from writing about student issues on the basis 
that we want students to develop the confidence approach external organ-
isations to request interviews but there is a place for bold student 
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journalists who are prepared to investigate their own university, such as 
those at Penn State who have reported on the impact of a sexual assault 
on their college (Allen 2021).

One story crops up on three separate occasions, in 2003, 2007 and 
2018–2019. In it, students are sent to the charity shops of Farnham to 
try to find stylish outfits for as little money as possible. This highlights 
the most striking finding of this research: the extent of continuity across 
the period studied. While the brash style of The Tab may have disap-
peared, its concerns are very similar to those of modern students. The 
notion that twenty-first century students are either more apathetic or 
more ‘woke’ than their predecessors is not shown in this collection of 
journalism.

 Appendix: Analysis of UCA Student Journalism 
by Story Category

Table One: Stories in UCA student newspapers 2003–2009

2003 2004 2007 2009 TOTAL %

University news 1 9 6 7 23 12.99
Local news 2 7 3 1 13 7.34
National news 5 1 2 2 10 5.65
International 7 7 3.95
Local or student arts & entz 1 2 9 5 17 9.60
National or international arts 

& entz (including music & 
fashion)

10 6 9 15 40 22.60

Health and wellbeing 8 2 1 2 13 7.34
Sport 6 7 4 5 22 12.43
Technology (including games) 2 7 2 11 6.21
Travel and motoring 5 1 1 7 3.95
Finance 3 1 4 2.26
Study or career advice 1 1 2 4 2.26
Cookery 1 1 2 1.13

43 44 44 42 173 97.74
Unclassified 3 1 4 2.26
Total 43 47 45 42 177 100.00
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11
Hyper-Reality: A Dangerous Modern 

Phenomenon

David Faulkner

Abstract Hyper-reality is a concept whose coinage can be traced back to 
the sociologist Baudrillard in his work Simulacra and Simulation (1981). 
In this philosophical thesis Baudrillard tries to explain shared experience. 
By Simulacra he means a description of things that either never existed or 
are copies of those which no longer have an original. Simulation is the 
imitation of the operation of an existing way of doing things by others. It 
was substantially further popularised by the literary and philosophical 
polymath Eco (Travels in Hyper-reality C. Steiner, Journal of Tourism and 
Cultural Change 2010, Taylor and Francis, 1985). In the new digital 
world of the 2020s however, it is being superseded by the evolution of 
virtual reality, augmented reality and extended reality (Microsoft 2021) 
and subsumed into the new Metaverse (Facebook 2021), a strong percep-
tual competitor amongst the young to the world of traditional reality. 
The chapter explores hyperreality as a modern phenomenon.
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 Introduction

Hyper-reality is a process of distorting reality or realities. This is how it is 
generally used in modern times, but it should be noted that this form of 
‘reality’ has been in existence as long as homo sapiens has existed, although 
not with such an evocative title. Animals on cave walls from pre-historic 
times could credibly make claims to be examples of hyper-reality, as could 
all attempts to develop ‘models’ of reality rather than to explicitly describe 
‘the real thing’.

 In Times Past and Present

Within this broad definition hyper-reality may be applied with justifica-
tion to all fantasies and dreams, to the paintings and other similar arte-
facts and stories of religious orders from at least mediaeval times and 
more recently; all paintings that are less accurate in depiction than pho-
tographs; even some ‘artistic’ photographs can also be thought of as 
examples of hyper-reality under the above definition.

Moving on in the modern world, movies and videos may come within 
the definition of hyper-reality, but more pertinently perhaps are the 
imaginary worlds created by Walt Disney (2001–2066) and in the late 
twentieth century by J.K.Rowling (1956–)with her fictional tales of 
witches, spells and wizards at Hogwarts with the friends and enemies of 
Harry Potter. Even more fantastically are the areas of digital games and of 
avatars and other fictional beings clothed in human form, but owing 
their existence to the wonders of artificial intelligence.

 Current ‘Reality’

Much of what purports to be current affairs or even the writings of emi-
nent historians may be claimed by hyper-reality rather than factual 
evidence- based reality. Books on the second World War (as well as the 
first) will tell different stories depending on whether they are written in 
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Japan, Russia, UK or the USA and this is how it is always been. Some of 
this is due to writers’ bias of historians and others to the accepted myths 
of totalitarian governments deliberately distorting the recounting of past 
events in order to brain-wash the minds of their citizens. Note in 
December 2021 how the Russian establishment is resisting any history 
which describes the savage events of the Stalin era where it is estimated 
that 20 million Russians died at the hands of the state. History it is said 
with some truth is ‘the story told by the winners’.

More intentionally fictional, but still claiming some aspect of reality 
for the reader, are the writings of historical novelists. Can Hilary Mantel’s 
(2020) recounting of the supposed conversations between Thomas 
Cromwell and King Henry VIII be regarded as real. I suspect not. They 
are but the surmising of a historical writer imagining what might have 
been said given certain ‘real’ outcomes. Who is to say, if Ms. Mantel’s 
work survives and that of others does not, whether future generations 
may come to regard historical fiction as historical fact.

However, the writing of history even by those without any ideological 
or national bias is likely to depend on which written evidence survives the 
damages of time. Egyptian stone and parchment information gives us an 
idea of the past when all are long dead, and from archaeological digs we 
have to construct the more distant past often with much imagination and 
guesswork. To many non-scientists the theories of the origins of the uni-
verse as a result of Big Bang and the claims of quantum mechanics seem 
like hyper-reality, even if they are accepted as true by scientists. Of course, 
we are generally unlikely to accept that the claims of flat-earthers that the 
world is flat and not spherical is nonsense. There is adequate understand-
able evidence for the spherical explanation as there is for the contention 
that the world goes around the sun and not vice-versa. However, Michael 
Angelo got into some trouble with the church in claiming heliocentricity 
some centuries ago. So, which of our current scientific certainties may be 
disproved in subsequent years?

In the field of politics few members of that fraternity can with hand on 
heart claim veracity in all the speeches they make and writings they pub-
licise. Which of the worlds of Presidents Trump and Biden are the closer 
to actual reality will be judged differently by their respective supporters.
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When we see the Crown on TV in 2021 how much are we to believe? 
The writers even admit they made up certain characters to improve the 
story. Was Princess Margaret really like that? How much of the iconogra-
phy of Princess Diana can we believe?

Even Economics and Management varies according to when you were 
taught; students from the 1960s will swear by John Maynard Keynes 
(1883–1946) and his theories of controlling the economy through the 
manipulation of effective demand. Those between 1970 and the noughties 
are more likely to look at money supply and the Chicago school. However, 
by 2020 Keynes was returning as the received doctrine. Where is truth?

In sum, all our narratives and the stories we tell get embellished with 
retelling. Our inclination as we get older is to replay our life’s history in 
our minds, so that we appear in a good light. We need to do this, if we 
are to retain our self-respect, and thereby the reality of the past gets insid-
iously replaced by the hyper-reality of the present.

 Does It Matter?

In many situations the encounter with hyper-reality is quite harmless and 
indeed entertaining. For example Disney, Harry Potter, Philip Pullman’s 
character Lyra, like the Famous Five of Enid Blyton (1942) before them 
have entertained many millions of people of all ages, and neither lured 
them into believing in the unbelievable or into anti-social forms of behav-
iour clearly damaging to society. Rowling’s books have not led to the 
growth of many schools of witchcraft in the UK or elsewhere or to the 
belief by young people that the spell ‘expecto patronus’ if uttered with an 
appropriate wave of the wand will have dramatic and magical results.

But not so harmless are statements attributed to Donald Trump that 
‘Bleach may cure COVID’ or the dismissing by leaders like Bolsinaro of 
Brazil of COVID as an illness of little importance. Many Brazilians have 
died as a result of such irresponsible statements. Hitler’s depiction of the 
Master race in the 1930s led to the second world war, many millions of 
dead and a ravaged world economy. The ISIS ideology with its violent 
distortion of the tenets of the Muslim religion has also led to terrible suf-
fering in the regions where ISIS has gathered support and in an area like 
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USA which is seen as the Great Satan and has led to the Twin Towers 
disaster of 2001. S imilarly, the recent overrunning of Afghanistan by the 
Taliban has led to a whole nation of women in that country losing their 
chances of having a life appropriate to their talents or even any reasonable 
life at all beyond that of housewife.

Perhaps less dramatically, but still insidiously, distortions of history in 
national educational syllabuses and out of date courses has led to poor 
education of the young. Ian Hislop, a perceptive humourist and com-
mentator, in a series on the BBC in 2021 described the English public 
school system and by imitation the grammar school one too, as being 
founded on the need by a smallish middle class elite to govern India in 
the times of the British Raj with the principal value system being to ‘ keep 
a stiff upper lip’ and demonstrate a calm amateurism rather than exhibit 
the professionalism of skills such as engineering. Generations have suf-
fered as a result and still do.

Conventional opinions presented as fact are also dangerous to society 
and may be included broadly in the damaging list of hyper-reality. In 
England Northerners are sometimes portrayed (especially in the North) 
as more friendly than Southerners. Similarly, different society damaging 
conventional opinions are attributed by the English to the Welsh, the 
Scottish and the Irish. This is of course not limited to the British Isles as 
any Scandinavian will admit. Insular nationalism exists in their part of 
the world too and elsewhere.

Much of Social Media, where there is little or no censorship of hate 
speech, extreme pornography, violent ideology or personal vilification of 
those of whose opinions the writer disapproves, may be classed as falling 
within the bounds of hyper-reality that matters to society in a dam-
aging way.

In the work of Matsuda (2016) what is real and what is fiction are 
blended together so that there is no clear distinction between where one 
ends and the other begins. Genies is an avatar company that believes 
everyone will need an avatar to represent themselves one day.
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 What Is Truth?

Hyper-reality is a simulation that does not in fact depict anything with a 
real existence at all it is suggested, but which nonetheless comes to con-
stitute reality. Or in a broader definition it represents untrue pictures of 
the world.

So what is reality to one person may be hyper-reality to others. In 1955 
national grieving and the sending of a multitude of wreaths to the BBC 
and the jamming of the BBC switchboard for 48 hours followed the fic-
tional death of Grace Archer, a much-loved character in the Archers on 
the BBC Radio soap series of that name.

Against all the evidence, Trump supporters still believe that their 
champion won the 2020 US presidential election and had it stolen from 
him. No amount of evidence seems to have had any effect in changing 
their minds.

What is truth then? We need to consult philosophy in order to make a 
sensible attempt to answer the question, which is one that has been trou-
bling moral philosophers for millenia. Speaking as no philosopher, but as 
someone who studied the subject for one year at University, I have con-
cluded the following.

There are four possible basic statements that can be made:

 1. Logical or mathematical statements—eg. 2 +2 = 4. Such statement are 
true when you accept the basic axioms of mathematics.

 2. Beliefs, especially religious doctrine—These are based on faith and 
have no need for evidence. They cannot be said to be objectively either 
true or untrue. Believers accept them and unbelievers do not. That is 
all there is to it in the end.

 3. Facts—Some philosophers say facts cannot ultimately be proved to be 
true as they all depend on the sense data of the writer or speaker and 
this may vary from person to person. However in deference to 
Descartes (1596–1650) whose aphorism cogito ergo sum, ‘I think there-
fore I am’, has survived the centuries, we should not totally dismiss 
this idea. However to deny the truth of known and accepted facts 
defies common sense and would make lives unliveable. Even sceptical 
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 philosophers get in their cars, turn the key and expect the engine to 
start, despite their professed scepticism of the external world. It is a 
fact that London is the capital of the UK and that this is a chapter of 
a book and I am working on a lap top computer. These are facts.

 4. Opinions—What are called opinions are somewhere between facts 
and hyper-reality, and some are credible but still quite uncertain to 
many people. For example: the statement ‘the UK will benefit from 
having left the EU’ is a credible opinion, backed by evidence and held 
by many. However, the statement ‘the UK will be irrevocably damaged 
by leaving the EU’ is also a credible opinion with evidence to support 
it, and also supported by many. Credible arguments can be advanced 
for both opinions. Therefore, an opinion is more fact than a belief, but 
not enough to make it a universally accepted fact.

 Problems with Hyper-Reality

Some of the problems with hyper-reality in its broader definition are the following:-

• Pornography; real human beings are sometimes disappointed because 
their real life partners or possible partners are not as physically perfect 
as those seen on screen.

• With sex and violence so prevalent in movies, the impressionable may 
well seek to emulate this behaviour in real life. Knife crime growth 
may well have been stimulated by this.

• Seduction into believing in an imaginary world may result in taking 
unwise decisions as a result. Perhaps the growth of drug-taking may be 
influenced here.

• Stimulated by hyper-reality, distortion of judgement may lead to many 
of the above movements away from stable reality-based lifestyles.

• Sometimes commitment to extreme cults such as the Amish, 
Scientology or Plymouth Bretheren and consequent limitations to 
ones life chances may result.

• Additionally, the damage to the cohesion of society from movements 
away from reality and toward hyper-reality may lead to cynicism, or 
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the adoption of these way out cults in order to seek certainty or even 
to the acceptance of totalitarianism for the same reason.

 Where Is Hyper-Reality Most 
Commonly Found?

 The Entertainment Industry

The entertainment industry is where hyper-reality is to be found in abun-
dance from science fiction to avatars or fantastic creatures like Lyra’s dae-
mon pantalaimon (Pullman 2012). This is generally harmless as no one 
reading watching or listening believes what is presented to be factual real 
life. This is as it claims, entertainment. The exploits of Batman, Wonder 
Woman and many other fictional characters are enjoyed but not seriously 
imitated. However, there is a dark side to the entertainment industry seen 
in excessively violent movies, crude language and hard-core pornography 
which would be given a poor rating by people concerned with the health 
of society, and much of this can be classed as hyper-reality.

 News and Current Affairs

News and current affairs is an industry where the most all-embracing 
term used by its detractors as a purveyor of truth is ‘Fake news’. This com-
bination of lies, distortions and deceitful propaganda is said to have origi-
nated in Macedonia in 2017, but was popularised energetically by Donald 
Trump in his campaign for the US presidency and with amazing effect. 
Huffpost through its contributor Johnson (2017) has identified five types 
of fake news most prominently but not exclusively found on Social Media.

 1. 100% false statements eg. Pope Francis is dead; Sir Paul McCartney 
is dead.

 2. Slanted and biased reporting eg. denying climate change or the effi-
cacy of the covid vaccines.
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 3. Pure propaganda; an overlap with 2. but often specifically directed 
towards political objectives and programmes.

 4. Misuse of data; statistics can always be used to claim as facts surveys 
using undisclosed often extreme assumptions.eg ‘beer is good for your 
brain’ a research project tested on mice not humans.

 5. Imprecise statements; eg 1 in 5 CEOs are psychopaths.

 The Digital Gaming Industry

This industry is strongly focused on the creating of hyper-reality games 
and figures, eg Pokemon, generally to attract young participants who 
then spend an inordinate amount of time on their smart phones rather 
than interacting with fellow human beings in the real world. The games 
designers create new and attractive worlds like Fortnite, Minecraft, 
Pokemon and Roblex to attract the young. Arguably this may stunt the 
development of their social skills if they spend too much time on their 
smart phones and tablets.

 Education

Perhaps the most important and also the most vulnerable area where 
hyper-reality has an impact is the education industry. Many untruths and 
biased statements are smuggled into educational courses and claim the 
minds and evolving value systems of the young. Hyper-reality blends the 
fictional and imaginary with the real and true and makes distinction 
between the two nigh on impossible when the ideas are professed by 
authority figures. Thus, children taught in China are likely to graduate 
believing in Communism, and those taught in religious schools are likely 
to adopt and profess a faith reflecting that of the school. This is not inevi-
table and many are able to exercise independent judgement, but it would 
be unwise to underate the impact of specifically directed teaching on 
human minds if subjects and themes are carefully selected. Here hyper- 
reality is to be regarded with caution.
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 In Sum

Hyper-reality in its broad definition above covers a very wide range of 
activities and statements including pretty well everything that is deliber-
ately and intentionally untrue. This is too wide an area for an apparently 
technical term to be definitionally useful in language. It needs a narrower 
definition and therefore a sharper focus.

As described above and used on-line and journalistically, hyper-reality 
covers four quite distinct and different groups of activities and writings

 1. Historical fiction
 2. Fake news
 3. Imaginary worlds
 4. Artificially intelligence (AI) enabled games and allied activities

1. Historical fiction is a popular form of literature, in content half-way 
between a novel and a history book. We may learn a lot in British history 
that we never knew or have forgotten from our school days of the lives 
and times of the Tudors, Stuarts and Plantagenets inter alia; of the wars 
and their outcomes that shaped out nation and of the supposedly grand 
figures whose reputations were made or marred by them.

We have many authors of such very readable books at the current time 
but we can also legitimately go back to Shakespeare or further to find 
earlier such works. Was Richard III really such a bad man as Shakespeare 
portrays him? It would be difficult to resurrect his reputation given the 
play by the bard. And did Henry IV really undergo such a spiritual and 
character epiphany on achieving kingship as Shakespeare suggests? These 
writing were and are created to entertain, but they may also distort and 
perhaps have the last word if other countervailing evidence is no longer 
available to historians of the future. But tag them with the label of hyper- 
reality?. Let just call them historical novels.

2. Fake news, Within this category we can include a substantial pro-
portion of the utterances of politicians, the writings of left or right wing 
political journalists or TV chat show commentators not bound by the 
requirements to be ‘balanced’ in their comments. Without stretching too 
great a point we can include in this category virtually all advertisements 
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saying how great the offerings of their company are and how they will 
satisfy the needs of everyone who buys their products. We can also include 
much of social media that is for wide consumption and not merely chit- 
chat between friends. Much of this category is destructive of truth, dam-
aging to society and encouraging of racism, ageism and all the other 
negative ‘isms’ that plague our times. However, let’s call the category fake 
news and not dignify it with the hyper-reality label.

3. Imaginary worlds. This is a category traced back to Walt Disney 
(1901–1966) who through animation and other then existing technolo-
gies starting in the 1920s brought to life Mickey Mouse, Cinderella, 
Snow White and the Seven Dwarfs and many more entrancing creations 
that have long outlived him. H e also created amusement parks in 
California, Florida and Paris that excited young children with their imag-
inary worlds and did no harm to anyone and certainly made great profits 
for the Disney Corporation. These imaginary worlds are not however 
limited to Walt Disney. J.K.Rowling conjured a fascinating fictional 
world from her imagination building on myths of witchcraft and wiz-
ardry, plus Scandinavian folklore tales and the basic structures of the 
British Public school system exemplified by Hogwarts. This has entranced 
children and their parents around the world for the past quarter century. 
Philip Pullman (1946) created another world with his series of books and 
films entitled His Dark Materials, describing and showing the exploits of 
Lyra Belacqua and her associates. This also included supernatural hap-
penings and entry to a number of worlds and even universes plus a bed-
rock of Oxford University, Pullman’s alma mater. These three imaginary 
worlds in particular have attracted audiences way beyond children them-
selves and can genuinely claim to be life and literature enhancing prod-
ucts of hyper-reality.

4. The world of AI entertainment. Digitally based entertainment is 
probably the greatest growth area of entertainment and of games in par-
ticular in the modern world and is mostly attributable to artificial intel-
ligence. The recent announcement by Facebook (2021) that it would 
now use Meta as the name for its parent company drew the world’s atten-
tion to a new and perhaps superseding concept to replace Hyper-reality, 
namely the Metaverse (Facebook 2021).
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Virtual reality has been a minor part of movie experience for half a 
century or more. Older members of society remember ‘going to the pic-
tures’ back in the fifties and sometimes being given a pair of coloured 
glasses to help them see the screen in 3D. It never really caught on at that 
time. However virtual reality (VR) is now a major part of the gaming 
industry and seeks through its real world excluding headset to replace the 
actual world with a virtual one for the wearer. At the same time aug-
mented reality (AR) another suite of contemporary technologies still lives 
in the real world but adds digital and virtual content to augment the 
environment the participant is actually experiencing. It is used in games 
such as Pokemon but also in industrial uses like construction. AR and VR 
plus holographic avatars combine their technologies within what 
Facebook and no doubt others in their futuristic world have dubbed the 
Metaverse (2021).

Once we delve into AI, we move out of the entertaining world of our 
teenagers and into the substantial world of AI where such matters are 
discussed. It poses the question What if AI is able to create a machine 
many times more intelligent and many times faster in evolutionary terms 
than humans? (Vinge 1993), This year’s (Russell 2021) Reith lectures 
have focused on this issue. Scientists have grappled with this and allied 
issues since at least 1993, note the technological Singularity of AI (1993). 
Most of the points discussed in this chapter relate broadly to moral phi-
losophy and the consideration of how we should behave in the interests 
of the planet’s survival and the spreading of truth rather than fiction, and 
where it is fiction at least it should be of the harmless and entertain-
ing kind.

The Singularity, possible through technology advance, is a much more 
serious matter and brings into question the possible either partnership or 
substitution of man by machines (Vinge 1993). There is a large literature 
on this subject some of it quite frightening. However AI in the world of 
the Singularity is quite distinct in terms of purpose to the world of hyper- 
reality of Baudrillard (1981).
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 Conclusion

So what are the boundaries to the world of Hyper-reality envisioned in its 
infancy by Baudrillard in 1981? The term has been expanded so that it 
has become almost meaningless, if it can be used for any experience 
which cannot be proved to be factually true. Thus it can be used to 
include propaganda, fake news, historical fiction and perhaps stories of 
any kind. There lies the end of a useful definition. This chapter suggests a 
tighter definition for hyper-reality. It should be applied to situations 
where an imaginary world is created, whether that be in Disney or Harry 
Potter mode or in the futuristic world of AR and VR where avatars tussle 
for space and prominence and mainly US based corporations vie for 
competitive advantage while the next generation of consumers excitedly 
embraces the next AI invention in the newly created Metaverse. But 
Hyper-reality, by this definition stops short of the vast literature on the 
Singularity.

It will be for social scientists, psychotherapists, PhD researchers and 
others to assess whether the largely young human psyche will be stable 
enough to withstand the convincing and sometimes probably overpower-
ing assault on its traditional sense data streams and be strong enough to 
understand the difference between the worlds of reality and hyper-reality 
and maintain healthy social contacts and relationships with its real friends 
and other human contacts. We have all seen otherwise normal couples in 
restaurants ignoring their partners whilst engrossed digitally and exclu-
sively on their smart phones. It could get worse in the Metaverse. All of 
this is challenge enough without embarking on exploring and indeed 
creating the possible future worlds of the Singularity, but who knows 
what the future might bring?
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Abstract Over the last two decades, creative tourism has been used in 
many countries to create tourism products, enhance the destination image, 
and develop sustainable tourism. This new type of tourism shifts the expe-
rience away from tangible sites towards the intangible heritage of the des-
tination. Visitors develop their creativities through participation and 
engagement in the learning experience that is characteristic of local desti-
nations. Due to its nature of growing the local economy through local 
skills and intellectual property relating to creativity and culture, creative 
tourism is seen as an extension of culture tourism that contributes to the 
creative economy. The concept and framework of creative tourism brings 
together an ecosystem that enhances the destination attractiveness and 
stimulates creative exports (OECD, Tourism and the Creative Economy, 
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OECD Studies on Tourism. https://doi.org/10.1787/9789264207875- en, 
2014). This paper reviews the birth and growth of creative tourism and the 
marketing theory underpinning this new type of tourism. A meta-analysis 
follows this to exhibit the recent output relating to the motivation to take 
creative tourism.

 Introduction

The need for joint development between culture and tourism was first 
claimed in the 1970s (see for example IUOTO 1974; Patterson 1976). 
The notion of creative tourism was developed from cultural tourism, one 
of the major themes in tourism research since the 1970s. MacCannell 
referred to the term ‘Culture Production’ (MacCannell 1976, p. 25), which 
entailed products that resulted from the process of culture. MacCannell 
further commented that tourism is the ideal subject in which to research 
culture production. Following this, Ritchie and Zins identified twelve 
key cultural elements of a region that attract tourism. Those are Traditions, 
Gastronomy, History, Architecture, Handicrafts, Leisure Activities, Art/
Music, Language, Work, Dress, Education, Religion (Ritchie and Zins 
1978). During their holiday, many tourists consume an element of cul-
ture, which was conceptualised as Culture Tourism by Smith (Shaw 
1992a; Smith 1977).

The World Tourism Organisation brought a very early definition of 
cultural tourism: ‘Culture tourism can also be defined in broad or in narrow 
terms. In the narrow sense, it includes movements of persons for essentially 
cultural motivations such as study tours, performing arts and cultural tours, 
travel to festivals and other cultural events, visits to sites and monuments, 
travel to study nature, folklore or art, and pilgrimages … In the broadest 
sense, all movements of persons might be included in the definition because 
they satisfy the human need for diversity, tending to raise the cultural level of 
the individual and giving rise to new knowledge, experience, and encounters’ 
(World Tourism Organization 1985, p. 6). This statement extended the 
organisation’s earlier definition of cultural tourism, which focused only 
on the tourists’ activity of discovering sites and monuments (World 
Tourism Organization 1985).
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An early attempt to understand travellers’ motivation to visit Europe 
highlighted the importance of the cultural aspect. According to a survey 
carried out by the European Travel Commission, the most prominent 
segmentation of travellers, accounting for 60 per cent of all travellers 
from the United States, was attracted by Europe’s unique cultural quali-
ties. In the UK, practitioners’ attempts had been made as early as 1985 to 
stimulate the local economic growth through cultural activities. The cul-
tural facilities and economic benefits drove the engagement from locals 
and tourists (Shaw 1992b). From the 1980s, the Greater London Council 
pioneered labelling Cultural Industries for cultural activities outside the 
public funding system (O’Connor 1999). As well as attracting overseas 
visitors, cultural and historic interest act as a vehicle to drive visitors 
intention for return visits; the strong interlink between culture and tour-
ism contributed to the growth in many developing and developed econo-
mies (British Tourist Authority 1989; Shaw 1992a). At the EU level, the 
European Heritage Group reported that the visitors’ volume at museums, 
monuments, and archaeological sites has doubled between 1977 and 
1997 (European Commission 1998).

However, there were chicken-and-egg debates as to whether the growth 
in this period was attributed to visitors growing interested in culture or 
cultural attractions were visited more because there were more visitors in 
general. In the UK, cultural attractions between 1989 and 1997 saw a 
slower growth rate (Museums and galleries +14%; Historic properties 
+9%) compared to +15% growth rate of overall visits (British Tourist 
Authority 1989–1997) despite an emerging of cultural attractions. 
Taking museums, for example, the number of museums in the UK 
increased from 876 in 1963 to 2500 in 1989 (Walsh 2002). Similarly, in 
Spain, the number of museums doubled in the twenty years from the 
1980s (Richards and Raymond 2000). Arguably, some fast-growing 
attractions (measured by visitor volume) such as Garden and Steam rail-
ways have a strong culture affiliate yet are not classified as cultural attrac-
tions. Richards (2001) agreed that the disproportional growth might 
have to do with the definition of culture—some new forms of cultural 
attractions may not be included in the tourism statistics.

Nevertheless, the supply of cultural attractions grew faster than 
demand in the 1990s (Richards 2001). General criticism argued that the 
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mass and ‘serial reproduction’ of culture tourism dilutes the local culture 
for being commercialising the cultural activities and creating unnecessary 
cannibalisation (Crandall 1987; Harvey 2002; Shaw 1992a). Scholars 
and practitioners at that time started to explore more sustainable means 
of developing cultural tourism.

It is unclear how the term ‘creative industry’ has derived from the cul-
ture industry. One widely accepted explanation lies in the emerging and 
mass media production in the 1990s, such as software and audio-visual 
products, which is beyond the convention of the culture industry 
(Ratzenböck et  al. 2004; Richards and Wilson 2007). Richards and 
Wilson (2007) point out that culture is perceived as static representing 
the past; creativity is needed to enhance the dynamism. Nevertheless, the 
establishment of the UK Creative Industries Task Force (CITF) in 1997 
is seen as the formal origin of the concept of creative industry (Flew 
2002). In its mapping document, the Creative Industries is defined as 
‘activities which have their origin in individual creativity, skill and talent, 
and which have a potential for wealth and job creation through the genera-
tion and exploitation of intellectual property’ (2001, p. 5).

Since the conceptualisation of Creative Industries, there has been rapid 
growth in the literature surrounding policy, creativity, clusters and region 
(Flew 2002; Florida 2002; Richards and Wilson 2007; Rogerson 2007). 
In particular, Florida (2002) brought in a profound creative strategy, 
which connects creative production and consumption through the devel-
opment of creative people, seeking to stimulate and capitalise on creative 
resources. In his book ‘The Rise of the Creative Class’, Florida suggested 
that regional economic advantage is shifting from fixed stocks such as 
natural resources, raw material or production lines to attracting and 
retaining talented people under low entry barriers and tolerant policies. 
The creative people collectively make up the Creative Class, so that the 
economy is shifting from the ‘consumption of goods’ to ‘consumption of 
experience’ (Florida 2002, p.  132). This idea somewhat resonates with 
Pine and Gilmore’s view that the economic progression will evolve the 
consumption from commodities and goods to services and, eventually, 
experiences (Pine and Gilmore 1998). Many economics theories, includ-
ing Pine and Gilmore’s experience economy, were grounded through 
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Adam Smith’s work (Smith 1776) on tangible goods, production, and 
value in exchange of surplus commodities.

Pine and Gilmore argued that during the economic progress, firms will 
enter a commoditised business unless they shift from selling goods and 
services which are considered fungible offers to staging memorable expe-
riences through customer participation and connection (Pine and 
Gilmore 1998). However, Pine and Gilmore (2011) acknowledged the 
pitfall that when all competitors are offering experience, the movement 
will eventually commoditise the business. Therefore they suggested that 
firms customise and personalise the experience. In doing so, a 
‘Transformation’ (p. 244) is offered to customise the experience, and the 
experience becomes unique to the customer (Pine and Gilmore 2011). In 
line with Pine and Gilmore’s development of their model of economic 
progression, Boswijk et al. (2007) pointed out the stagging of fun and 
enjoyment experience in 1990s is the first generation which was primar-
ily found in retailing, events, and group experiences; while the co- creation 
is manifested as the second generation of experience which focuses on an 
individual’s own unique experiential needs.

This idea was widely used as a theoretical foundation to underpin the 
creative tourism literature. A common view is that the progression of 
economic value and its analysis of business (Pine and Gilmore 2011) 
were primarily based on the tourism and leisure sectors, such as theme 
parks, hotels, and restaurants from the United Sates, with evidence from 
a comparison of Experience and Transformation against other sectors’ 
growth rate in terms of their nominal gross domestic product (GDP) 
between 1959 and 2009.

However, many studies have highlighted no evidence that GDP per 
capita and tourism competitiveness are correlated (see, for example, 
Korez-Vide 2013). On the other hand, Pine and Gilmore contended that 
the development of the economy would result in staged experience and 
transformation. However, early forms of creative tourism were identified 
in less developed economies in Asia (for example, Thailand, as discussed 
below) in the twentieth century. It is possible that the diffusion of cre-
ative tourism is not a linear process as per the experience economy states.

The rise of marketing theories shifts the focus from tangible goods 
production to the exchange of service provision (Lusch et  al. 2007; 
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Terblanche 2014). Customers’ participation in enhancing production 
was initially mentioned by Lovelock and Young (1979) and resonated 
by scholars in the following two decades, see, for example, Fitzsimmons 
(1985), Bowers et  al. (1990), Firat et  al. (1995), Prahalad and 
Ramaswamy (2000). Since Bowers et al. (1990) unlocked the idea that 
firms could view customers as employees in value creation, the advan-
tage of customer co-creation has been found in effectively enhancing 
service quality (Lengnick-Hall 1996), achieving customer satisfaction 
(Van Raaij and Pruyn 1998) and value creation in innovation diffusion 
(Alexander et  al. 2009). The most prominent work in analysing the 
changing role of consumers was the introduction of ‘service-dominant 
logic’ (S-D logic), as it connects with a wide range of work relating to 
‘consumption within both marketing itself and in the humanities and 
social science’ (Alexander et al. 2009, p. 534). Vargo and Lusch (2004) 
argued that marketing inherited value exchange ideas from economics 
but more customer-centric and service-driven, that a reformulated 
thought, a service-dominant logic has emerged. This approach pro-
motes the foundational principle (Table 12.1) that knowledge and skills 
is the fundamental basis of exchange. The idea is that customers are 
seen as a so-called ‘operant resource’—a resource that that is ‘capable of 

Table 12.1 Foundational principles from S-D logic

Foundational 
principles Service-dominant logic

FP1 Service is the fundamental basis of exchange
FP2 Indirect exchange masks the fundamental basis of exchange
FP3 Goods are a distribution mechanism for service provision
FP4 Operant resources are fundamental source of competitive 

advantage
FP5 All economies are service economies
FP6 The customer is always a co-creator of value
FP7 The enterprise cannot deliver value, but only offer value 

propositions
FP8 A service-centered view is inherently customer oriented and 

relational
FP9 All social and economic actors are resource integrators
FP10 Value is always uniquely and phenomenologically determined by 

the beneficiary

Source: Vargo and Lusch (2008)
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acting on other resources’ to co-create value (Lusch et al. 2007, p. 6). In 
this view, customer participation plays the central role of the exchange, 
with a service-oriented provision instead of goods. During this process, 
there is no value until an offer is used. Therefore the experience is essen-
tial to value determination in such activity (Lusch et al. 2007).

In this sense, the business and customer are no longer on the oppo-
site sides but jointly to produce mutual needs with interactions. 
Galvagno and Dalli (2014) defined co-creation is ‘the joint, collabora-
tive, concurrent, peer-like process of producing new value, both materially 
and symbolically’ (Galvagno and Dalli 2014, p. 644). The engagement 
during the co-creation process meaning customers now have greater 
control. We argue that S-D logic and tourism are closely related despite 
existing references to the co-creation of tourism experience and cre-
ative tourism gave undue emphasis to the experience economy. Pine 
and Gilmore focused on ‘stagging experiences that sell’ (Pine and 
Gilmore 1998, p.98) with the belief that experience and transforma-
tion are the ultimate stages of economic progression. We, however, 
view creative tourism is not for everyone—as an extension of culture 
tourism (Richards 2011), and it is unlikely to be fully diffused by all 
tourists. Therefore, it is critical to recognise customer views from this 
niche market.

Thanks to technology diffusion, especially web 2.0, customers 
become significant value producers through their engagement and 
conversation in the tourists’ online communities making the S-D logic 
a useful framework for gaining the tourists’ insights (Shaw et al. 2011). 
In contrast to the view of the experience economy, where business 
remains the leading performer of the output, S-D logic implies value 
is defined by and co- created with the customer, rather than embedded 
in output (Lusch and Vargo 2014). Therefore, at this front, S-D logic 
is more of an appropriate framework for the context of creative tour-
ism as its fundamental concern is around knowledge and skills. There 
is a great deal of focus on building customers roles as co-creator for 
production.

12 Creative Tourism and Creative Tourists: A Review 
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 Conceptualising Creative Tourism

Richard and Raymond initially defined creative tourism as ‘Tourism 
which offers visitors the opportunity to develop their creative potential through 
active participation in courses and learning experiences which are character-
istic of the holiday destination where they are undertaken’ (Richards and 
Raymond 2000, p. 18).

Before the conceptualisation of Creative Tourism by Richard and 
Raymond, various basic forms for creative tourism were practised in 
Thailand (Singsomboon 2014). In the 1950s, visitors and migrants came 
to the tambon of Dan Kwien attracted by the place’s over 200 years his-
tory of pottery making, and unique metallic lustre moved into the tam-
bon and co-developed the production (Cohen 1995). In the early 1990s, 
many smaller craft-making businesses relocated their workshops to 
attached to the shops in order to perform the finishing stage of produc-
tion to tourists (Cohen 1995). This movement would encourage visitors 
to observe or try out the making of the crafts. The tourism-related craft- 
production, marketing, and dynamic workshop relocation emerged 
hybrid communities for craft-making and tourist centres in Thailand 
(Cohen 1995). At the same period, some other early forms of crafts tour-
ism were identified in Finland, Greece and Portugal (Richards 2005). The 
notation Creative Tourism was first mentioned by Pearce and Butler 
(1993) as a potential form of tourism but lacked a clear definition 
(Richards 2011).

Since its conceptualisation, there have been emerging practices and 
scholarly attention from both developed and developing economies. 
Policies relating to creative experience began to be developed (Duxbury 
and Richards 2019; Richards and Wilson 2007). The United Nations 
Educational, Scientific and Cultural Organization (UNESCO) refined 
the definition as a ‘travel directed toward an engaged and authentic expe-
rience, with participative learning in the arts, heritage, or special charac-
ter of a place, and it provides a connection with those who reside in this 
place and create this living culture’ (UNESCO 2006, p. 3). This marks 
a new phase of creative tourism which reflects a macro perspective in 
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Fig. 12.1 Changes in the drivers of tourism over time. (Source: Richards and 
Wilson 2007)

using creative activities for destination marketing (Duxbury and 
Richards 2019).

As an extension of culture tourism (Richards 2011), creative tourism 
emphasises the shift of tourists’ involvement from tangible resources (for 
example museums, monuments and mountains) to intangible resources 
(for example lifestyle, atmosphere, and media). In this complex process, 
the traditional cultural tourism experience derived into a practice of co- 
creating fashion, design, media, entertainment, cuisine, traditions, folk-
lore, etc. (Richards and Wilson 2007).

Richards and Wilson (2007) highlighted (Fig. 12.1) the movement of 
tourism consumption from a basic value of ‘needing’ in participating in 
mass tourism towards the value of ‘being’ when taking creative tourism. 
In view of the S-D logic, it is the co-creation of tourists’ personal and 
authentic memory that encourage value and self-actualisation, which is 
above and beyond the experience-centric view, resonating with Maslow’s 
(1943) Hierarchy of Needs Theory.
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 Creative Tourists

What drives tourists to take creative activities in distant places or an 
unusual environment sometimes beyond their comfort zone?

The unique character and its niche market suggest the creative 
tourism is not for everyone. One common theme modern consumers 
and tourists asked for is the authentic experience in which they bal-
ance the self- expression and the control from the experience stager 
(Binkhorst and Den Dekker 2009). As S-D logic indicates a customer-
view, finding creative tourists and understanding their motivation as 
co-creators is the primary focus that hosts from the destinations need 
to draw upon.

In the attempt to identify the heterogeneous groups of creative tourists, 
some studies were carried out at the regional level, mainly in the Asia 
Pacific and European countries. Early studies in New Zealand by Raymond 
identified creative tourism appear to focus around three groups: baby-
boomers and newly retired who are actively seek intellectual stimulus and 
new interests. Students and backpackers under 30s looking for creative 
experiences after travel adventures, and the general public (New 
Zealanders) of all ages looking to learn different aspects of the local culture 
(Raymond 2003). More specifically, Campbell found that creative tour-
ism adopters in the UK are predominantly female, either 45+ or between 
22 and 30 years old, with a full-time job and without children. Chang 
et al. (2014) reported tourists that engage in creative activities in Taiwan 
largely consist of those who travel with family or friends, whilst individual 
tourists are less inclined to creative activities. In contrast, Tan et al. (2013) 
argued that the classification of creative tourists should not focus only on 
demographic factors and they, therefore, suggested in the context of 
Taiwan, creative tourists can be broadly classified into five groups: novelty-
seekers, knowledge and skills learners, those who are aware of their travel 
partners’ growth, those who are aware of green issues, and the relax and 
leisure type. In a similar way, Remoaldo et al. investigated the motivation 
and demographic characters of tourists in continental Portugal and seg-
mented creative participants in three clusters: Novelty-Seekers, Knowledge 
and Skills Learners, and Leisure Creative-Seekers.
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In an attempt to explore the cognitive drivers, we conducted a meta- 
analysis. Table 12.2 shows a selection of recent publications concerning 
the antecedents or factors affecting tourists participation in creative activ-
ities. Through the 17 publications, it is clear there is an overwhelming use 
of quantitative methods in understanding the creative tourists. This has 
possibly resulted in a lack of research on the relative importance of per-
sonality traits (such as self-efficacy or perceived innovativeness), and bar-
riers or impediments (such as financial contains, perceived effort, 
perceived risk, etc.,) to adopt such activity. On the other hand, it is 
unclear how tourists’ demographic factors such as gender and education 
attainment relate to creative activities’ segmentations and how those fac-
tors influence or moderate the dependent variable (DV) and independent 
variable (IV) relationships.
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Abstract This chapter explores the post-Covid adoption of livestreaming 
as both a pedagogical tool and as a development within the live music 
industry. This meta-narrative will draw on research around the efficacies 
of on-line and blended teaching and update that knowledge though an 
analysis of the current landscape. With a particular reference to music 
courses, I will interrogate how universities have adapted teaching to the 
online environment and what part the pandemic has played in this. At 
the same time, I will use my own students’ experience of on-line teaching 
to understand its benefits and drawbacks. Third, I will compare and con-
trast those experiences with how music fans have taken to livestreamed 
gigs and how the industry has embraced the format, or otherwise. In the 
same way as tutors have had to adapt their teaching to the on-line envi-
ronment, so acts have adapted their live offering to the on-line world, for 
example by including interviews and other ‘extra content’ to their streams. 
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The chapter will look at the popularity of livestreaming and the ‘long tail’ 
nature of livestreamed gigs where the shows are recorded and can build 
up a considerable audience over time, despite potentially having had only 
a few views for the original live performance. On the other hand, large 
concerts can pull in thousands of fans from all over the world. I also look 
at this aspect from the pedagogical perspective by researching whether 
students watch recorded lectures and, if so, what do they consider to be 
the pros and cons. As well as this, I draw on current and recent academic 
research around blended learning and music livestreams. There is no 
doubt that on-line has established itself as a platform in future for the live 
music industry and for higher education teaching. This chapter will inter-
rogate just how big a role it is set to play.

 Introduction

These are interesting times. Times when razor-sharp critiques of capital-
ism made just a few years ago now seem outdated. Times when the leftist 
love of populist masses has turned into an embarrassed revulsion of 
extreme, polarising populism itself. Teaching in these times has been 
equally revelatory in terms of what young people are saying, thinking and 
feeling about the 2020s and the fissures and breaks in society’s tectonic 
plates caused by the pandemic, populism, progression, acceleration and 
revanchism.

In this chapter I aim to present experiences in higher education and in 
particular music industry pedagogy within the context of a critique of the 
current conditions of what is commonly described as late-capitalism with 
a view to capturing the enigmas of post-capitalism.

 Capitalist Realism

Fellow university lecturer and theorist Fisher famously popularised the 
notion of capitalist realism in his unexpectedly popular book of the same 
name (Fisher 2009). Fisher posited the notion—something which had 
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been hibernating in leftist circles for decades—that capitalism had crept 
into every crevice of our existence. This was not a new idea, but it was an 
explicit, contemporary description of a dialectical movement which had 
first been expounded by Marx and Engels (1992).

Later, the theory of an ever-encroaching capitalism was picked up by 
the Frankfurt School thinkers (Horkheimer and Adorno 1982) and 
Gramsci (1971). Theirs was the realisation that culture was a corollary 
aspect of the capitalist machine, reflecting, supporting and reifying its 
exploitative brutality. Later still, French theorists Deleuze and Guatarri 
allied this critique of capitalism’s invasion of our unconscious through 
invoking Freud and suggesting a return to the pre-oedipal state (2004). 
Fisher picked up the mantle in the wake of American philosopher Fredric 
Jameson declaring that ‘someone once said that it is easier to imagine the end 
of the world than to imagine the end of capitalism’ (1994).

Original k-punk and founding member of the Cybernetic Culture 
Research Unit at the University of Warwick, Fisher was exploring the 
notions of post-capitalism before he committed suicide in 2017. Since 
then the cult status he has achieved online is a testament to his place as 
one of the foremost radical thinkers of recent times. Following Fisher’s 
death, world events have shaken up the situation to such a degree that a 
re-think is in order.

The rupture across society caused by the Trumpians and Brexiteers 
dragging time back towards the past while young progressives were mod-
elling a new future has been enormous. These divisions have called every-
thing into question, including the music industry and higher education 
business pedagogy.

The pandemic only served to heighten these divisions while at the 
same time illustrating the crucial role the previously marginalised and 
exploited social support jobs play in society. The Covid pandemic forced 
upon us the realisation that without healthcare and social care we do not 
have a society—just a business and political class feverishly trying to 
make as much money as possible through a systematic depletion of 
resources, bearing in mind that ecological pressure is what potentially 
caused the virus outbreak in the first place (Gillespie and Chapman 2006).

In the UK, train companies are slowly becoming nationalised and the 
privatised energy sector is in turmoil with 29 UK energy companies 
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having collapsed under the pressure of price increases. The energy crisis 
reveals the dark, unspoken truth that multiple companies trying to sell 
exactly the same public good for different prices does not make any sense 
and renders the government’s neo-liberal mantra of simply ‘switching’ to 
find a better deal non-sensical. The only reason not to re-nationalise 
energy is through a blind adherence to the bankrupt ideology of the 
free market.

So now the so-called Great Resignation reveals that Americans are 
slowly waking up to the concept of socialism, not as the much-feared evil 
stepchild of communism, but as a valid political system in its own right 
which we are, to all intents and purposes, gravitating towards.

The idea of the weekend had been around since the early nineteenth 
century, yet it’s only now, some two hundred years later, that the validity 
and efficacy of a five-day working week is being properly examined. In 
the UK, a four-day working week is being piloted by campaign group 
4 Day Week Global (4 Day Week, 2022) alongside university academics 
and is running in parallel with similar programmes in the US, Ireland, 
Canada, Australia, and New Zealand. The governments of Scotland and 
Spain have also launched trials of the four-day week.

 Ghosts and Barometers of Change

Fisher was a music nut and, as such, could not help but include critiques 
around music into his theories. Perhaps his dalliance with hauntology, 
which he resurrected from the writings of post-structuralist Derrida, who 
declared that ‘time is out of joint’ (Derrida 2006), is the most well known 
iteration of his obsession.

This notion of hauntology in music was perhaps most apparent in the 
strange vaporwave movement of the early 2010s when artists re-imagined 
80s and 90s synthpop. Outside of music, it is—in essence and inevitably 
reductively—the notion that the past contains echoes of the future and 
that past ‘failures’ could be re-evaluated, repositioned and most impor-
tantly, reimagined in the context of a ludic ‘what if?’ moment (Fisher 2014).

Meanwhile in 1977, French writer and political figure Attali had 
declared that music is the barometer of social change and that it reflects 
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and indeed anticipates the way society is headed (Attali 1985). Attali’s is 
an interesting notion. Indeed, music has been the first artistic expression 
to embrace technology—or perhaps the other way around. Radio and 
audio-video tapes quickly became the media of music and no sooner had 
Berners-Lee invented the world wide web than music lovers, with a little 
help from Napster’s Fanning, were using it to swap music files. YouTube 
announced its entry to the market with the slogan ‘Broadcast Yourself’ 
with the idea that you would film yourself doing everyday things—like 
going to the zoo in the first ever YouTube video—and post it on the plat-
form. But within weeks artists began uploading their music videos on to 
the site and it quicky became the go-to place to watch music film, swiftly 
putting paid to MTV in the process.

Traditionally, of course, it is artists who are hyper-sensitive to the times 
we are living through and who are naturally equipped with the antennae 
to express and respond to those changes. From dadaism and surrealism to 
abstract expressionism and pop art, the visual art avant-gardists were the 
touchstones of the times and the cultural frontrunners in mapping out 
the path to advance along towards the future. That was pretty much the 
case until dada came along and announced the end of art. It was 
announcement which, of course, was premature, yet prophetic. The end 
of art as a radical instrument with which to torture capitalism and at the 
same time triumph over it was finally put paid to by the Situationists, a 
number of whom were originally artists—including its leading light the 
filmmaker, Debord.

The proto-Situationists got together in northern Italy in 1957 to 
renounce art and herald the ‘revolution of everyday life’ through the ‘cre-
ation of situations’ (Debord 2006) as its historically necessary replace-
ment. Sure enough, it was Situationist theories which fuelled the Paris 
riots of May 1968, manifestations of a radical movement which nearly 
overturned the government of the day.

Music did not suffer the same fate at the hands of the Situationists as 
the visual arts. On the contrary, more than anything music took the place 
of art as the medium through which rebellion was expressed and reflected. 
T hrough the voices of The Rolling Stones, Bob Dylan, The Who and 
The MC5—among many others—it became the mouthpiece for 
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reflecting and amplifying young people’s dissatisfaction with the old 
establishment and their dream of a new world.

In the 1970s, popular music slowly became the miserable, phony 
soundtrack of dropping out and a hippy retreat from society. Mainstream 
hippies were more concerned with making money than revolution. 
Branson and his ilk used their alternative ‘cultural capital’ (Bourdieu 
1977) to reinvigorate capitalism. And he was lucky too to have signed a 
failing folk singer, Mike Oldfield, who produced Tubular Bells, the mes-
meric, metronomic opus which chimed with the monotonously tran-
scendental times.

But music’s inability to actually change anything at all came into sharp 
focus during and after the two-year-long punk explosion which sounded 
popular music’s death knell. vIts radical bankruptcy was finally announced 
in 1978 by the north-east’s answer to Raoul Vaneigem, Situationist broth-
ers David and Stuart Wise (Wise 2014).

Music is representation, not real life and yet the contradiction for the 
counter-culture lies in the fact that while music may have lost the sense 
of itself as a force for revolutionary change, people are still drawn to it, a 
love or talent for music, musicality cannot be denied—just as, ultimately, 
Debord could not totally renounce his love of film-making.

 Never Work

So, the decision to renounce all art and the making of artefacts in the 
Situationist times was a painful one for many who sacrificed their creative 
urges and desires at the altar of revolution. For others the determination 
to ‘ne travaillez jamais’ (‘never work’), an exhortation spray-painted on to 
the walls of riot-torn Paris in 1968, had equally existential conse-
quences—which does not mean that these idealistic edicts were wrong, 
just that they were incompatible in terms of operating within a capitalist 
society.

Darling of the young New Left in the 1960s, Herbert Marcuse had 
influenced the Situationists in this regard, arguing that human emancipa-
tion could only be achieved with the abolition—not the liberation—of 
labour and with the affirmation of the libido and play in social relations 
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(Marcuse 1962). His Great Refusal envisioned society’s dregs and cast- 
offs forming a united front against capital in its refusal to work.

And the ‘never work’ mantra is getting ever closer in terms of realisa-
tion within late/post-capitalism with the realities of artificial intelligence 
and robotics and the notion of a universal wage. There are more main-
stream spin-offs too, including the Financial Independence and Early 
Retirement movement.

This is part of the experimentation in how to live fulfilled lives when, 
over the past ten thousand years or so, societies have used people, in the 
words of computer scientist Russel, as ‘performative robots’ (2021).

 Singularity

Everything is rapidly moving towards its dissolution. This is in a way pure 
Hegelian Marxism—the proposition that capitalism‘s seeds of destruc-
tion lie within the system itself. It is, like everything in nature, subject to 
entropy. It is not a resurrected culture which opposes the decline of the 
west, but ‘the utopia that is silently contained in the image of its decline’ 
(Horkheimer and Adorno 1982).

Part of this inexorable movement is the mad drive towards subjective 
desire which has been underway for a long time. From the 1960s onwards, 
this privileging of the self and the innate power of subjectivity was upper-
most in much counter-cultural thought—the realisation of the emotional 
human being in contrast to the machinic nature of capitalism or, more 
reductively, the little person against The Man. It was underlined more 
toxically by advertising which began to place you at the centre of every-
thing; you deserve this product, why shouldn’t you have it? because you’re 
worth it.

This articulates itself now in the realisation of all your needs and 
desires—from visiting the coolest places and eating great food to ‘living 
your best life’ and fulfilling and expressing every aspect of yourself (‘your 
truth’ in today’s parlance). If something can be imagined it will, inevita-
bly, at some point be reified. Thus, we’ve entered unknowingly into a 
world of mirrors where we are reflected—and it is far more mysterious 
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and unknowable and menacing than anything the Situationists could 
have dreamed up.

This is indeed the desert of the real (Baudrillard 1994), as referenced 
by philosopher Žižek (2002) and featured in The Matrix (1999)—a kind 
of hyperreality within a society of the spectacle—the commutation of 
relationships through images where the metaverse is the spectacle enter-
ing its ultimate form.

This drive towards subjective desire is apparent, as Attali suggested it 
would be, in music too. When streaming entered the technological land-
scape, music was the first in line. And livestreaming was accelerated under 
Covid conditions. Once seen as a complete no-hope platform for live 
music, it is cementing itself as an alternative way of experiencing live 
events. It can never replace the sweat, noise, tactility and emotion of 
being together with others in the same room or field, but it can provide 
an alternative.

My second-year students had to put on livestreamed gig as part of their 
Live Music Industry unit. The streams were live gigs, but often with 
something different—apart from lighting and showtime effects, some 
featured interviews with the acts in question and fans could react to the 
show in real time through the chat.

This drive towards realising subjective desires sees music is returning to 
its roots and the idea that anyone can create music. The gatekeepers have 
fled and the power of creation is being transferred back into the hands of 
the people, so that making music, with so-called creator tools, is becom-
ing as easy as filming a TikTok video or recording your own podcast.

The meta-narrative of streaming a live lecture about livestreaming 
nicely encapsulates where we are now in a time where scientists have pos-
ited our universe could be one of many multiverses. We are indeed ‘all 
watched over by machines of loving grace’ (Brautigan 2015). But will this 
bring us happiness, or is it just something we communally dreamed of 
forever which, in the end of days, we will finally be able to touch before 
the ecology collapses. In other words are we seeing that rising tide before 
the tsunami?

Covid has taught us to realign our priorities and reset out psyche to 
understand what is important. Now the healthcare worker is as impor-
tant, if not more so, than the lawyer—even though capital is trenchant in 
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its refusal to acknowledge this is in fair rewards or indeed in any other 
way. If life can be taken away so easily then our time here becomes more 
precious, so is it about working mechanically at high speed all your life 
just to have a comfortable pension when you are too old to enjoy it?

The acceleration of capitalism saw the American model of resizing—
reducing departments incrementally to minimum staffing levels—and 
multi-tasking (both connoted as positive terms by the corporate elites) 
spread across the globe. Yet, while in the short term these business prac-
tices may work, in the long term it has led to burnout and resentment.

 Atomisation, Acceleration and Music

In its sociological sense, atomisation—a notion birthed by the Greek phi-
losophers and scientists—sees the individual as the ‘atom’ of society and 
therefore the only true object of concern. Early capitalist thinkers like 
Locke (1997) and Hobbes (1969) used the atomic idea to lay the basis to 
their version of self-interested capitalism, which later developed into free 
market neo-liberalism.

Harking back to Hegel’s account of alienation (1807) and later that of 
Lukács (1990), the Situationists claimed that capitalism would triumph 
if it managed to successfully atomise everyone, if we were all so consumed 
in ourselves and our own struggles that we abandoned the collective, 
which has historically been the real people power. In the wake of a break-
down in cultural and class solidarities, people have been ‘“atomised” and 
forced onto the market against one another, as competitiors’ (Sabbaghzadeh 
2020), where ‘society was now in an economic Hunger Games, accelerated 
via digital connectivity’.

But the collective has also been tainted. Left-wing thinkers now find it 
harder to champion populism after they’ve witnessed the Trump era and 
the Brexit vote (both powered by the ‘working class’). In a similar way to 
when the Soviet Union invaded Czechoslovakia and even the more hard-
core communist sympathisers in the west began to slough off their 
Bolshevik skins, left-wing thinkers have been forced to reassess their 
blind, reverential working-class allegiance and address that abstractive 
othering of the ‘people’ as a mythical saviour lying outside of ourselves.
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Accelerationism and the idea of ‘sustained growth’, a phrase commonly 
used by the Conservatives in the 2000s and 2010s as a way of détourning 
the ‘sustainability’ agenda of the environmental movement, was reimag-
ined by radical thinkers and expressed as the way that revolution—or at 
least a more equitable society—could be brought about not by the hin-
dering and slowing down of neo-liberalism and the free market, but by 
accelerating all its most malignant tendencies to a point where the system 
implodes or is resolved in a final cataclysm.

The idea of acceleration is typically apparent in the cultural dynamics 
which take place towards the end of a movement, scene or era—from the 
orgiastic heights before the fall of the Roman Empire and the excesses of 
Nick Leeson at the tail-end of Yuppieism to the frenzied phone hacking 
by the tabloids before the collapse in print journalism.

Just like society, the music industry is atomising and accelerating. 
Young people are at the forefront of this movement—the students I teach 
are interested in NFTs, in entrepreneurship, in establishing their own 
start-ups, in creating experiences, in a return to the physical artefact and 
in using all the digital tools out there to facilitate exactly what they want 
to achieve.

Although this has been much slower in this realisation that futurolo-
gists were predicting, 3D printing could eventually see everyone have the 
ability to make their own products at home. Music too moves towards its 
dénoument. Soon we will all be artists and creators as well as fans.

Now you can have a ‘record label in your pocket’, as online music distri-
bution company United Artists’ slogan goes. You make a track at home 
on your computer and you upload it to United Artists, they distribute it 
for you and you wait for the royalties to roll in—or get snapped up by a 
major label for big bucks.

If you view the major labels as reflective of corporate greed then this is 
welcome as a means to their destruction. It is the triumph of the little 
man, the independent artist who toils away in their garret. And who now 
does not have to pray that the major labels that they will sign them up, 
but can do it all themselves and find their audience, distribute their music 
and then reap the rewards. And there is no reason not to assume that new 
technologies and trends—such as 5G, social audio and the metaverse—
will not pretty quickly embrace music as part of its world. Moving on 
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from social media groups such as WhatsApp, social audio elevates the 
audio element. Why spend your time typing when you can talk? That 
already seems like an alien idea when people did the opposite.

As Attali predicted, music is utilising all the digital tools which are 
coming of age. Music is at the avant-garde again.

 A Young Idea

Young poeple are, in a true Situationist sense, realising their own desires. 
But is it all too late? Is this the final swansong before we call get washed 
away in the flood, baked dry by the sun, frozen by the blocked gulf stream 
or swept away by gales and high tides in the terrible feedback loop of 
terminal climate change. This is also acceleration—like Covid it is the 
incremental and, more dangerously, exponential growth of the virus of 
ecological meltdown of mass extinction.

Generation Z’s mental health issues are the result of, as Debord 
described it in his overlooked 1971 post-situ tome, Living On A Sick 
Planet, the threat of environmental collapse. Even before the idea of the 
first ever World Environment Day was established, Debord saw the way 
society was heading. This was ironically also the time when hippy tech 
geeks were musing on how a digitally connected work could bring about 
the peace and love they had dreamed of in the 1960s, but which was 
already being brutally repressed in the 1970s.

It was, lest we forget, young people who determinedly drove home to 
the mainstream the urgency of the agendas of mental health, LGBT+ 
rights and racial justice. These are issues which were prominent in the 
struggles of the 60s and 70s but which, rather unexpectedly, remain unre-
solved to this day. There is a true heroism in that which young people will 
probably never be recognised for. But, again, in a world which perhaps 
even Fisher would not have predicted, the stream is flowing in two oppo-
site directions; one progressive and one deeply conservative. It is change 
versus stasis writ large.

And that is why the students seemed to open up during my lecture 
series on cultural theory as applied to music; this is their world and it was 
the most positive response I have ever had to a unit. Yes, these are difficult 
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questions and theories, but is not that what university is all about—chal-
lenging stereotypes, fresh thinking, broadening horizons. My students 
appeared to finally got to where they thought they’d be heading all along, 
echoing Derrida and his ‘no difference without alterity, no alterity without 
singularity, no singularity without here-now’ (2006).

So, it is often not so much about the information we can feed our 
students (they can get that anywhere online), it is more about the con-
text, the societal changes which are taking place, the emerging theories, 
the way we perceive things. The students’ high level of receptivity and 
aliveness to current popular societal debates is an argument for incorpo-
rating more contextual studies and cultural theory into the curricula of 
business school pedagogy.

 Influence, Confluence and Socialism

The students are coming at this from their own desires and perspectives. 
It is a subjective drive towards realisation of everything. Itis what the radi-
cals dreamed about and it is happening but it is taking place in an acceler-
ated frenzy under the cloud of a pandemic and under the spreading 
shadow of climate change.

Teaching in a time where everything is available online raises fundamen-
tal questions about the profession itself and the idea is being challenged of 
what value a human being can add to the algorithms and search engines, 
datasets, information highways and rabbit holes of today. We can provide 
anecdotes and context, a human face and storytelling, be an inspirer and 
guide. We can, as suggested, expand horizons, discuss theories and explore 
societal change but, just as holograms and avatars exist in the world of 
music, we can be replaced by a version of ourselves delivering content.

This accelerationist tendency is apparent in how the mainstream has 
become the radical stream, in how Daily Mail readers have become 
Covid-deniers demonstrating on the streets and in the way football fans 
chant political songs denouncing BJ as a c ***. In how the word ‘revolu-
tion’ can roll off the tongue of the man in the street.

Ironically, in the spirit of acceleration, one of the things AI could excel 
at is education, providing the tailored ‘individual learning plan’ many 

 G. Thomas



233

universities are striving for. There is a certain amount of trepidation 
among academics that their lectures, now recorded and with the copy-
right belonging to the university, can be simply made available to stu-
dents next year while tutors become, literally, redundant.

Interestingly—and no doubt coincidentally—the software used by a 
number of universities to record and archive lectures is called Panopto—
calling to mind Bentham’s prison control system (Bentham 2017) and, 
more currently, the all-seeing eye of Artificial Intelligence—while one of 
the most common university financial management systems is called 
Agresso.

We are in the age of influence. A music business gradate I was talking 
to recently referred to ‘socialism’ during our conversation, but the way he 
used the word was imbued with the concept of the influencer. Socialism, 
for him, connoted social media. In other words he viewed the real power 
in society as having shifted towards those who have, to quote Bourdieu 
‘social capital’. Social media kudos and caché are the modern forms of 
social capital and will, in the student’s eyes, foreshadow the path of social- 
ism. In his eyes—and this is a grand re-interpretation of the Marxist 
strand of thinking—‘social capital’ in this day and age is the ability to 
change people’s ideas, to create a groundswell and shift opinion. Elon 
Musk has that power, whether that be raising the awareness of autism or 
inflating the price of cryptocurrencies.

 Conclusions

The world of automation is beset by visions of machines taking over, the 
morbid take on singularity as exacted on humanity by Skynet the 
Terminator films (the first email service was called Arpanet). But it has an 
equally bucolic, gentle aspect where creativity is liberated in a golden age 
of fulfilment of human potential and ‘visions of the “epoch of rest” (Morris) 
can energize and compel us to action’ (Jameson 2004).

In a reification of Situationist theory, it will be the practice of real life 
which will be the playground and workplace of the future. When real 
robots finally take over the grunt work of capitalist drudgery, the creation 
of situations will replace the mechanistic slavery of capitalist production 
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where previously ‘machinic desire (…) rips up political cultures, deletes tra-
ditions, dissolves subjectivities, and hacks through security apparatuses, track-
ing a soulless tropism to zero control (Land 2017).

And this is exactly what is happening with the so-called Great 
Resignation, with people actively turning their backs on the nine-to-five, 
clocked-on, psychic servitude of consumer capitalism. This is the world 
dreamed of by the internet pioneers and radical thinkers, the haunted 
fragments of utopia hidden in the folds of historical time, the freedom 
from slave labour and the instinctive, desire for creating community.
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14
Cultural and Creative Districts: 

A Literature Review and a Taxonomy

Elisabetta Lazzaro

Abstract Cultural and creative districts have become a popular instru-
ment of socio-economic regeneration and governance in many areas of the 
world. This chapter is a concise overview of main economic research on 
cultural and creative districts or cultural and creative clusters, their main 
features and different types that exist, as well as their theoretical back-
ground. It accounts for types of governance and administration models, 
and discusses various elements of monitoring and indicators that are usu-
ally used for the measurement of districts and cluster performance, and 
relative recent developments. It, finally, offers a taxonomy based on some 
examples of case studies of successful districts, where they are located, and 
their characteristics at start, growth and maturity phases of their life.

 Introduction

In the last decades, cultural and creative districts or clusters have become 
popular governance instruments adopted by policy makers for the sake of 
socio-economic development or revitalisation of territories in many regions 
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worldwide, from industrialised countries to less developed ones. Cultural 
and creative districts or clusters refer to the role of cultural and creative 
industries (CCI) in  local development and regeneration (Chapain and 
Sagot-Duvauroux 2018). They encompass at the same time the cultural, 
economic, social, political, geographical and historical spheres (De Propris 
and Lazzeretti 2009; Scott 1997), offering an interdisciplinary perspective. 
The geographical units that are mainly considered are municipalities—even 
of small size and in rural areas—, cities, metropolitan areas and regions. 
The economic perspective considers local development, job creation, attrac-
tion of investment and tourism and regeneration. The social perspective 
focuses on local communities, and the level of social cohesion, networking 
and engagement, and an overall sense of community that characterise them.

Creative districts also relate to urban and regional capital (Brooks and 
Kushner 2001), as well as to the types of interventions that are needed in 
order to leverage such capital for the sake of their socio-economic impact 
(Le Blanc 2010). Urban and regional capital bears at least five dimensions: 
physical (buildings, infrastructure), natural (ecosystem and landscape), 
human (residents’ skills and capacity), cultural (tangible and intangible 
cultural goods and their creation) and social (community, identity, engage-
ment and cohesion) (Markusen and Gadwa 2010; Landry and Bianchini 
1995). In this context, governance’s types of intervention include the cre-
ation of new goods and endowment, the management of the existing ones, 
and their renovation and reuse. Stakeholders that exercise this governance 
in different ways and at different levels are public (e.g., local governments 
and administrations) and private (e.g., owners, reals estate investors, citi-
zens, associations, etc.), following different interests and motives, such as 
efficacy, efficiency, measurement and accountability, as well as sustainabil-
ity and quality of life (Goldberg-Miller and Heimlich 2017).

 Theoretical Background

In the economic literature, former concepts related to cultural and cre-
ative districts and clusters are those of ‘creative cities’, as economic units 
endowed with individuals’ skills that contribute to national wealth 
(Jacobs 1984), and (European) ‘cities of culture’, as coined in 1990 and 
then implemented, by the European Union, in order to promote a 
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common European cultural identity, together with local regeneration and 
tourism (Myerscough 1992). Tourism attraction as such particularly con-
notates ‘art cities’ (Costa 1991), which are characterised by a dense, large, 
complex and interconnected artistic and cultural capital, which is con-
tinuously accumulated and consolidated (Richards 1999).

Remarkably, the notion of creative city (Pratt 2010) implies a wider con-
notation of culture, namely creativity, better allowing for urban planning 
strategies and intervention (Landry and Bianchini). The creative city was fur-
ther associated with the creative class (Florida 2002), which emerged as a new 
social class, where creativity replaced raw materials, physical work and finan-
cial capital flows. Correspondingly, municipalities and their governance 
aimed to actively promote the growth of the creative class and hence its eco-
nomic performance. The creative city is based on a social and cultural infra-
structure, and its socio-economic functioning is considered in terms of urban 
dynamism and cultural activities. As such, the creative city is able to attract a 
high concentration of creative work and financial investment.1

The general theoretical reference of ‘creative districts’ (Gdaniec 2000) and 
‘cultural districts’ (Brooks and Kushner 2001) dates back to Marshall’s (1890) 
industrial districts, characterised by internal and external economies of special-
ised small enterprises that locally compete and cooperate at different stages of 
production. About one century later, Porter (1990, 1998), among others, 
developed the concept of cluster, defined as a local agglomeration of firms that 
are economically interconnected and interdependent and characterised by 
cooperation, exploitation of local human and financial resources and sharing 
of information and social networks. Being part of a cluster confers a competi-
tive advantage in terms of productivity—generated by economies of scale and 
of scope or variety—and innovation, which are fostered by knowledge and 
network spillovers. Moreover, clusters lower information asymmetries and 
uncertainty. First applications of clusters to the cultural and creative sphere 
include Russo’s (2000) study on sustainable tourism,2 and the study on 
European cities’ growth by Van den Berg et al. (2001).

1 Further to some criticism to Florida’s creative city and in particular to the creative class—including 
a too broad definition of creativity, and the assumption of a strong causality, leading to copy- and- 
paste recipes—, the concepts of creative class and creative city have been revised by Florida himself.
2 Though Russo’s general theoretical framework is based on innovative clusters of Audretsch and 
Feldman (1995) and not on Porter.
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 Governance and Performance

Although in their infancy creative clusters tend to present natural or 
unplanned forms of governance, Scott highlights how creative clusters are 
not fully self-organising entities, requiring governance interventions. 
From a governance perspective, local development designed and imple-
mented through cultural and creative districts and clusters can follow a 
more traditional culture-centric approach or a rather relatively more recent 
economic-centric approach, implying different values (diversity, inclu-
sion, etc., for the former, vs. innovation, competition, etc., for the latter) 
and models of a decentralised governance (civic vs. business and public-
private-partnership oriented), whose processes can be more or less collab-
orative and inclusive (Smith and Warfiled 2008; Andres and Chapain 2013).

For their geographical connotation, creative districts and clusters have 
been the object of economic-impact assessments. First examples date to 
the early 2000s in the Unites States (e.g., Greater Philadelphia, 2006; 
Boston Symphony Orchestra, 2008; New York City Waterfalls, 2008). 
However, this measurement approach was not without criticism. That 
also offered the chance to expand a sole economic perspective to include 
also physical and social perspectives (Evans 2005).

Cultural districts, especially when they geographically correspond to 
metropolitan or regional areas, have made the object of economic mea-
surement in terms of employment, number of firms, turnover, value 
added, etc. (see for example, Amez et  al. 2017). The purpose of these 
indicators is to assess the contribution of the cultural and creative indus-
tries to the economy of these areas. Noticeably, the application of these 
rather standard indicators is not obvious in the case of cultural and cre-
ative industries (Lazzaro and Lowies 2015).

More recently, creative clusters, together with learning, creative and 
experimenting labs, hubs, incubators, universities and science parks can 
embody innovative bottom-up initiatives of cross-sectoral cooperation at 
local, national and international levels, generating important cluster 
externalities. Especially in the case of regional development, such contri-
bution of the cultural and creative industries to socio-economic growth is 
favoured by the support of institutional governance (Gustafsson and 
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Lazzaro 2021). Creative clusters allow a better flexibility and adaptation 
can generate key knowledge and innovation spillovers at intra- and inter- 
sectoral levels, for instance in terms of division of labour, or exchange of 
input, expertise or information. However, the identification and assess-
ment of these spillovers is not straightforward (Lazzaro 2017, 2021).

While the literature offers some perspectives and definitions of perfor-
mance of cultural and creative districts and clusters, fewer studies attempt 
to combine and measure them. Indeed, the assessment of cultural perfor-
mance in urban planning is relevant to capture and foster cultural activities 
that contribute to local cultural and socio-economic sustainable develop-
ment and growth. That is particularly relevant through a benchmarking 
approach, which allows comparisons. The definition of performance can be 
articulated into different dimensions that make cultural activities possible, 
where these dimensions need to be measured through accessible and reli-
able data, which are synthetised in composite indicators. For instance, 
Jackson et al. (2006) refer to ‘cultural vitality’ or ‘vibrancy’, and empirically 
define it on the basis of interviews to arts professionals, encompassing exist-
ing arts organisations, arts participation in its multiple ways, and support 
systems for arts participation. In Montalto et al. (2019), cultural vibrancy, 
as defined by surveyed experts, corresponds to the presence of and partici-
pation to cultural venues and facilities, as distinguished from the more 
functional dimensions of jobs creation and innovation generation, and the 
conditions that enable them. Similar contributions focus more or less on 
arts supply, arts participation and their environmental conditions, and 
especially on a relatively more availably measurable arts supply.

 A Taxonomy

Table 14.1 below offers a taxonomy of cultural and creative districts 
applied to a combination of examples of analysis of case studies of cul-
tural and creative districts and clusters taken from the literature in the last 
fifteen years of so. References were sampled in order to offer and compare 
a variety of approaches and case studies. Not surprisingly, given also the 
considerable support put forward by the European Union in the last 
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Table 14.1 A taxonomy of cultural and creative clusters based on the literature

Reference Wording
Main 
perspective(s)

Governance/
administration 
models Start

Andres and 
Chapain 
(2013)

Networks, CCI 
in local 
development 
strategies, 
regeneration, 
rebranding

Institutional 
design and 
governance: 
Degree of 
inclusion and 
collaboration 
between 
different mixes 
of public and 
private 
stakeholders

Culture vs economic- 
centric models, and 
the alternation of 
their relative 
importance in time

Industrial and 
social crises, 
followed by 
local public 
policies of 
regeneration, 
driven by 
national 
government 
with key EU 
financial 
support

Catungal 
et al. 
(2009)

Placemaking, 
creative city

Discursive and 
material 
strategies, and 
their impacts

Non-profit 
development 
agencies for artists, 
private actors, 
especially

Local property 
management firms, 
culture of 
networking and 
collaboration

Attractiveness of 
size, aesthetics, 
availability and 
affordability of 
abandoned 
industrial spaces 
to artists

De Propris 
and 
Lazzeretti 
(2009)

Industrial district, 
urban creative 
district, 
clustering and 
networking

Firm demography 
and population 
ecology, local 
systems,

Cross-fertilisation, 
life cycle

Institutionalisation 
through creation of 
professional 
associations and 
professional 
education

Skilled labour, 
raw materials 
availability, 
technological 
change, small 
firms’ 
specialisation, 
localised trade, 
thick social 
environment

Della Lucia 
and 
Trunfio 
(2018)

Creative cities Heritage and 
creativity, 
regeneration, 
tourism,

Experience 
design, 
community 
engagement, 
representation

Formal governance, 
role of private 
actors, co-creation, 
co-design, 
bottom-up design, 
local participation, 
joint public- 
community strategy

Heritage 
preservation/
restauration
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Growth
Maturity (and possible 
threats)

Performance/
monitoring 
indicators Case study(ies)

Development of 
different types of 
institutional 
collaborations, 
especially economic-
centric (public- private 
partnerships)

Drop in EU funds, 
return to more 
traditional and local 
culture centric 
model, less 
collaboration and/or 
inclusion

Number, diversity 
and lasting of 
partnerships

Birmingham 
(UK), Marseille 
(France)

Rise of dotcom industry, 
site redevelopment, 
influx of

Creative professionals in 
new media, 
advertising, film, 
television and design, 
attraction of investors 
and better access to 
lifestyle amenities, 
branding

Gentrification, 
dominance of 
economic rationales, 
lack of diversity and 
experimentation, 
inequality, working 
poverty, racialised 
exclusion, 
displacement, 
sustainability

Rental rates, artists’ 
displacement

Liberty Village, 
Toronto 
(Canada)

Industrial revolution
External factors: Fashion,
Input prices and 

raw- material 
availability, 
technological changes,

Skilled labour
Transportation 

infrastructure

World wars, recession
From manufacturing 

to direct retailing: 
From industrial 
district to urban 
creative district

Historical, economic, 
industrial, 
demographic and 
ecologic analysis, 
firms’ birth, 
survival and death

Jewellery 
quarter, 
Birmingham 
(UK)

Heritage- creativity 
hybridisation

Community 
engagement

Social inclusion and 
sustaina bility, 
organisa tional 
value

IlCartastorie 
museum, 
Naples and the 
farm Cultural 
Park, Favara, 
Sicily (Italy)

(continued)
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Table 14.1 (continued)

Reference Wording
Main 
perspective(s)

Governance/
administration 
models Start

Evans 
(2005)

Culture- led 
regeneration

Physical, 
economic and 
social 
regeneration, 
good and bad 
practices, 
impact 
measurement

Integrated and 
inclusive cultural 
planning, 
community 
consultation, 
toolkits

Symptoms of local 
physical, social 
and/or economic 
decline that can 
be mitigated by 
regenerative 
effects driven by 
culture

Richards 
(2020)

Creative 
placemaking 
and design 
principles

Cultural and 
creative 
tourism, 
creative 
development, 
experience 
design, value 
creation 
process, 
dynamics, 
creativity as a 
strategy

Clear vision, 
consideration and 
mobilising of 
resources, structure, 
programming, 
implementation

Different 
programmes and 
design strategies 
depending on the 
scale (small-rural to 
cities and regions)

Resources, 
meaning and 
creativity

Sacco and 
Blessi 
(2007)

European 
capitals of 
culture; cultural 
districts, 
cultural clusters

Long-run impact 
of systematic 
cultural policies; 
culture as 
engine of 
self-sustaining 
local socio-
economic 
development; 
different forms 
of capital, 
exogenous and 
endogenous 
tangible and 
intangible 
assets; 
“ephemeral”/
tourism vs. 
“structural”/ 
cultural-
innovation 
approaches

Official EU 
programme 
selection and 
funding; City- 
management 
boards’ and 
temporary agency’s 
capacity building 
aimed to increase 
place attractiveness 
and social capacity 
building and 
competitiveness 
through investment 
in the CCI and HR; 
bottom-up design; 
simple policy 
making vs. complex 
polycentric 
culture-based 
development 
process through 
strictly hierarchical 
organisation

Former industrial 
cities; physical 
infrastructure, 
organisation of 
events; 
redefinition of 
city image and 
massive 
communication 
plan at national 
and 
international 
levels; 
blockbuster 
exhibitions 
concentrated in 
city Centre vs. 
disseminated 
multicultural 
and hybridised 
events in the 
metropolitan 
area
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Growth
Maturity (and possible 
threats)

Performance/
monitoring 
indicators Case study(ies)

Culture-led regeneration 
/ cultural regeneration 
/ culture and 
regeneration

Too much ambition in 
projections

(in terms of audience 
and income), 
community 
ownership not 
secured

Physical, economic 
and social 
regeneration; 
correspondingly, 
various tests and 
measurements of 
policy imperatives 
and examples of 
evidence of 
impacts

Several, from 
cited literature

New local meanings to 
resources, 
participation, creative 
expression 
development of 
coherent narrative

Gentrification, 
exclusion and serial 
reproduction, 
over-tourism

Tangible and 
intangible 
resources, 
meanings and 
locally embedded 
creativities

DASTA 
(Thailand), 
Den Bosch 
(Netherlands), 
Recife (Brazil), 
Nordrhein-
Westfalen 
region 
(Germany)

Creation of a dense local
Networking of cultural 

initiatives and 
involvement of area 
residents and 
associations

Long- vs. short-term 
cultural impact; 
attraction of 
qualified tourists vs. 
dense local 
networking of 
cultural initiatives 
involving residents

Quality of: Cultural 
supply, local 
governance, 
production of 
knowledge, local 
entrepreneurship, 
local talent; 
attraction of: 
External firms, 
external talent; 
management of 
social criticalities; 
capability building 
and education of 
the local 
community; local 
community 
involvement

Genoa (Italy), 
Lille (France)

(continued)
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decades, examples are concentrated in Europe, although examples from 
other areas are also present.

The taxonomy includes main terms more specifically used to refer to 
the general category of cultural and creative districts and clusters, the 
main perspectives and theoretical background considered, and the under-
lying governance and administration models of reference. This taxonomy 
can be applied for sake of analysis, as well as to support design and moni-
toring of creative clusters through their different life-cycle phases (from 
Start to Maturity through Growth) and more or less explicit, simple ver-
sus complex performance and monitoring indicators.

From the different studies, or real cases, presented in Table 14.1, we 
can see a plurality of wording used for cultural districts and alike, and of 
main perspectives and aims underlying their analysis. Governance mod-
els range between an economic and a social orientation, between a hier-
archical organisation to pure unplanning, through a bottom-up approach. 
Emphasis is often placed on the variety and number of public and private 
stakeholders that are involved or mobilised in cultural districts. 
Notwithstanding the plurality of approaches, the analysis allows to iden-
tify evolving and maturity (and even decline) patterns in the life cycle of 
districts, their causes, and hence the performance of districts, more or less 
explicitly assessed by different possible indicators.

Table 14.1 (continued)

Reference Wording
Main 
perspective(s)

Governance/
administration 
models Start

Zukin and 
Braslow 
(2011)

Cultural or 
creative 
districts; 
gentrified or 
hipster districts

Real estate 
development, 
geography, 
relocation

Unplanned and 
natural at start, 
lack of explicit 
public support, 
regulation of 
artists’ house prices 
(though not able to 
compensate for 
gentrification 
effects on retaining 
artists)

Concentration of 
artists, creative 
and designers in 
affordable 
areas, bohemian 
lifestyle
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 Conclusions

This chapter dealt with the growing interest cultural and creative districts 
and clusters have enjoyed in the economic literature, as well as in the 
practice of local governance in the last decades. After having contextual-
ised cultural districts and the main drivers of their popularity, the chapter 
discussed their theoretical background, initially focused on a simple eco-
nomic paradigm, that has been further developed toward a more social 
dimension, allowing for a variety of cultural district definitions and fea-
tures, and, correspondingly, underlying aims and perspectives and corre-
sponding governance models. This increase in multiple diversity has 
called for the concept and application of a taxonomy, enabling to offer a 
cross comparison of cultural districts for sake of analysis and policy design 
and monitoring in different environments and purposes.
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15
Innovation Through Engaged Learning: 

Working with Mode 2 Knowledge 
and Intrapreneurship

Anita Walsh and Philip Powell

Abstract The dominance of a market discourse in higher education 
emphasises private benefit—either through individual human capital for 
students or through intellectual property for innovation through research. 
This approach coexists with a debate concerning the importance of stu-
dents’ engagement with learning and the need for universities to be more 
responsive to the society of which they are a part. There is an emphasis on 
world-class research but, it is claimed, a neglect of the more ‘local’ research 
which would be valued by communities. The role of pedagogies which 
support both engagement and practice relevant research is overlooked. A 
pedagogic approach which recognises the importance of practice knowl-
edge and which supports working students as practitioner researchers in 

A. Walsh (*) 
Department of Management, Birkbeck, University of London, London, UK 

P. Powell 
Business School for the Creative Industries, University for the Creative Arts, 
Farnham, UK
e-mail: Philip.Powell@uca.ac.uk

© The Author(s), under exclusive license to Springer Nature Switzerland AG 2022
P. Powell, B. Shankar Nayak (eds.), Creative Business Education, 
https://doi.org/10.1007/978-3-031-10928-7_15

http://crossmark.crossref.org/dialog/?doi=10.1007/978-3-031-10928-7_15&domain=pdf
mailto:Philip.Powell@uca.ac.uk
https://doi.org/10.1007/978-3-031-10928-7_15


252

their own organisations offers a means of drawing together engagement 
and knowledge creation. Using an epistemology of practice and drawing 
on the concept of Gibbons et al.’s Mode 2 knowledge (transdisciplinary 
knowledge produced in the context of application) a pedagogy can be 
used to support practitioner research, enabling work-based learning stu-
dents to be supported in undertaking applied contextual research. The 
development and application of research skills creates a high level of 
engagement for students from private, public and third sector organisa-
tions. Negotiating the context for their research helps move them from 
an ‘employee’ mindset to an ‘intrapreneurial’ mindset, whereby they ques-
tion, enquire and innovate. Such research is small scale and context spe-
cific, yet it can introduce immediate innovation and benefit to 
organisations which have been difficult to reach through more conven-
tional approaches.

 Introduction

The economic environment in which higher education operates, and the 
increased scale of student participation, have meant that the funding and 
the purpose of a university education have come under scrutiny. Within 
UK higher education the dominance of market discourse, and the impo-
sition of policies which are predicated on the assumption that the market 
model is most appropriate, have shifted perceptions of higher education 
from a public good to a private benefit. As Neary (2016) points out, the 
UK Consumer Rights Act (2015) and the UK Higher Education Research 
Bill (2016) have ‘consolidated this rhetoric [of students as consumers] as an 
objective legal fact’, confirming the university as ‘a trader and supplier of 
educational services to the student in what amounts to a direct, individual 
contractual relationship’. Tomlinson (2017) argues that students are 
encouraged to view the value of their higher education experience as a 
form of individual human capital creation. With this model of higher 
education as a consumable good there is little to indicate the desirability 
of the mutual exchange which has often been seen to be at the heart of 
the higher education experience. Molesworth et al. (2009) claim that:
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With the degree of marketization seen in many HEIs, students and the institu-
tions they attend look only to satisfy a consumer culture which negates even the 
possibility that higher education changes the individual’s outlook. Instead many 
HEIs prepare the student for a life of consumption by obtaining a well-paid job: 
a mission of confirmation rather than transformation.

The emphasis on individual investment and return, together with the 
considerable increases in graduates entering the labour market, has 
resulted. The focus on the cost of studying for a degree, together with 
considerations of ‘value for money’ has resulted in an increasing emphasis 
on the need for a degree to deliver individually measurable benefits. Yet, 
such discussions are taking place in a context in which many students 
need to work during their studies, and when awards such as, in the UK, 
the Degree Apprenticeship and a lifelong learning entitlement are promi-
nent in national policy.

 HE Research and Pedagogy

There are a number of pressures on UK higher education which call for 
universities to demonstrate the contribution they make on a range of 
fronts. Yet, in the UK, the Research Excellence Framework (REF) and 
the recent Knowledge Exchange Framework (KEF) set the parameters of 
HEIs’ impact quite narrowly, drawing on the established model of higher 
education as a creator of knowledge.

Despite the expressed concern to ensure the academy makes an active 
contribution to society, it has been claimed that current metrics reinforce 
the divide between the two. Alvesson et al. (2017) point to the extent that 
REF metrics, which emphasise ‘quantifiable outputs and publications in 
the right journals’, have influenced academic practice. Since these directly 
influence both institutional and individual status, the argument is made 
that government policies have promoted the employment of ‘career aca-
demics’ with little or no experience of organisations other than the univer-
sity (Kumari 2017). It has been claimed that, particularly in business 
schools, academics who wanted respect from other academic disciplines 
needed to produce research that could be published in respected journals. 
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Therefore, many business school academics develop theoretical models 
which will appeal to an academic audience (Thomas et  al. 2013). The 
result is that ‘much business academic research remains founded on issues of 
experimental design derived from the hard sciences, which becomes the driv-
ing force in selecting research questions rather than the needs of the practitio-
ners’ (Syed et  al. 2009). The research debate is frequently couched in 
terms of achieving either rigour, through the use of established disciplin-
ary methodologies, or relevance, through the attempt to address issues 
which occur in practice—with the implication that the two may be 
mutually exclusive.

A strong critique of the current approach adopted is put forward by 
Alvesson et al. (2017) who argue that, ‘The demand for rigour—or rather 
a particular version of rigour—is one that accounts for the continuing pre-
ponderance of papers based on quantitative methodologies, no matter how 
trivial their conclusions’, leading to a failure to engage with the major 
social challenges society is currently facing.

The emphasis on quantifiable approaches is likely to have arisen 
because the model of impact assessment often used is based on one which 
works well for subjects which are hard sciences, but which is difficult to 
use effectively in the social sciences. The impact of academic social sci-
ence research outside the academy is therefore extremely hard to evidence. 
However, the impact of research inside the academy, via research- 
informed teaching, is often assumed. The benefits of students learning 
from active researchers who teach on their specialist topic are consistently 
referred to. Weertz and Sandmann (2010) point out that research inten-
sive universities have ‘cosmopolitan faculty who have developed national 
and international relationships based on their success in advancing tradi-
tional forms of scholarship’. General claims are made that ‘top level research 
is one of the best quality assurance mechanisms for classroom teaching’ 
(Steffens and Grote 2016). Yet, Grand et al. (2015) found that the most 
common terms provided by academics relating to public engagement 
with their research involved ‘dissemination’, ‘communication’ or ‘presenta-
tion’ of research. This may be why Alvesson et  al. (2017) report that, 
when considering activities of academic staff, research orientation and 
student orientation are often negatively correlated. Moreover, Brown 
(2013) states that, ‘I have lost count of the number of times I have heard 
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representatives of the sector, and especially Vice Chancellors, make assertions 
about the necessary inter-relationship between research and teaching which 
lack any serious evidential basis’. Despite this, relatively little attention has 
been paid to the student engagement and knowledge co-creation achieved 
through teaching research skills to students, and supporting them in 
applying such skills in contexts outside the academy.

 Practice Knowledge

Business and management schools in universities are mainly structured 
along disciplinary lines, and, as Schoenberger (2001)points out, 
‘Disciplines are bound up with epistemological commitments .. we have to 
internalize a set of practices and understandings about how valid knowledge 
is created’. Inside the academy there is a preference for formal theoretical 
models which are refined over time through peer critique and a belief that 
separation from society ensures detachment. Hager and Halliday (2009) 
argue that the approach taken by the academy assumes that there are 
general solutions to particular problems which can be development out-
side of the practical situations i.e. that decontextualised models can be 
developed in the university and applied elsewhere. The primacy given by 
the academy to theoretical formal knowledge has the effect that more 
tacit and informal aspect of professional are overlooked or devalued 
(Boud and Hager 2012). The result being that many models of knowl-
edge exchange between universities and other organisations conceptualise 
knowledge as the ‘professionally packaged outputs of research’ (Ward, Smith 
et al., Ward et al. 2012). The case has been made that organisations need 
to meet the challenge of gaining ‘a better understanding of the applicability 
of academic knowledge’ (Rosli et  al. 2018). Yet the pace of academic 
knowledge production and refinement is slow, and the nature of the 
knowledge is different to the knowledge which serves organizational 
interests (Avis 2003).

When considering different types of knowledge, Boud (2015) points 
out that learning about practice is not the same as practising, in that 
knowledge use is involved in the latter. Susskind and Susskind (2017) 
distinguish between people who are experts and people who are 
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knowledgeable—expert practice involves having a successful track record 
of using one’s expertise. Adopting a perspective of knowledge in use 
involves a shift in focus from one on knowledge to one on knowing, and 
entails a shift from an epistemology of possession to an epistemology of 
practice (Webster Wright 2010). As Boud (2015) points out, a practice- 
oriented approach would see practice knowledge to be as valuable as sci-
entific or technical knowledge. This involves not displacing formal 
knowledge, but recognising that more than one type of knowledge is 
necessary for effective professional performance, and that each type of 
knowledge fulfils a specific role. Such a recognition is present in Eraut’s 
(2000) claim that ‘to focus only on the explicit learning of formally presented 
knowledge is to fail to recognise the complexity of learning’, as well as in the 
discussion relating to the importance of supporting students in the devel-
opment of ‘soft skills’.

Eraut (2004) argues that ‘professional, managerial and technical perfor-
mances are normally complex and typically involve the simultaneous use of 
several types of knowledge and skills’. However, codified formal knowledge 
is explicit and has a particular epistemological status, whereas personal 
practice knowledge tends to be informal and can be explicit or tacit 
(Eraut 2000). The result is that it is easier to discuss and identify formal 
codified knowledge, while overlooking tacit aspects of personal profes-
sional knowledge (Eraut 2004). Yet, the performative aspect of practice 
knowledge production and application is fundamental to the solution of 
the immediate problems which arise in practice (Avis 2003). In addition, 
theoretical knowledge must be adapted to suit the demands of a given 
situation—it has to be interpreted in order to be used (Eraut 1998).

The recognition of the importance of practice knowledge allows a dif-
ferent perspective to be taken on the value of knowledge gained outside 
the academy and facilitates a different approach to student research which 
is applied and context specific.
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 Practitioner Research

Many higher education institutions will have students who are in work 
during their studies. At postgraduate level, the proportion of students 
who study part-time is high as people often take postgraduate pro-
grammes to enhance their existing careers, and many undergraduate stu-
dents will work as they study due to financial constraints. Paid 
employment, either full-time or part-time, provides a contrast to the con-
ventional work placements and internships undertaken by young, full- 
time students. In paid employment students primarily self-identify as 
employees, whereas during work placements and internships they retain 
their primary identity as student. The opportunity to integrate curricu-
lum content from their work into their programme of study through 
undertaking an applied research project instead of a text-based disserta-
tion is attractive to working students. Such students to not intend to 
become academic researchers—they are not intending to add to the sum 
of disciplinary knowledge, but appreciate the opportunity for their 
research to demonstrate the relevance of their studies. They acquire 
research skills to investigate specific aspects of their professional practice 
and/or context, thus adopting the perspective of the 
practitioner-researcher.

As Jarvis (1999) points out, the role of the practitioner-researcher pro-
vides a clear contrast to the image of researchers as academics who enter 
the work context as ‘outsiders, usually university-based, coming into the 
world of practice, seeking to understand it’ (Jarvis 1999). Academic research-
ers attempt to theorise practice from the perspective of a given academic 
discipline and the audience for their findings is other academic research-
ers. In contrast, practitioner research is ‘about seeking, in a most rigorous 
manner, to understand and create efficient working practice’ (op cit). 
Practitioner researchers take an interventionist stance to the area under 
study. Because they are employees they are already socialised into the 
organizational culture of the context in which they will be researching—
they are established members of communities of practice and are familiar 
with both formal and informal aspects of organisational functioning. 
They have access to the ‘cultural knowledge that has not been codified [but 
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that] plays a key role in most work-based practices and activities’ (Eraut 
2004). The research undertaken by practitioner researchers is directly 
informed by their professional practice and therefore addresses ‘real’ 
issues. Direct workplace experience provides knowledge of where to look 
for information, and also knowledge of what to look for and why such 
knowledge is useful (Paloniemi 2006).

Recognising what they term the ‘wider social production of knowledge’ 
Gibbons et al. (2000) distinguish between knowledge produced inside 
the academy and knowledge produced in other contexts; they define the 
former as Mode 1 knowledge and the latter as Mode 2 knowledge (knowl-
edge produced in the context of its application). Discussing the different 
modes of knowledge production, Syed et al. (2009) claim that Mode 1 
knowledge is the traditional, discipline-based, largely theoretical work 
aimed at understanding how the world works, while Mode 2 knowledge 
is transdisciplinary and tries to get things to work in practice.

The explicit recognition of potentially valuable knowledge in work-
place practice supports a different relationship between academic and 
student when undertaking work-based research projects. As Boud and 
Costley (2007) point out, the power of the discipline and the require-
ment for students to research within specific disciplinary parameters has 
meant that historically the control of the research project has been with 
the tutor. However, as Helyer (2011) states, work-based learning students 
have their own professional expertise ‘which, if of a specialist nature, some-
times exceeds that of the lecturers they encounter’. Acknowledging such 
expertise requires a different role from the academic involved. Boud and 
Costley (2007) argue for a change in terminology to reflect the need for 
a different academic practice—they advocate use of the term ‘adviser’ 
rather than ‘supervisor’. Moving away from a single focus on disciplinary 
expertise, advisers become experts in the epistemology of practice and 
levels of achievement. They support students in shaping the knowledge 
they produce to meet academic standards and to address professional 
requirements.

This research approach allows for the co-production of knowledge 
between the academic adviser and the student. The student has inside 
knowledge of the work context and can identify issues which are relevant 
to the organisation. In this way the setting influences the shape of the 
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project, with the practice focus driving the use of theory rather than the 
requirements of an academic discipline—it is transdisciplinary. Such an 
approach is taken in recognition that specific methodologies that have 
developed in the context of and for the purposes of particular academic 
disciplines are unlikely to offer effective and appropriate approaches to 
support and codify a practice-oriented production of knowledge (Garnett 
2016). There is, therefore, no attempt to confine students to the bound-
aries of a specific discipline. This leads to project outcomes which are a 
mix of the pragmatic/organizational and the academic, and are applied in 
or recommended for real settings (Boud and Costley 2007). They reflect 
the characteristics of Mode 2 knowledge production, in that as Gibbons 
et al. (2000) point out, they represent knowledge produced in the con-
text of its application. In such a context it is not possible to distinguish 
between ‘pure’ and ‘applied’ knowledge, the process becomes ‘a mixture of 
theory and practice, abstraction and aggregation, ideas and data. The bounds 
of the intellectual and its environment have become blurred’ (Gibbons 
et al. 2000).

A transdisciplinary approach to knowledge affects the perspective 
taken on research methods, Kincheloe (2005) refers to a ‘methodological 
bricolage’ which draws on a combination of an understanding of the 
research context, together with previous experience of research methods. 
This combination is provided through the combined contributions of the 
student for the context and the adviser for the research methods.

A research methods module introduces students to a range of research 
approaches, together with the epistemological assumptions which are 
embedded in them. In considering the different research perspectives stu-
dents learn that the knowledge produced depends on the research 
approach taken, which depends on assumptions made about the nature 
of the research focus.

As Kincheloe (2001) points out, ‘It is not difficult to understand the 
epistemological contention that the types of logic, criteria for validity, and 
methods of enquiry used in clinical medicine as opposed to teacher effective-
ness in teaching critical thinking will differ’. Engagement with this perspec-
tive supports students in selecting the most appropriate theoretical 
framing for their work, and their approach to research methods is active 
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rather than passive—selecting a method from those to hand, rather than 
accepting a method defined by a particular academic discipline.

The shift to academic adviser from supervision within a discipline 
gives students more of a role in the structuring of their project. As prac-
titioner/researchers students take responsibility for the focus and struc-
ture of their research, with the research questions set reflecting the 
interests of the student and their organisation. For those students 
researching their own professional context, it is necessary to gain organ-
isational consent for access to resources—either data which is collected 
by the organisation, or access to respondents for interviews or question-
naires. They, therefore, enter into a different relationship with their 
employing organisation through their research activities.

The secondary research undertaken to inform students’ thinking on 
their project is focused on topics which are relevant to the main area of 
research, to alert students to issues which have previously been identified 
in the literature. This engagement with theory on topics which are directly 
relevant to workplace problems provides a new way of framing the stu-
dents’ perception—it supports them in ‘problematising’ a work situation 
with which they may be quite familiar. Theory can be used as a lens 
through which to interrogate practice.

Creating a distinction between the student as ‘worker’ and the student 
as ‘researcher’ is a fundamentally important aspect of a successful project, 
and students are introduced to the requirement for all research—whether 
academic or professional—to be evidence-based. This distinction is 
emphasised drawing on Oakeshott’s (1985) concept of ‘ways of seeing’—
that an item can be seen differently according to the world of ideas into 
which it fits. An example given by Oakeshott is that of a Minoan pot, 
which he points out was created for purely practical purposes yet, as a 
survival, is seen as evidence for a particular way of life by the historian. 
This helps students to appreciate that something which they judge accord-
ing to its practical usefulness as a worker can also be seen as evidence 
from a researcher’s perspective, and that researchers need evidence to sup-
port any case put forward. The emphasis on the fundamental importance 
of a valid method of data collection to underpin conclusions and recom-
mendations and build confidence in them helps distance students from 
the workplace in which they are embedded. As Siebert and Mills (2006) 
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explain, the adoption of a ‘robust methodology and a meticulous audit trail 
will ensure that interpretations are justified … and that the voice of the 
researcher will dominate over the voice of the worker’.

It is through the undertaking of embedded research in a workplace 
context that the student develops relevant research skills and an intrapre-
neurial mindset.

 Mode 2 Knowledge, Transdisciplinarity 
and Intrapreneurship

The parameters of innovation are set relatively narrowly in terms of the 
research and knowledge exchange activities envisaged in the REF and the 
KEF—the assumption appears to be that academic knowledge produced 
in the conventional disciplinary manner will be able to support effective 
innovation outside the academy. This may be the case where medical or 
highly technical areas are involved, but it is difficult to see how direct 
translation of research can take place in a social or business context. In 
terms of entrepreneurship, often workshops offered in higher education 
focus on developing a particular concept ab initio, and high-profile entre-
preneurs offered as potential role models are individuals who have built 
large business interests from small beginnings. Such approaches would be 
suitable only for a small minority of students—with the majority want-
ing formal employment at the end of their studies or working to enhance 
their prospects in their current career or wishing to change career direc-
tion. It could be argued that the concept of the intrapreneur—someone 
who innovates on behalf of an existing organisation, rather than on their 
own behalf—although less discussed and smaller in scale, is of greater 
relevance to most students.

The parameters of intrapreneurship are set more widely than those for 
entrepreneurship. As Carrier (1997) points out, innovation through 
intrapreneurship can be commercial, organizational, institutional, proce-
dural or social in nature, which means that such activity can be of collec-
tive as well as individual benefit. In addition, intrapreneurial activity can 
take place at any level of an organisation, with the innovation involved 

15 Innovation Through Engaged Learning: Working with Mode… 



262

being incremental or radical (Seshadri and Tripathy 2006). These charac-
teristics mean that students could achieve intrapreneurial activity in a 
wide range of spheres. It is recognised that the established context and 
usual job conditions will structure the type of innovation which is pro-
posed (Carrier 1997). There are, however, fundamental characteristics 
without which intrapreneurship cannot be effective. One is that the 
intrapreneur must have a measure of autonomy, and that their role in an 
organisation must allow for an innovation to be introduced (Antoncic 
and Hisrich 2003). The other characteristic is attitudinal. Seshadri and 
Tripathy (2006) claim that intrapreneurs operate with an entrepreneurial 
mindset, and that, to achieve such a mindset, individuals need to experi-
ence a shift away from an employee attitude. There needs to be a trans-
formation of perspective to an attitude which is more engaged and which 
demonstrates psychological ownership of their project and the activities 
associated with it. This is a key part of building the credibility that is 
needed when introducing a change into a context where both processes/
products and individuals are familiar (Seshadri and Tripathy 2006).

The case is made here that students who undertake work-based proj-
ects are supported in shifting their perspective from purely that of an 
employee. They are required to demonstrate independence of thought 
both in the choice of the project, and in the manner in which they choose 
to undertake it. Through their introduction to research methods and the 
requirement to consider the workplace as a provider of evidence, students 
build their competence and their confidence, increasing their autonomy. 
Siebert and Mills (2006) point out that having to see the workplace from 
the perspective of the academy means that students are better able to gain 
an autonomous understanding of the world of work of which they are a 
part. The framework set by secondary research, with theory being used as 
a lens through which to consider workplace practice, leads to the ‘recogni-
tion of cross-situational significance, particularly the notions of transferability 
and applicability, which set higher level forms of learning apart’ (Cope 
2003). Here, Cope is referring to the mindset of the entrepreneur, but 
the experience of intellectual challenge and perspective change achieved 
through applied practitioner research achieves this shift to intrapreneurial 
activity in students who are practitioner researchers.
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As stated, the requirement to agree a research focus with their employer 
and to negotiate access to relevant organisational resources requires a dif-
ferent relationship than that of employee. The structuring of an appropri-
ate research method and the ‘ownership’ of the relevant research activities 
places a clear responsibility on the student to complete the project they 
have proposed. The change of perspective outlined above means that new 
organisational insights can be offered, or new and creative solutions can 
be proposed to existing challenges confronting the organisation. There is, 
therefore, a clear and direct benefit to organisations from the findings of 
research undertaken by practitioner researchers, which is supervised by 
the academy, but which adopts a transdisciplinary perspective.

In addition, the benefit to the individual can be considerable. As 
Seshadri and Tripathy (2006) state, an intrapreneurial approach is not 
chosen by most employees in any profession because the demands 
involved are much more than those which apply to operating with an 
‘employee mindset’. Yet, those individuals who do undertake intrapre-
neurship find it challenging, fulfilling, and personally and professionally 
rewarding.

 Discussion and Conclusions

In a social and economic context of turbulent markets and technological 
complexity, the pace of change is such that, as Marques (2015) points 
out, ‘The concept of stability has changed from remaining the same for a long 
time into flexibly and undauntedly riding the tides of today’s corporate sea’. It 
is in this context that there has been an emphasis on the need for intra-
preneurship in small and medium sizes businesses (Carrier 1997). 
Increasingly it is also the case that public and third sector organisations 
need to be able to draw on innovative practice in order to help them 
maximise the use of resources which are constrained.

Hager and Halliday (2009) argue that the approach to knowledge pro-
duction and innovation taken by the academy assumes that there are 
general solutions to practical problems, and that such solutions can be 
developed outside the practical situations in which they are to be used. 
The relevance of context is completely overlooked from this perspective. 
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The slow pace of academic knowledge production and refinement requires 
the relatively static formalisation of long-term agreements, often includ-
ing the presence of an academic researcher as a boundary spanner between 
the two organisations. This entails an increasing emphasis on working 
through formal contractual relationships and operates to disadvantage 
the smaller, less well-organised and resourced groups, who rely more on 
informal structures and communication (Benneworth and Osborne 
2013). Such an approach means that partnerships are available mainly to 
large organisations, and tends to exclude major sectors of the economy 
and society, many of whom could benefit from the input of a different 
perspective on their practices or their problems.

In addition, the difficulty of effectively applying much of the theoreti-
cal knowledge produced by the academy means that, despite considerable 
efforts over time, the track record of success is relatively limited. It is also 
the case that the purpose of academic knowledge is disputed—many in 
the academy would argue that the creation of knowledge should be the 
main focus of the academy, not the development of knowledge for direct 
application and use in problem solving (Steffens and Grote 2016). 
Susskind and Susskind (2017) distinguish between those who are knowl-
edgeable and those who are expert. The knowledgeable often possess wide 
ranging knowledge about something yet this does not by definition equip 
them to be effective practitioners. In contrast, those who are expert have 
a track record of successfully using the knowledge they possess. This 
emphasis on the importance of knowledge for professional use highlights 
the perceived limitations of a purely academic approach. When discuss-
ing the relationship between academic knowledge and practice, Boud 
(2015) points out that, if what academics do exists only in educational 
institutions and cannot translate to other contexts, then the knowledge 
gained from them will have limited value.

Through practitioner research and work-based projects students can 
make a discernible different to the workplace practices of themselves and 
their colleagues (Helyer 2011), and practitioner research can take place in 
organisations of any size. The practitioner researcher needs formal con-
sent to be able to access relevant resources, but the timing of any project 
will fit with the requirements of the programme involved and of the 
organisation. Small scale contextual projects can be completed in a 
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relatively short timescale, leading to visible outputs which are directly 
focused on the organisation concerned. From the perspective of the acad-
emy the integration of real-life, real-time projects as part of the curricu-
lum moves pedagogy away from the dominant transmission model 
towards co-creation of knowledge with students. Since the project is 
based on actual practice it provides an authentic assessment experience 
which is meaningful for the student both at the time of undertaking it, 
and for the future in terms of the skills developed (Murphy et al. 2017). 
The full integration of the student as ‘worker’ helps build organizational 
confidence in their activities and enables them to operate as an effective 
boundary spanner between the university and the wider community 
(Weertz and Sandmann 2010).

The flexibility offered by the transdisciplinary approach adopted in the 
pedagogy means that, rather than engaging only with decontextualised 
theoretical models, students get a more rounded perspective from being 
able to learn from real world experience, while at the same time benefit-
ting their employers (Harris et al. 2013). Some lack of confidence in such 
an approach comes from the established link between the academic disci-
plines and quality assurance of knowledge production. However, as 
Gibbons et  al. (2000) state, disciplinary boundaries matter far more 
inside the university than outside it, and their distinction between Mode 
1 and Mode 2 knowledge indicates that transdisciplinary knowledge is 
different but not by definition inferior. It could be argued that, in having 
to engage with the different epistemological assumptions which underpin 
research approaches in order to appreciate transdisciplinary research, stu-
dents get a broader picture of how knowledge production works within 
the academy. This supports them in gaining a more critically evaluative 
perspective on knowledge claims more generally—an important skill in 
today’s information rich environment. Moreover, it is recognised that the 
pace of change of social and technical knowledge is such that future career 
success will ‘depend less on having great swathes of technical knowledge than 
on having creativity and strong interpersonal skills’ (Susskind and Susskind 
2017). This greater flexibility which will be required in approach to 
employment may be one of the reasons that the Institute for the Future 
(2011), when listing future work skills includes: transdisciplinarity, social 
intelligence and adaptive thinking. Such generic capabilities will be 
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necessary to support graduates in the future ‘need for self-management, 
reinvention, and knowing how to manage life transitions’ (Hopson 2009). 
Shulman (2005) points out that ‘professional education is not education for 
understanding alone, it is preparation for accomplished and responsive prac-
tice’, and that a crucial aspect of professionalism is the ability to make 
judgements in a context of uncertainty. Negotiating the parameters of 
their project and access to the required resources offers students the 
opportunity to practice such judgements.

Serrat (2017) claims that the ability to convert intellectual and social 
capital into novel and appropriate things is now the ‘critical organisa-
tional requirement of the age’ and it is recognised that flexibility and cre-
ativity will be required to negotiate a future which is unclear. The wide 
literature on innovation and entrepreneurship, supplemented by that on 
intrapreneurship, indicates the extent to which new ways of approaching 
things are seen to be fundamentally important. Both entrepreneurship 
and intrapreneurship are individual enterprises and rely on the commit-
ment and engagement of those concerned. Amabile and Pratt (2016) 
point out that people are most creative when they are primarily intrinsi-
cally motivated. Students who undertake work-based projects have com-
mitted themselves to higher level study, and are enthused by gaining the 
insights provided through a direct relationship between theory and prac-
tice—they have the kind of psychological ownership of their project 
which is a necessary aspect of intrapreneurship. Seshadri and Tripathy 
(2006) argue that supporting and encouraging intrapreneurship plays a 
key role in keeping employees motivated and open new avenues for cre-
ative innovation which benefits the organisation. It could therefore be 
claimed that work-based project based on Mode 2 knowledge and trans-
disciplinarity offer a direct and responsive contribution to organisational 
innovation.

It is recognised that widescale adoption of the approach outlined above 
may not be feasible or desirable. However, the case is made here that this 
mode of knowledge production offers a valuable complement to the more 
established disciplinary approaches. Knowledge use in practice is funda-
mentally affected by the context in which it is applied, and transdisci-
plinary knowledge production leads to results which are both transient 
and highly contextualised (Gibbons et  al. 2000). The results do not 
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directly contribute to building disciplinary knowledge and research. It 
could be argued that Mode 2 knowledge is therefore more appropriate for 
practice because whereas ‘science assumes a world of stable, unchanging, 
quantitative fact … practice assumes a world of mutable, transient fact’ 
(Oakeshott 1985). Moreover, as Derrick (2020) points out, the require-
ment in practice is for inherently provisional knowledge, i.e. for knowl-
edge which is sufficient for present practical purposes.

Using a pedagogy for research methods which is based on transdisci-
plinarity and Mode 2 knowledge introduces students to a range of per-
spectives which enables them to consider their workplace context in new 
ways, leading to innovative proposals for change. Such changes are small- 
scale and their impact is contextualised in the organisation of which the 
student is part, yet the changes are immediate and of direct benefit to 
those outside the academy. The recognition of such research as part of the 
academy’s research and public engagement activities could help offset the 
critique that the current emphasis on international research excellence as 
evidenced through the usual academic indicators—for example, journal 
citations, patent registrations etc.—leads to a neglect of social and eco-
nomic issues which are more relevant to local communities. It could also 
stimulate a discussion which recognises the specificity of institution- 
based knowledge, while opening up a dialogue between academic knowl-
edge and other forms of knowledge across a range of constituencies, 
including that of work-based practice in context (Avis 2003).

However, current approaches to identifying and measuring knowledge 
creation and innovation within the academy cannot accommodate the 
kind of activity which is dispersed and relatively fluid. The result is that 
small scale ‘local’ research in context which supports innovation and 
which has an impact which is immediate and of direct benefit outside the 
academy is currently overlooked.
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16
Professionalisation and Identification 

in UK Higher Arts Education

Sarah Scarsbrook

Abstract This chapter frames the relationship between UK Higher Arts 
Education (HAE), government policy, and the emergence and mainte-
nance of professional pedagogies in creative education. Its focus is on 
art schools and artists’ experiences and views of their fine art education 
and professional curricula. This has been developed from my 2021 
study Artists and The Art School which investigated a 30-year period 
between 1986–2016 in London art schooling. In section one, I discuss 
the socio- political history of UK art schools, focussing on significant 
cultural and higher educational policy that shaped the adoption of pro-
fessionalisation in creative pedagogical activity alongside the institu-
tionalisation of art schooling. In section two, I define the parameters of 
the arts as professions and artists as professionals, situating the role of 
professionalisation in UK HAE today. Finally, section three details 
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artists’ experiences and views of skilling and professional development, 
as well as considering how artists’ form professional identities through/
against this.

 Introduction to Professionalisation: Policy 
and Pedagogy

According to Houghton (2016) six distinct art and design pedagogical 
models have existed across Europe, including in the UK. They are; the 
Apprentice (circa European Middle Ages), the Academic (circa Italian 
Renaissance), the Formalist (circa 1900/60s), the Expressive (circa 
1950/60s), the Conceptual (circa 1970s onwards) and finally, the 
Professional Curriculum (circa 1990s onwards) (ibid.). Some models 
have left indelible marks on today’s fine art teaching in the UK, includ-
ing; from the Apprentice Curriculum, the masterclass (Newall 2019); 
from the Academic Curriculum, the traditional life drawing room and 
the notion that being an artist ‘is not fundamentally about practical skills, 
but something of higher value, status and even calling’ (Houghton 2016: 
110); from the Expressive Curriculum, leaving students ‘to express them-
selves and develop their talent’ (ibid.: 113); and from the Conceptual 
Curriculum, the emphasis on process and critical theory (ibid.: 
114–115). Some of these claims can be critiqued, such as access to for-
mal and technical skilling, and that the notion of talent is contingent 
on varying degrees of capital that students have at their disposal affect-
ing development (Bourdieu 1986; Banks 2017). Nonetheless, the pres-
ent Professional Curriculum is understood to embody many of these 
elements, as well as being deeply interconnected with government 
agendas. Below, I outline this history of UK art schools and the policies 
that have formed them, discussing influential political ideologies and 
the interrelation of changing pedagogical paradigms that have together 
shaped the Professional Curriculum.
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 Art Schools 1760–1960

UK Art schools have endured strong ties with political agendas since their 
inception. The primary aim of the first government schools, those of 
Edinburgh’s School of Art and Design in 1760, London’s Royal Academy in 
1768, and later, in 1837, the Government School of Design, today known 
as the Royal College of Art (RCA), was to plug a deficit in skilled British 
designers to compete in these industries with Europe (see Strand 1987). 
These schools fulfilled a role by inscribing standardised styles, producing 
generically skilled useful graduates to compete in the design and manu-
facturing economy. While perhaps a seemingly bygone purpose, it is not 
too different from today’s creative education and its’ instrumental posi-
tion provisioning access to the cultural and creative industries (CCIs) 
(McRobbie 2011; Banks and Oakley 2016). Nor, when contemplating 
the art school’s role as an organisation of the institutions of both educa-
tion and art, the latter described as the ‘art machine’ that includes, ‘arts 
schools, galleries and dealers, art critics, auction houses, fairs and art events, 
(private and public) collectors, and museums’, which act as an ‘interlocking 
framework of legitimation’ (Rodner and Thompson 2013: 16).

Until the mid-twentieth century, the cornerstone of the UK’s original 
art schools were the exacting standards required of students in drawing 
the ‘“accurate” representation of the visible world’ through compulsory classes 
in ‘figure drawing, modelling, still life and pictorial composition’ (Lord 
c.2008). Elsewhere, vast pedagogical changes were occurring in creative 
education in Europe and North America.1 In particular, the influence of 
the Bauhaus movement, which began in Germany in 1919, was trans-
forming the entire pedagogical/conceptual framework and outputs of art 
education with its Modern formalist approach that instilled ‘abstraction, 
performance and material experimentation’ (Thorne 2019) over stan-
dardised representational techniques. The Bauhaus closed down in 1933, 
curtailed by Nazi demands (ibid.), and some say under ‘the pressure of its 
own contradictions’ (De Duve 1994: 23), perhaps alluding to its desire to 

1 The USA’s Black Mountain College (1933–1957) was an influential art school with an avant-
garde approach, which rejected ‘rote learning’ and embraced minimal structure, influenced by the 
Bauhaus (see Newall 2019: 91).
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free art education from the rigidity of the academy yet simultaneously 
instilling rigorous rules that governed formal art making (Newall 2019: 
p. 75). Nevertheless, its influence persisted through Bauhaus artists work-
ing in exile from Nazi Germany elsewhere (Malherek 2018), and it rip-
pled throughout HAE in the UK. It was seen as the only coherent rival to 
the ‘old academic model’ (De Duve 1994, p. 23), and though its lasting 
effects are contested for having only a ‘residual influence that it once had’ 
(Llewellyn 2015, p. 17), many accept it still influences creative pedago-
gies today (Orr and Shreeve 2018; Newall 2019).

It’s ripples certainly encouraged the policy reforms implemented 
through the First (and Second) Coldstream Reports of 1960 (and 1970 
respectively), which transformed UK HAE. The two reports were devised 
by artist and educator Sir William Coldstream, who was both chair of the 
National Advisory Council on Art Education (NACAE) and Principal of 
Fine Art at The Slade School of Art, one of the UK’s oldest art schools, 
established in 1871, and notably existing within the university frame-
work as a collegiate of University College London. Independence and insti-
tutionalisation are prominently debated contexts of art schools 
underscoring discussion on professional pedagogies, which I situate fur-
ther shortly. The reports profound shift for HAE emphasised giving ‘a 
good deal of freedom to art schools within the limits of a single framework’ 
(Coldstream, cited in Strand 1987, p. 213). While liberating art schools 
to devise their own pedagogies was a main aim, the new HAE policies 
also academicised the schools who sought more intellectual students for 
the new fine art courses they established. This was achieved through 
implementing tougher entry requirements, including needing five ‘O’ 
Levels,2 plus the establishment of an extra tier of study in the Foundation 
Course3 (or Diploma in Art and Design/Dip.AD), which had to be 
passed to attend. As well, compulsory History of Art and Complementary 
Studies were introduced, equating to 15% of student marks achieved 
through the introduction of written papers and specific classes conducted 

2 The GCE ‘O’ Levels, or General Certificate of Education ‘Ordinary level’ was the secondary 
school qualification for compulsory education in the UK, the GCSE (General Certificate of 
Secondary Education) replaced this in 1988, and is still used today.
3 The Foundation Course is a one-year Diploma course required for entry onto most art and design 
undergraduate degrees in the UK.
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by accredited teachers (Banks and Oakley 2016), changing the landscape 
not only for students but for teachers too. These new systems sought to 
bring arts courses in line with other disciplines in universities (Strand 
1987), understood to have been influenced by Coldstream’s position as 
professor at an art school that already existed within a university 
(Massouras 2012). Raising visual art’s academic credentials met the goal 
of disassociating it from its historical alignment with the trades. The last-
ing influence of the Coldstream Reports is widely considered to have 
brought the most substantial change to HAE of any reform before or 
since (Beck and Cornford 2012; Massouras 2012; Banks and Oakley 
2016; Willer 2018). It also had an accumulative institutionalising effect 
on art schools, which I discuss next alongside professionalisation, and 
influential political ideologies and policies administered since.

 Political Ideologies 
and Professionalising Policies

The Coldstream Reports of 1960 and 1970 have been considered main 
progenitors of professionalised pedagogies in UK art schools (see 
Massouras 2012). The liberalising and academicising effects these policies 
had on the new courses are certainly part of the historical professionalis-
ing of art and design pedagogies. However, to fully understand art school’s 
Professional Curriculum (Houghton 2016) of today, recognising the influ-
ence of political contexts and policy objectives of the latter half of the 
twentieth century is also necessary. Many overlapping factors have con-
tributed to the professionalisation, and interconnected institutionalisa-
tion, of art schooling. The most predominant is the overarching and 
successively maintained neoliberal political ideology of UK (and many 
international) governments since the 1970s. In the UK, this was initially 
fostered through an allegiance between the then US President Ronald 
Reagan and UK Prime Minister Margaret Thatcher, who together insti-
gated the ‘privatisation, deregulation, financialisation and globalisation’ 
(Radice 2013) of the public sector, and according private ones (i.e. bank-
ing and finance), that became the central tenets of neoliberalism. Later, 
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during the 1980s and 1990s, under successive Conservative (1979–1997) 
and New Labour (1997–2010) governments, even while some dispute 
the latter’s policies as distinctly neoliberal (see Hill et  al. 2013; 
Hesmondhalgh et  al. 2015), the dominant ideology was continued 
through the initiation and embedding of New Public Managerialism 
(NPM). The mission behind NPM was to impose the ‘values, structures 
and processes of private sector management … upon the public sector’ (Radice 
2013: 408), some say enforcing ‘brutalistic, finance-driven, authoritarian 
forms of management’ (Hill et  al. 2013: 60) on public services. This 
included higher education, shaping its steady privatisation, embedding 
an ‘audit-culture’ (Radice 2013: 413) through ‘increased forms of surveil-
lance and control’ (Hill et al. 2013). In addition, in 1999, the Bologna 
Declaration (EHEA 1999) standardised EU member’s higher education 
policies and practices into a three-cycle system of BA, MA, and Doctorate 
programs. Signatories, including the UK, agreed to adopt a system of 
comparable degrees. This is considered part of ‘a coordinated strategy to 
place higher education in the service of economic growth and global 
competitiveness’, in line with neoliberal expectations. These key situa-
tions have all influenced the centralisation of art education’s management 
and its institutionalisation.

For art schools, though alignment with fulfilling government needs 
began much earlier, the slippage towards institutionalisation, as discussed, 
had begun in the 1960s with Coldstream’s academicising reforms that 
aligned art and design education with other disciplines of the university. 
Then, in 1965 another significant transformation occurred with the dawn 
of the Polytechnic Era (Llewellyn 2015). This saw the extensive restructur-
ing of UK higher education with the establishment of seven new univer-
sities and thirty polytechnic colleges between 1968 and 1973 (Pratt 
1997). The polytechnics were formed by merging local technical colleges, 
existing art schools, and other colleges together. The impact on indepen-
dent art schools4 was significant, reducing their numbers by absorbing 
them into umbrella institutions. This move essentially cut ties (and 
funding) with local authorities and moved towards a centrally funded 

4 Until that time art schools had remained relatively independent as local authority funded colleges, 
but with significant autonomy from central government’s HE policies (Beck and Cornford 2012).
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(and governed) set up that imitated universities (Pratt 1997: 303). Amid 
these changes came resistance however. In 1968 a rebellion broke out in 
the UK art schools5 against these and previous art educational restruc-
tures. A wave of art school protests and ‘sit-ins’ (ibid.) emerged, beginning 
at London’s Hornsey School of Art. The students were frustrated by a 
perceived ‘lack of relevance to contemporary society, limited or even inade-
quate facilities, and distant, inaccessible management and decision-making 
processes’, and opposed ‘new course structures and requirements’ (Lyon, 
c.2008), particularly the entrance qualifications implemented through 
the Coldstream Reports. Their central aim was ‘to set the terms of their own 
education’. However, in 1992, more changes came which would chal-
lenge this, as the Further and Higher Education Act (Great Britain, DfE 
1992) was implemented. This initiated the University Era (Llewellyn 
2015), which swiftly condensed polytechnics into universities, diminish-
ing the number of independent art schools further as they became col-
leges or departments of universities, advancing their entrenchment within 
the institution of education as a result (Harvey 2012). The substantial, 
and probably irrevocable, changes of this period for UK art schooling are 
striking when considering that in 1959 there were 180 independent art 
schools, and by 2012 this had depleted to around a dozen (Beck and 
Cornford 2012), the rest had been culled, absorbed, or institutionalised 
through the University Era.

In combination these policies institutionalised UK HAE.  The sub-
sumption of art schools into universities meant the structures and poli-
cies of the university would permeate art schools as part of legitimisation 
processes of institutionalisation (Lammers and Garcia 2017: 199–200). 
The universities’ ‘social processes, obligations, or actualities [could] take on a 
rule-like status in social thought and action’ in the art schools, ‘driven as 
much by external forces as functional requirements’ (ibid.). It raised deep 
concerns that HAE would become ‘subject to the same kind of generalising 
academic and professional pressures that have always been applied in the 
governance of university subjects’ (Thomson, 2005, cited in Beck and 

5 This occurred among wider socio-political unrest in 1968, most notably in Paris, where protesters 
challenged the ‘conservative establishment’, opposed ‘the negative impact of industrialised work 
processes’, and demanded ‘more effective participatory democracy’ (Lyon, c.2008).
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Cornford 2012: 63). Indeed, a new set of policies (and pressures) were 
applied to universities throughout the late 1990s and 2000s, felt in the 
art schools that were now faculties and departments in these institutions. 
These included New Labour’s introduction of tuition fees in 1998 of 
£1000 per year. Subsequent rises have continued, increasing to £3000 per 
year in 2003 (New Labour), £9000 per year in 2012 (Conservative-
Liberal Democrat Coalition), and to £9250 per year in 20176 
(Conservative). The discrepancies paid by artists I have studied (see 
Scarsbrook 2021), range from those who attended art school in 1989 and 
paid nothing (plus received material stipends from local authorities), to 
some who, by 2016, paid £27,000 for their fine art education. This high-
lights the sharp increase in the cost of higher education, resonating with 
injustices linked to decreased attendance of working class or disadvan-
taged students, particularly in creative subjects (see Banks and Oakley 
2016; Banks 2017).7 Also notable is the shift towards the individual stu-
dent paying for their education, rather than this being supported through 
taxation.

Further pressures on universities, and institutionalised art schools, 
came in 1999/2002 with government employability agendas (Great 
Britain, DWP 2002). These have defined the vocationalisation of higher 
education, based on the reasoning that, ‘given the substantial public invest-
ment in university students, it is particularly important that they are employ-
able upon graduation’ (Rt. Hon. Gordon Brown, Chancellor of Exchequer, 
1999, in Smith et al. 2000: 382). The development and delivery of ‘the 

6 Tuition fees continue to be reviewed. In May 2019 the Augar Report recommended decreasing 
tuition fees to £7500 per annum, reintroducing maintenance grants for disadvantaged students, 
and increasing repayment plans to 40 years (ibid.), meaning, in real terms, more interest would be 
paid. It received criticism for being most damaging for arts courses (see Wright 2019), for not 
considering student housing costs (see Kingham 2019), and for not offering robustly supported/
financed delivery of lifelong learning (see Callender 2020). In 2022, The Lords Committee recom-
mended it be reviewed, stating it ‘did not take a holistic approach to the funding of universities and 
made no attempt to assess the potential impact of its recommended changes on the funding of 
research in universities’ (UK Parliament 2022).
7 Of artists I have studied, those identifying as working class doubted their financial capacity to 
attend art school now (Artists P3, P10, and P9 cited in Scarsbrook 2021). They felt students are 
consumers/customers of education today (Artists P3 and P5 cited in Scarsbrook 2021), contradict-
ing government predictions upon introducing fees that stated, ‘we do not believe that students will 
in the future see themselves simply as customers of higher education but rather as members of a 
learning community’ (Dearing 1997: 64).
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individual’s employability skills and attributes’ (McQuaid and Lindsay 
2005) became paramount as work-ready graduates were (and still are) 
anticipated to slot into the according industries that (notionally) await 
them. Employability and enterprise policies have been exposed as an 
unscrupulous and transparent mechanism to ‘ensure that [governments] 
and the banks are repaid [the student debts]’ that are a ‘financial condition 
for entrance into higher education’ (Federici 2017). They are linked to dis-
proportionate marketisation and unsustainable expectations of higher 
education in provisioning the work force, seen as especially unfeasible for 
creative subjects (Smith et al. 2000; Mason et al. 2006; Wheelahan 2010; 
Belfiore and Upchurch 2013). There are considerable difficulties for sub-
jects like fine art in preparing/skilling individuals ready for artistic 
‘employment’, as well as somehow measuring that, when employment 
itself is indeterminate for many art school graduates.

Measuring taught and applied employability skills have become 
demands placed on art schools within universities, since a series of perfor-
mance assessments were launched following the employability agendas. In 
line with NPM’s instilling of competition through the generation of com-
parable datasets, the aim has been to evaluate the effectiveness of institu-
tions and specific courses, and then pit them against one another. This is 
achieved through synchronising data from the National Student Survey 
(NSS8), the Research Excellence Framework (REF9), and the Teaching 
Excellence Framework (TEF10), introduced in 2005, 2014, and 2017 
respectively. The metrics from these are compared against data gathered on 
graduate employment. Furthermore, since 2017 institutions can raise 
tuition fees in line with inflation (Universities UK 2022) according to the 

8 NSS gathers ‘feedback from final-year undergraduate students about the quality of their course 
experience’. While ‘helping applicants to make informed choices of subject, program and institu-
tion’ and contributing ‘to public accountability for teaching’, it is criticised for producing generic 
results attributable to its inability to account for institutional differences (ibid.: 50). It has been 
boycotted by students for its role in tuition fee increases.
9 REF assesses ‘the quality of research in UK higher education institutions’ (REF 2021). However, 
in valorising only a ‘narrow model of research’ it is condemned as a ‘an instrument of neoliberal 
governmentality … designed to force institutions to compete for finite amounts of public money’.
10 TEF consists of three measures: ‘teaching quality, including student satisfaction; the institutional 
environment in which students learn; and student outcomes, including the performance of under-
represented groups’ (Gunn 2018).
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results of these market driven audits. Under the alias of providing students 
with ‘choice’ (Great Britain, DfE 2017) by supposedly ‘placing students at 
the centre’ (Gourlay and Stevenson 2017: 391), there are deep concerns 
these methods could ‘fundamentally alter the market viability of certain uni-
versity courses’ (Morris 2017, cited in Kenning 2018: 3). Fine art courses 
are particularly vulnerable, because employment outcomes are exception-
ally difficult to trace when artists’ working lives are known to be complex, 
often precarious, and insecure (Gill and Pratt 2008; Hill et  al. 2013; 
McRobbie 2016). That artists’ employment patterns cannot be sufficiently 
measured means the data is unreliable and works against HAE in an audit-
driven educational climate. Moreover, since the advent of tuition fees, the 
creation of student-customers/consumers has been widely criticised as 
damaging and unfair (Bishop 2012; Tomlinson 2014; Bunce et al. 2017), 
whereby situating artist- students11 in a ‘student-as-rational-investor model’ 
becomes a “seriously ‘bad bet”’ (Kenning 2018: 2). This has placed unreal-
istic expectations and transactional values on arts education, students, and 
teachers. However, it is easy to see how the Professional Curriculum is pre-
vailing, and those planning HAE courses have found it increasingly neces-
sary to instil professional practice as core curricula activity, certainly since 
the educational reforms and political ideologies of the 1960s and 1970s, 
and absolutely against the backdrop of the past thirty years. The timeline 
below (Fig.  16.1) presents an overview of the events and policies dis-
cussed above.

 Current Perspectives, Acceptances, 
and Alternatives

In contrast to HAE’s challenges I present above, more optimistic outlooks 
on the allegiance of art schools and universities also exist. Banks and Oakley 
(2016: 2) see that ‘many precarious institutions appear to have had their lives 
extended by becoming absorbed into singular or federal partnerships within the 

11 I borrow the term ‘artist-student’ from Buckley and Conomos (2009: 6), who use this when refer-
ring to ‘artist-teachers’ and ‘artist-students’ in highlighting that those in art schools, whether educa-
tors or students, are/see themselves as artists.
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Fig. 16.1 Timeline of influential policies on UK Art Schooling

university system’. Others suggest, that though it is thought art schools have 
compromised to fit into the academic confines of the university, the univer-
sity is also learning about and accepting new forms of practice-based 
knowledge from art schools that ‘helps stretch university ideas about what 
counts as knowledge’ and ‘has relevance across the disciplines’ (Orr and Shreeve 
2018, p.  157). With practice-based research having been recognised by 
REF (ibid.), a cynical perspective might conclude it resembles another co-
option of knowledge to be measured, benchmarked, and marketised under 
neoliberal ideologies. Nevertheless, other benefits are suggested, such as 
that ‘art school staff have had to articulate to others, which has helped them 
understand the nature of their pedagogy and practices’, leading to ‘more litera-
ture about creative, studio-based pedagogy that can be shared more widely’ 
(ibid., p. 156), and that the justification of these practices has meant they 
‘have become more rigorous’ (ibid.).

It could appear from this that art schools have accepted their fate under 
the University Era (Llewellyn 2015), that some operating within the insti-
tution (teachers, students, curriculum developers, critics) have stopped 
challenging the systematic marketisation of art education, and the 
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concomitant entrepreneurialisation of art practice. Indeed, in 2009, some 
arts educators were still demonstrably torn, asking, ‘should the art school 
turn itself into a monastery that protects students from the evil forces outside 
or should it invite the market in and become a kind of lively bazaar?’ 
(Birnbaum 2009: 238). In contrast, more recently, other arts educators 
seem more convinced, instead asking, ‘how can we capitalise on the oppor-
tunities that a more entrepreneurial approach to HE provides for students, 
staff, academic institutions, communities and the wider cultural and creative 
industries sector?’ (TCCE 2019). These differing positions demonstrate 
wider acceptance and absorption of employability and enterprise as deliv-
erable outcomes of HAE. Some art school’s complicity in this can be seen 
in their coordinating and hosting conferences that directly aim to embed 
employability and enterprise agendas12 (see CHEAD 2015, and TCCE 
2019). In leading the discussion on this, these art schools interlock this 
agenda into their pedagogies, embedding an entrepreneurial ideology 
into their brand identities, and the identities of their students. Indeed, 
the ‘entrepreneurial ethos’ entrenched through employability policy and 
professional curricula, ‘offers more than career and professional sustainabil-
ity advice: it targets student subjectivity itself’, influencing ‘attitudes and 
forms of behaviour thought likely to advantage the individual within 
established, competitive market conditions’ (Kenning 2018, p.  4), a 
notion I return to later through discussion around skilling.

The picture described above characterises art schools as functional and 
compliant organisations, that have experienced much adversity in their 
incorporation into universities in the neoliberal era. There are studies, 
however, that emphasise art schools within universities can take ownership 
of pedagogical design despite the regulations imposed by policy (Crippa 
2014). Other ways of dealing with the hyper-marketisation and audit-
driven culture of HE can be seen in the current bloom of alternative art 
schools that are non-accredited and independent from the demands faced 
by HAE (for example: Open School East (2020), The Other MA (2020), 

12 The 2015 conference What is the Point of Employability in Art and Design? (CHEAD 2015) was 
hosted by Chelsea College of Arts for art and design educators/curriculum developers to discuss 
how to embed enterprise and employability at the core of creative education (ibid.). In 2019, the 
Culture Capital Exchange Creative Entrepreneurship Forum was co-organised by UAL colleges 
Camberwell, Chelsea, and Wimbledon Colleges of Arts (CCW), to discuss ‘the coming together of 
academic life, enterprise and entrepreneurship’ (TCCE 2019).
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School of the Damned (2020), Islington Mill Academy (2020), Fairfield 
International (2020), and AltMFA (2020)). Alternative models embed 
‘pedagogical practices as art practice or artist-driven education’ (Kalin 2012: 
43), or ‘art-as-pedagogy’ (Bishop 2012). However, mostly, what remains is 
arts’ and art education’s entanglement with institutionalisation, profes-
sionalisation and entrepreneurialisation, which I consider next as I outline 
the arts’ and artists’ relationships with professions and professionalism.

 Visual Arts as Professions and Artists 
as Professionals

It could be that the arts (and artists) have been institutionalised since 
becoming a profession, and not necessarily vice versa as positioned above. 
Indeed, theorists of New Institutionalism13 suggest that ‘professions are 
institutionalized occupations’ (Abbott 1988, in Lammers and Garcia 
2017: 197). In this section, I consider this as I outline a historical context 
of the professions, the arts as a profession, and artists as professionals. 
After, I define the current situation of visual artists’ professional and pro-
fessionalised identities in relation to HAE and the neoliberal backdrop, 
and outline a working definition of artists’ professional identities that are 
shaped by professional pedagogies.

 The Arts and the Professions: Parameters 
and Participation

The professionalisation of visual arts practice in UK art schools is considered 
‘an increasingly significant component of higher education study in the UK’ 
(Kenning 2018: 1). It is also considered the ‘enemy of the arts’ (Saltz, 2003, 
cited in Daichendt 2012, p.  25), because the newly ‘professionalized 

13 New Institutionalism is defined by ‘the symbolic role of formal structure (rather than on the infor-
mal organization)’ (Lammers and Garcia 2017: 199) in which the organisation is ‘constituted by 
the environment in which it was embedded’. It is distinct from Old Institutionalism, which ‘focuses 
more on specific organizations than on environments’ (ibid.: 198).
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discipline … values the intellectual and the philosophical over the craft and 
technical origins of art education’ (Daichendt 2012, p.  25). This rhetoric 
implies the recent professionalisation of the arts and artists. However, within 
this, the meaning of ‘professional’ needs defining (or redefining), because the 
arts have been recognised as a profession and artists as professionals in a 
European context, according to Durkheim (1957), since medieval and pre-
historic times. Ancient craft guilds of Rome (around 600 BC), initiated 
under King Numa (715–673 BC) and later in the time of Cicero (106 BC), 
thrived as training and organising bodies of professional arts (ibid.: 17). One 
British guild, The Worshipful Company of Goldsmiths founded in twelfth cen-
tury London, formed Goldsmiths Technical and Recreative Institute in 
1891, becoming Goldsmiths College in 1904 under University of London, 
and establishing Goldsmiths School of Art that still exists today. The arts 
have seemingly sustained their position as a profession since the guilds 
(Freidson 1986: 54), barring fluctuations in historical documentation 
between the 1300s and 1700s (Prest 1987), during which most professions 
were ‘somewhat overlooked’ because they ‘largely served and were recruited 
from the gentry and nobility’ (ibid., p. 8). I continue to discuss access to pro-
fessional participation shortly, however, the arts resurface again as profes-
sions in the 1800s through the Arts & Crafts guilds.14 But, by the end of 
that century, debate was emerging over whether Architecture, the founding 
discipline of The Art Worker’s Guild, a major professional organisation for 
artists and craftspeople, was a ‘Profession or an Art’ (Stamp, c.1975). This 
question has continued to be asked of the arts in varying degrees since.

During the First Industrial Revolution (c.1760–1840),15 the ‘profes-
sional classes were coming of age’ (Donkin 2001: 106). The status of profes-
sionals (skilled labour) was being pit against the industrialists (unskilled 

14 These guilds originated through the UK Arts & Crafts movement (c.1860s–1920s), led by artists 
John Ruskin and William Morris. In reaction to ‘the damaging effects of industrialisation’ and ‘the 
relatively low status of the decorative arts’, they reformed ‘the design and manufacture of everything 
from buildings to jewellery’.
15 In the UK, the First industrial Revolution (c.1760–1840), moved from agrarian and crafts-based 
economies to coal and steam powered manufacturing and industry (White 2009). The Second 
Industrial Revolution, (or Technological Revolution) (c.1860–1940), was epitomised by chemical 
synthesis of materials and mass-manufacture technologies enabled by the factory. The Third 
Industrial Revolution (c.1960–2000) is categorised by IT and electronics, nuclear power, and 
robotics (Schwab 2018). Today, the Fourth Industrial Revolution encompasses digital, the Internet 
and Smart technologies (ibid.).
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labour) who were usually uneducated, whereas professionals had ‘the ben-
efit of classical education’ (Donkin 2001: 105). At this point, being edu-
cated became a prominent defining factor of the professions, separating 
professionals and amateurs. Another crucial change for professional 
parameters and participation was significant democratisation after 
England’s 1832 electoral reforms that opened up professional careers to 
the middle classes (Larson 2013 [1977]). Along with education this posi-
tioned ‘merit against birth and patronage’, initiating ‘a novel possibility of 
gaining status through work’ (ibid., p. 5 original emphasis). Considered a 
‘great transformation’ (Polanyi, 1944, cited in Larson 2013 [1977]: xvi), 
another came at the turn of the twentieth century, which shifted the 
entire socio-politico-economic landscape towards a market economy that 
was ‘dominated by the reorganisation of economy and society around the 
market’ (Larson, 2013 [1977], p. xvi), which ‘the professions could hardly 
escape the effects of’ (ibid., p. 9). These changes significantly impacted who 
could become a professional. Similarly, today’s political ideology of neo-
liberalism continues to influence access to the professions, especially 
through constricting access to higher education (Burke et al. 2015), that 
is a common route into creative careers.

Education and access are still markers and hurdles separating profes-
sionals and amateurs. Pay is also a factor. Today’s professionalism, for 
artists and more widely, is tightly interwoven with the neoliberalised abil-
ity to centralise remuneration, coupled with the ability to brand and mar-
ket oneself to meet the dominant (free market) economy demands. A far 
cry from the vulgar and ‘grubby’ notion of ‘commercial transactions’ and 
‘receiving money directly from clients’ (Donkin 2001: 105) that profes-
sional classes of the nineteenth century would stoop to. Mostly, profes-
sionals, including barristers, lawyers, or the clergy, did not ‘extend their 
hands for payment’ (ibid.). Artists were also exempt from this, being sup-
ported by patrons of the church or monarchy. I note the historical exis-
tence of professionals’ condescension of the vulgar business-end, and 
artists’ patronage, because of its relevance to artists who have experienced 
and attempt to reject these kinds of professionalising effects of art school-
ing (Scarsbrook 2021). The vulgarity of the business-end attested to by 
artists (ibid.) may well signify a traditional professional stance of not 
wanting to be involved in those dealings, as well imbricating historical 
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and somewhat mythologised ideals of patronised and supported artists, 
notions which can disrupt professional pedagogies. Next, I situate changes 
in professionalism and the dynamics that have shaped it.

 Professions and Professional(ised) Identities

While the arts have been considered professions for centuries, what con-
stitutes a profession, and a professional individual or artist, has signifi-
cantly altered, shifting with changing social and political paradigms. In 
sociological (Macdonald 1995) and cultural policy (Paquette 2012) 
accounts of the professions, different schools of thought have attempted 
to define what a profession, being a professional, or having a professional 
identity means. Modern sociological mapping begins with the function-
alist’s (Parsons 1939, 1964; Durkheim 1957; Wilensky 1964) definitions 
of the early to mid-twentieth century, who claimed the professions had a 
rigid set of traits, and compiled lists of qualities for the ‘ideal-typical pro-
fession’ (Macdonald 1995: 3). However, these parameters are now con-
sidered narrow and restrictive, such as distinguishing professions by 
formal ‘technical knowledge’, ‘professional norms’, regulatory ‘associations’, 
and ‘monopoly of the practice’ (Paquette 2012, p. 4). Professional identities 
were related to a ‘function of prestige’ (ibid., p. 5), which though might be 
still inherent, is not all they are. Later, the interactionists (Becker 1963; 
Freidson 1986), from the 1960s onwards, repositioned the professions 
within a broader ‘cultural dimension’ as ‘ritualised social behaviour’ or ‘sta-
bilized social practices consistent with the pressures of a given social world’ 
(Paquette 2012, p. 5). They centralised the ‘inner life’ (ibid.) of profes-
sionals, engendering the notion that individuals were capable of profes-
sionalising themselves; the term professional became an act. Professional 
identity was foregrounded and became connected to ‘the individual’s 
negotiation between social contingencies of the social world of work he or she 
evolves in’ (ibid., p. 6).

During the 1970s and after, understanding professions incorporated 
understanding power dynamics between institutions. These were recog-
nised as shaping the professions and individuals, who were acknowledged 
as being able to negotiate their professional identities. Larson’s (2013 
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[1977]) theory, the Professional Project, encapsulated this combination of 
social power and collective action as ‘the quest for professional status and 
the strategies that mobilized to gain this status’ (Evetts, 1999, cited in 
Paquette 2012: 7). By that time, art schools were firmly embedded within 
higher educational institutions through the Polytechnic and University 
Eras (Llewellyn 2015), meaning they became more influential as institu-
tions that could shape the profession of visual artists, and significantly, 
artist-students could individually and collectively negotiate professional 
artistic identities through art schooling. More recently, identities (profes-
sional and otherwise) are thought to ‘represent patterns of negotiation 
between an individual’s social aspirations, desires, expectations, and the dif-
ferent forms of socialization one encounters’ (Dubar, 2000, in Paquette 
2012, p.  10). This shift has meant that professional identities can be 
‘inherited, learned, attributed and sometimes rejected by the individuals who 
enter a professional world’ (ibid.), being that they consist ‘of both identify-
ing with and establishing a distinction from certain values and norms’ 
(ibid.). As well, identities are also considered manifold, in that, ‘rather 
than having one fixed version of who we are, we all move between multiple 
identities’ (Silverman, 2007, cited in Butler-Kisber 2018, p.  12). 
Professions and professional identities are consistently in flux due to the 
changing nature of the complex dynamics that shape their existences. The 
political ideologies, changing social and institutional powers, and the 
individual and collective negotiations of identities that create profession-
als and professions I discuss here underlie this.

 Situating Professional(ised) Artists’

In terms of what this means for artists, and in defining parameters of 
what an art schooled professional(ised) artist entails, is that there are 
many negotiations to consider. Such as, first and foremost gaining access 
to the institution/art school; not a simple feat when met with homophilic 
recruitment processes granting entry only to similar others (Banks 2017). 
Further, when access has been granted, navigating professionalising peda-
gogies that embed entrepreneurialism, as noted before, as a ‘potent form 
of self-identification’, entrenching a ‘state of mind’ that ‘merges with an 
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artistic persona’ (Kenning 2018: 9), and operates on the same level as 
self-employment as a thinly veiled fallacy for autonomy (see Ryan 1992, 
and Banks 2010); it is an understandably challenging arena to navigate. 
However, art schools are considered key sites of professional identity 
work (Orr and Shreeve 2018: 81), and given HE (and HAE) responsibili-
ties in delivering employability agendas for specific industries, industry-
related professional identity work could also take place. Though, the 
notion of an industry in which artist-graduates might ‘evaluate their own 
work and behaviour in the context of a work-place environment’ (Paquette 
et al. 2016, cited in Orr and Shreeve 2018: 130), as other professionals 
are considered able to do, seems antithetical and is contested (Bain 2005). 
Rather, for artist-students it is anticipated there are a ‘range of practices 
into which they will establish their own version of art practice or practices’ 
(Orr and Shreeve 2018, p. 130) awaiting them for further negotiation 
post art school.

Ascertaining the outcomes of these negotiations, that might situate 
what an art schooled professional artist is, is a challenge that becomes 
deeply complex. Efforts to delineate the parameters of artists’ professional 
status have been attempted. Some, from a cultural economics standpoint 
(Frey and Pommerehne 1989, in Zanti 2015: 45) suggest eight criteria 
can be considered. These include, ‘time spent’ on and ‘income derived’ 
from artistic work, an artists’ ‘reputation’ and ‘recognition’ among ‘the 
general public’ and ‘other artists’, the ‘quality of artistic work’, ‘membership’ 
of professional bodies, ‘professional qualifications (graduation from art 
schools)’, and the ‘subjective self-evaluation of being an artist’ (ibid.). 
Though these are not unproblematic and difficult to ascertain/evaluate, 
they are broad in range, and crucially, the last measure is asserted by and 
discussed as key to artists I have studied (Scarsbrook 2021). Elsewhere, 
other criteria lists have been developed. For example, Artists’ Union 
England (AUE), an organisation which supports artists’ rights concern-
ing their artistic work and remuneration, has established professional sta-
tus benchmarks that it uses to determine membership eligibility. This 
includes ‘regularly making and exhibiting’ and receiving ‘professional 
grants’, to being ‘featured in an art publication’, ‘represented by a gallery’ or 
having ‘a degree in visual or applied arts at undergraduate, post-graduate, 
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BTEC or Diploma level’ (AUE 2019). However, while many of these 
might be relevant to artists’ working lives, they are object/attainment 
centred. Critically, they do not incorporate the understanding of more 
nuanced attempts, such as Frey and Pommerehne (1989), that profes-
sional identification is also defined as ‘one’s professional self-concept based 
on attributes, beliefs, values, motives, and experiences’ (Ibarra, 1999, in Slay 
and Smith 2011, p.  85), rather than having been commissioned by a 
public institution (another of AUE’s criteria). I believe it remains that, as 
Bain (2005, p. 34) suggests, ‘there are no official prerequisites or credentials 
to distinguish artists from non-artists, professionals from amateurs’, and with 
no ‘clear definitional parameters’ (ibid., p. 26) to distinguish them, it is 
difficult to fully accept criteria lists as defining artistic professionalism 
when melded with the complexities of identification. I propose an under-
standing that artists’ professional identities are flexible, ambiguous, and 
contextual negotiations, certainly influenced by art schooling and profes-
sional pedagogies, as well as being blended through past, present, and 
future identifications (Oyserman et al. 2017). Next, I discuss some of the 
skilling artist- students experience during art schooling through which 
they negotiate these professional identities.

 Skilling

 Skills, Talent, and Pedagogy

The concept of skilling artists is a relatively recent phenomenon (De 
Duve 1994). Art and skills were not always equated with each other, 
rather, art was usually perceived through the lens of talent (ibid.) and 
underscored by artistic myth which decrees artists’ special creative talents 
are preordained, God-given, or mystically ascribed innate traits (Kris and 
Kurz 1979 [1934]; Soussloff 1997; Røyseng et al. 2007). Today, skilling 
is expressed in binary debates which have divided skills into hard vs soft, 
practical vs conceptual (Willer 2018), and, art can vs art cannot be taught 
(Newall 2019). The latter is usually associated with the argument that 
creativity is a fundamental human urge. Accordingly, many advocacy 
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reports deem various practical skills necessary from professional art school 
pedagogies (Slater et  al. 2013; Allen and Rowles 2016; Rowles 2016), 
including networking, preparing CVs, pricing work, and how to fill out 
HMRC self-assessment forms,16 the latter being related to assumptions 
that artists will necessarily become self-employed. This label, seen as ‘a 
category of the tax office, a state-imposed identification’ (Kenning 2018: 6), 
is discerned as distinct from becoming an entrepreneur (ibid.). However, 
both are entangled with artists’ identities. Being self-employed is consid-
ered ‘something artists can maintain as separate from their artistic identity’, 
and being an entrepreneur, as noted previously, is thought to be ‘embod-
ied in a set of behaviours’ which merge with identities at ‘the most intimate, 
subjective level’ (Kenning 2018: 6). Artists’ identities are at stake in these 
debates, given that, art schools also provision a ‘rich source of resources’ for 
‘identity work’ (Taylor and Littleton 2012: 135), and that skilling is 
entangled with this and the anticipation of accepted art-schooled artist 
identities by different ‘art machine’ (Rodner and Thompson 2013) stake-
holders (curators, gallerists, the art world etc.).

Alternative fine art skills, and ways to teach them, have recently sur-
faced in pedagogical theory stemming from art schools/university art 
departments. Suggestions of more equitable pedagogies which encourage 
students to design/regulate personal curricula (Orr and Shreeve 2018), or 
propose students and educators become closer equivalents (Baldacchino 
2015), appear to take identity work into account. Pedagogical impera-
tives centralise embodied knowledge and the development of ‘prosthetic 
pedagogies’ (Garoian 2015) as ways of knowing and being in and through 
the body, and there is acknowledgement of the need to adopt new onto-
epistemological (Barad, 2007, cited in Jagodzinski 2018: 83) modes of 
enquiry, and pleas for the ‘reawakening of curiosity and wisdom’ 
(Jagodzinski 2018, p. 90), felt to have been lost in professional pedago-
gies. This is considered key if artist-students are to ‘fabulate’ in ‘an incom-
possible New Earth’17 (ibid.), enabling art schools to orientate artist-students 

16 HMRC (Her Majesty’s Revenue & Customs) Self-Assessment is the UK system for collecting 
Income Tax and National Insurance from self-employed persons who are legally required to com-
plete this annually to pay their tax contributions.
17 Incompossible refers to that which seems ‘paradoxical but mutually existent’ (Jagodzinski 
2018: 85).
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in the age of the post-human, post-anthropogenic, post-ontological 
Chthulucene (Haraway 2015, cited in Jagodzinski 2018: 83). Though a 
distinctly different approach to considering HMRC form filling, there is 
still some concession to these ideas. Jagodzinski (2018, p. 90) admits, 
whether new modes of enquiry are adopted or not, art educators (and I 
would add, artists) necessarily continue to ‘toil within global capitalism’s 
accounting system’. A notable consideration among others which surface 
when artists discuss their views on professional development, as out-
lined next.

 Perceptions of Professional Development

An extensive discourse exists on professional development in UK HAE, 
centring on both its delivery through embedded or distinct curricula 
(Rowles 2016), and whether professional skillsets for artists exist 
(Ferguson 2009), and can be agreed upon (Birnbaum 2009; Bauer 2009). 
Others question whether artists should be ‘professionally’ developed at all, 
seeing ‘art as a de-alienating endeavour that should not be subject to the 
division of labour and professional specialisation’ (Bishop 2012 p. 3). Such 
views may stem from desires to protect art’s specialness, that is considered 
to hold symbolic market value, or to avoid the further collapse of art and 
artists into commodified products of neoliberalised capitalism attributed 
to professionalisation. It is possibly neither and both, but representative 
of a field in a state of ‘incomplete professionalization’ (Teather, 1990, cited 
in Paquette 2012: 11), encountering ‘contradictory pressures, some pushing 
toward professionalization, others preventing it’ (ibid.). Whether ‘complete’ 
professionalisation is attainable (or desirable) is disputable, however, 
other arguments suggest it is ‘essential to provide a codified professional 
development program as part of a wholesome curriculum’. It is ‘codified’ to 
avoid instrumentalisation through ideas that, ‘“the market” is the domi-
nant way for artists to make a living’, considered, ‘misleading at best and 
completely irresponsible at worst’ and ‘based on a flawed perception of what 
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it takes to sustain a creative life’.18 What is clear, across the debates, is an 
evident distrust of the market, and continuing anxiety over the slippage 
of art education into becoming an incubator for creative industry work-
ers, whose focus is on the production of a commodified art object that 
professional development programmes are feared to exacerbate.

Artists I have studied consistently align professional development with 
unattractive commodification and business practices they preferred not 
to identify with (Scarsbrook 2021). This is echoed in other studies that 
indicate ‘artists do not see themselves as entrepreneurs and regard associated 
business practices as unbecoming’, that they, ‘demand recognition through 
the works of art, but regard sales generated as a result of entrepreneurial 
behaviour as not providing artistic reputation or high-valued standing among 
their peers’ (Wesner 2018, p. 36). Other accounts show artists deliberately 
distinguish ‘“commercia”’ from “personal” work’ (Taylor and Littleton 
2012, p. 26) as ways of maintaining reputations and protecting their art-
ist identities. These concepts are significant when positioning experiences 
of professional development alongside the navigations of artistic identi-
ties that occur through art schooling. It also helps to understand why 
artists often do not recognise skills they take from art school as profes-
sional development, but instead offer them as resistance to acknowledg-
ing being explicitly professionally developed (Scarsbrook 2021).

The pattern of business alignment is apparent when artists define pro-
fessional skills they took from art school as making websites, contract 
writing, and writing a proposal or CV (ibid.). Professional development 
itself is heavily disparaged, and as noted earlier, it was seen as ‘vulgar, to 
talk about the business end ’ that, ‘it was supposed to be … known, magi-
cally. But not actually taught’ (Artist P6, cited in Scarsbrook 2021). This 
artist, who graduated in the 1990s also perceived differences between 
themselves and more recent graduates, claiming art schools ‘now … 
make much more of an effort to teach professional development … we weren’t 
as professionalised … it’s probably gone a little too far into the direction of 
professionalising art students’ (ibid.). They also described having minimal 

18 Louden’s comments come in reaction to the inaugural MFA Fair in NYC, calling itself the ‘link 
between academia and industry’ its purpose is to ‘introduce [the] graduating class to the market’ 
(The MFA Fair 2019) by selling stand space to art schools who in turn sell this to their students.
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classes in professional development, recalling ‘only … one session, for a 
couple of hours’ (ibid.). Its nascence in 1990s art schooling perhaps 
explains this, however, this perception prevailed across artists from dif-
ferent graduate groups in the 1990s, 2000s, and 2010s. A recent gradu-
ate disputed its existence entirely, not remembering ‘any real discussion 
about it’ (Artist P12: ibid.). Others said, ‘it was not explicit’ recalling 
‘there may have been one lecture on the business of art in the third year’ 
(Artist P2: ibid.), and another stated ‘there was never talk about what 
happens next’ (Artist P4: ibid.). Vague recollections of CV support (Artist 
P1: ibid.) and receiving the advice, ‘as long as you’re always thinking about 
your art, you’re still an artist’ (ibid.) were remembered by others. Another 
noted a ‘bunch of workshops’ conducted in ‘some sort of half-ironic way’ 
(Artist P7: ibid.) which was (ironically) considered unprofessional. They 
added they were not interested in how to ‘advertise for myself, or making 
PR for myself ’ (ibid.), rejecting business-like practices. These comments 
made by artist- graduates from London art schools indicate professional 
development was either forgotten, went unnoticed or unattended if 
delivered through specific classes, or was deliberately disavowed and 
disparaged.

These assertions indicate selective self-regulation over professional 
identities, commensurate with other studies that show, ‘knowledge, 
attributes and beliefs’ at art school are ‘taken up or rejected or modified 
to suit previously held positions … in pursuit of the student’s individual 
version of a professional identity’ (Orr and Shreeve 2018, p.  81). To 
protect these identities from being perceived as something considered 
unbecomingly business-like, commodified, and vulgar, artists denied 
having been affected by professional development. Artists situate their 
preferred image of an artist based on imagined possible selves (Markus 
and Nurius 1986), which appears to be one that eschews formal pro-
fessionalisation. Studying under professional pedagogies and under-
taking professional development, or being perceived to have, is 
entangled with artists’ professional identities, and a particular form of 
self-identification.
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 Conclusions

This chapter has outlined key historical moments in the formation of 
professional pedagogies in UK HAE, defining the influential people, gov-
ernments, and their policies that have shaped this. This is acknowledged 
as occurring most significantly since educational reforms in the 1960s, 
and with increasing force under neoliberal agendas during the past thirty 
years. Political ideologies and policies that have affected this are high-
lighted as aligning HAE with government aims, provisioning industry 
with trained individuals; whether plugging deficits in numbers of design-
ers in the 1800s through the establishment of the first art schools, or 
meeting employability and enterprise agendas for the creative indus-
tries today.

The lineage of professionalisation in UK art schools is defined, demon-
strating how they became institutionalised into universities, and how the 
arts as a profession, as well as professional identification, relates to 
professional(ised) artists today. In recognising the interconnected rela-
tionship between professions and institutions, I highlight that the arts 
and artists have historically been considered professions and profession-
als. Additionally, the understanding that professional identities are muta-
ble is notable, and a definition for artists’ professional identities is 
distinguished around this. This encompasses not only social prestige and 
education, but a persons’ sense of professional self- concept, based in past, 
present, and future possible (and impossible) selves (Oyserman et  al. 
2017) that are negotiated through institutions as well as aspirations and 
expectations (Dubar, 2000, in Paquette 2012, p. 10).

Professional development is shown to be a cautiously navigated aspect 
of an artists’ creative education. It is often rejected, in part owing to its 
consistent connection with markets and business practices, but also as 
part of assertions of a professional identity which eschews having been 
professionally developed. These negotiations within creative education, 
as well as alignment with business, employability and enterprise are cur-
rently a mainstay in UK HAE, and appear set to continue under the 
prevailing (and increasingly) Professional Curriculum era.
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17
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Abstract This chapter investigates the disciplinary denials of subjectivi-
ties and pluriversal nature of creative business education, examining the 
interdisciplinary limits of its curriculum produced in response to neolib-
eral crises in business education. While creative business education is 
depicted as an alternative way out to regain the legitimacy of mainstream 
business school education and its dynamism, the programmes often recy-
cle a stance that upholds market values of compliant culture that destroys 
creativity of labour and the criticality of educational process. The chapter 
highlights the continuity and growth of alienation within the interdisci-
plinary praxis of creative business education. It argues against the use of 
language, methods and conceptual narratives of traditional business edu-
cation within creative business education for a radical transformation of 
business praxis that values people, planet and society.
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 Introduction

The business schools are transforming their curriculum to stay relevant 
by responding to the pedagogic and essentialist crisis faced by the compli-
ant culture within business school educational programmes. The failure 
to understand, explain and offer alternatives to the real-world crisis faced 
by the planet and people has forced the stakeholders of higher education 
to change its direction. Therefore, business education is witnessing an 
emerging area called ‘creative business education’. In recent years, interest 
in ‘creative business education’ is growing within business schools, though 
the pedagogic interventions and radical transformation remain tentative 
and superficial. There are different calls to decolonise, decarbonise and 
humanise the curriculums for a sustainable and pluriversal knowledge 
tradition based on reason, science and secularism. The word ‘creativity’ is 
used without giving due recognition to the historical origin of ‘creative’ 
within ‘labour’. It is the workers who are depositories of creativity but do 
not get the fruits of their ‘creative’ power. The ‘creative business educa-
tion’ is misappropriating the term within its promise of ‘interdisciplinar-
ity’ by borrowing its language, methods, theories and concepts from 
different disciplines. Such an essentialist approach reduces the emancipa-
tory abilities of ‘creative business education’ and its praxis as a growing 
knowledge tradition. It also follows Eurocentric traditions of ‘interdisci-
plinarity’ by bring together narrow silos of different disciplines to stay 
relevant and pretend to be different, new and unique.

It is central to reject the performative, Eurocentric and essentialist 
approach to revive ‘the social’ aspects of ‘creative business education’ cur-
riculum where labour gets its due within its pedagogic praxis. The ‘cre-
ative business education’ curriculum needs to develop its own methods, 
language and theories to be independent from the failed promises of the 
traditional business education and its compliant knowledge traditions. It 
needs to address the issues and predicaments faced by people and the 
planet to stay relevant as an interdisciplinary project. This chapter engages 
with debates around ‘interdisciplinarity’ within the context of the rela-
tionship between ‘capital, labour and creativity’. It argues that creative 
business education and its curriculum needs to get away from the 
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cultures around ‘efficiency, productivity and profit’ to a culture of socially 
meaningful business where peace, prosperity and sustainability can flour-
ish, and risk can be minimised for people and the planet.

Historically, ‘interdisciplinarity’ emerged during 1930s (Abbott 2001: 
131–32) to overcome barriers between different subject-based depart-
mentalisations in terms of their languages and methods of seeking new 
knowledge and understanding the world. Philosophically, interdisciplin-
arity is not “a shibboleth or a sign of one’s advanced thinking. Neither is 
it an incantation that will magically solve our problems. Interdisciplinary 
is simply a means. … interdisciplinarity constitutes an implicit philoso-
phy of knowledge—not an ‘epistemology,’ but rather a general reflection 
on whether and to what degree knowledge can help us achieve the peren-
nial goal of living the good life. It is the newest expression of a very old 
question” (Frodeman et al. 2010: xxxii–xxxiii). In this way, interdiscipli-
narity helps to overcome narrow barriers between different knowledge 
traditions. Transcending disciplinary boundaries and converging differ-
ent disciplines, their languages and methods are twin objectives of inter-
disciplinary research.

 Debates Around Interdisciplinarity

Interdisciplinary, transdisciplinary, multidisciplinary and cross disciplin-
ary approaches to research emerged to address complex issues and grow-
ing challenges in the society as traditional disciplines failed to understand, 
analyse and offer alternatives. Interdisciplinary studies and methods 
emerged in response to the disenchantment of researchers with narrow 
silos of compartmentalisation and fragmentation of knowledge and 
departmentalisation terms of subjects and topics. Interdisciplinarity is 
considered as an integrated approach, which can save research, teaching 
and learning both in institutional and non-institutional settings.

Interdisciplinarity has emerged as a way out for researchers, teachers 
and curriculum developers as the narrow silo of disciplinarity and depart-
mentalization of knowledge tradition has failed to understand, analyze 
and reflect on everyday realities and crisis around the world. The distinc-
tive worldview of disciplines in terms of their language, methods and 

17 Interdisciplinary Limits of Creative Business Education 



308

theories of disciplinary singularity have failed to understand and failed to 
offer alternatives to recover from different forms of crisis. Such a situation 
led to the rise of interdisciplinary research. Medical Anthropology, 
Development Studies, Public Policy, Business Studies, Security Studies 
and Neuroeconomics are some of the classic examples of interdisciplinary 
research. The idea of interdisciplinarity is considered as a ‘counterculture’ 
by Trow (1984). The debates around interdisciplinary continues to echo 
in higher education institutions around the world.

From fashion business to music business, human resource manage-
ment and organisational studies are some of the topics that emerges out 
of interdisciplinary research and teaching addressing specific issues and 
areas. The disciplines which failed to develop interdisciplinary research or 
failed to independently update their own disciplinary language, methods 
and theories, these disciplines are slowly varnishing from the curriculum 
i.e., History and Political Science. The agencies, structures, actors and 
market forces are also forcing some process driven subjects and topics to 
grow i.e., Business and Management Studies. However, interdisciplinar-
ity as a form of shared dialogical approach requires historical, cultural 
and political skills to understand different issues, challenges and crisis 
faced by the people and the planet. In this context, there are both objec-
tive and subjective challenges to interdisciplinarity. Scholar like (Jacobs 
2013; Jacobs and Frickel 2009) fear that interdisciplinarity can challenge 
the disciplinary way of seeking knowledge. Therefore, Graff (2015) argues 
that interdisciplinarity is a process of undisciplining knowledge.

This rise of interdisciplinary, multidisciplinary and cross disciplinary 
research is a response to canonization of scientific revolution and its 
Taylorism for the growth of industrial capitalism, which has established 
positivist knowledge traditions. It has created a pattern of inquiry with 
set of tools, models and graphs within a specific laboratory like condi-
tions that limit the scope of researcher within its number crunching 
empiricist knowledge tradition. Fuller (2003) has argued that disciplinar-
ity limits the production of knowledge within a social space free from 
boundaries of any specific discipline. The interdisciplinary research “also 
convey a pervasive sense of newness and hint at tensions between applied 
research and fundamental problems of knowledge or theory, as well as 
between existing disciplines and emerging ones” (Graff 2016: 776). These 
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tensions and contradictions can be found in the works of both advocates 
and opponents of interdisciplinarity (Graff 2015; Jacobs 2013). The 
essentialist and emancipatory knowledge traditions can overcome such 
contradictions within interdisciplinary praxis by developing language, 
tools and methods to reflect on everyday realities of people and planet.

Interdisciplinarity is a process of bringing together different disciplin-
ary perspectives, languages and methods to analyse, explain and develop-
ment an argument which is not possible within a single discipline 
(Boix-Mansilla et al. 2000). In theoretical terms, interdisciplinarity needs 
to move beyond its scope of critiquing the narrow silo of disciplines, 
subjects and topics. It needs to engage to expand both didactic and peda-
gogical boundaries for a radical transformation of curriculum that reflects 
material and non-material realities of people by making ‘labour’ central 
in understanding ‘capital’ and ‘creativity’. It is labour that contains cre-
ativity that produces value for capital.

 ‘Creativity’, ‘Labour’ and ‘Capital’ in Creative 
Business Education Curriculum

The idea of ‘creativity’ is a form of sovereign self-expression (Abercrombie 
et al. 1986) in different forms of work and material revelation of inner 
abilities in the form of literature, mythology, music, art, cinema and sci-
ence. There are attempts by intellectuals to conceptualize creativity as 
exceptional abilities and skills of few gifted individuals (Henry 2001) in 
terms of their productivity and achievements. Such half-baked conceptu-
alisations help in creating differences between manual and mental labour. 
It also contributes to separate ‘creativity’ from labour. It ignores the social, 
political, cultural, historical conditions that shape ‘creativity’ of labour. 
Such processes of separation has not only created different forms of alien-
ation but also sustained wage inequalities around the world. This creates 
conditions for capital to control and domesticate ‘creative power of labour 
to expand its empires of profit and alienation of labour. In this way, cre-
ativity is a leitmotif of capitalism to normalise alienation and naturalise 
different forms of inequalities and marginalisation.
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The linages of marginalisation of the creative power of labour under 
contemporary capitalism goes back to industrial revolution, which has 
not only produced commodities but also started the processes of com-
modification of labour in a large scale. In the process, the workers have 
become alienated from their own products, from themselves, from their 
fellow beings, and from the society as well. The capitalist co-option of 
labour and its creativity is historically shaped and continues to be relevant 
in contemporary history (Reckwitz 2017) in the process of accumula-
tion. There is no limit to capitalist accumulation and creative business is 
a new frontier, where art is separated from artists, musicians are separated 
from their music, singers are separated from their songs, actors are sepa-
rated from their films in the same way that manual labourers are sepa-
rated from their own labour. The workers in creative industries are 
alienated under the capitalist co-option of creative power of labour. 
Bourdieu (1971), DiMaggio (1977) and Becker (1982) have argued that 
there is nothing new in this process of co-option of creativity power of 
labour within capitalism. The artists and workers of creative industries 
have always engaged with dealers, agents and brokers to sell their work. 
However, the contemporary capitalism has created platforms like Google, 
Amazons, Netflix and many other platforms that controls creative power 
of labour in an international scale. The contractual contract between 
capital and labour within creative industries manufacture the crisis of 
alienation as the legal regimes are created and sustained by capitalism as 
a system. In this way, the creative workers are complicit agents and vic-
tims of capitalist conditions of work (Huws 2006).

Even the creative business and management educational curriculum 
further narrows down the concept of ‘creativity’ as problem solving, pro-
ductivity and efficiency of labour under capitalism. Scholars like 
Guildford (1967), Rawlinson (1981), and Robinson (2001) have looked 
at ‘creativity’ in functionalist and essentialist terms. Cropley (2001) looks 
at ‘creativity’ in terms of unique qualities to innovate new technology or 
new ideas which gives rise to a ‘creative class of people’ (Florida 2003). 
These scholars have reduced ‘creativity’ and its scope to unique ideas, 
intelligence and imagination to solve problems of business. Such concep-
tualisation is not only reductionist in its scope and outlook but also 
denies labour as depository of creativity. Work is creativity and every 
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worker is a creative worker. The universal presence of creativity and its 
uniqueness is ignored in mainstream creative business and management 
education. These challenges and limitations can be managed by creative 
interdisciplinary collaborations (Moirano et al. 2020).

 Interdisciplinary Limits of Creative 
Business Education

Interdisciplinarity in terms of its approach, language, methods and philo-
sophical praxis are important to develop collective foundations of creativ-
ity Parjanen and Hyypiä (2019). Interdisciplinarity is used as a “popular 
strategy for innovation” (Edmondson and Harvey 2018: 347). But there 
is a gap between promise and practice of interdisciplinarity when it comes 
to the implementation of interdisciplinary research (Timmis and Williams 
(2017). Interdisciplinary collaboration is central strategy to overcome the 
challenges of implementation. However, the interdisciplinary collabora-
tions need to engage with both the ontological and epistemological foun-
dations of business education for a radical transformation of its 
curriculum. It is possible by engaging with labour within creative indus-
try and ensure that labour remains as central unit of analysis to under-
stand the alienation of artists, musicians, singers, actors, photographers, 
dancers and many other forms of work in creative industry. Any analysis 
devoid of issues of labour alienation put further limitations on the inter-
disciplinary approach to creative business education as a project.

Methodological nonconformity is important for the growth of inter-
disciplinary research culture. In reality, interdisciplinarity brings together 
established research methods to study different issues and challenges that 
follow methodological conformity in an indirect way. This puts a serious 
challenge to the growth of interdisciplinarity in creative business 
education.

The philosophical praxis of creative business education is yet to be free 
from the positivist knowledge traditions. It lacks critical reflection on 
social, religious, cultural, political and economic conditions that shape 
both creativity and business. The positivist knowledge tradition and its 
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practice within mainstream business education continues to influence 
creative business education without understanding conditions and con-
texts shaped by history of the past and present. The interdisciplinarity as 
an approach needs to engage within these philosophical gaps within busi-
ness education curriculum and liberate itself from the promiscuous neo-
liberal knowledge traditions within mainstream business schools and its 
curriculums.

 Conclusion

In the field of creative business and management education curriculum, 
the idea of interdisciplinarity is yet to take a great leap forward due to 
various factors. Firstly, creative business management is yet to be a disci-
pline. It continues to be a subject that borrows language from all tradi-
tional disciplines without developing it’s a coherent and critical language 
and methods to reflect on everyday realities of life. Secondly, the creative 
business management education continues to be driven by an ideologi-
cally bias knowledge foundation that serve the market forces. It talks 
about skills and processes without any intellectual foundations to develop 
critical and theoretical edge over other disciplines in terms of its knowl-
edge traditions. Thirdly, the creative business education does not engage 
with labour theory of creativity and failed to offer alternatives to the crisis 
created by alienation among the creative masses within the market led 
capitalist society. Finally, creative business and management education 
lacks universal appeal due to its Eurocentric outlook. It lacks flexibility to 
incorporate non-European and pluriversal knowledge traditions that 
exist across the world.

The interdisciplinary limits of creative business and management edu-
cation can overcome these crises by opening its scope to the wider world 
of critical pedagogies in different disciplines. It is important to bring back 
issues of labour and its alienation to the field of creative business in sports, 
art, cinema, music, fashion, advertisement and branding etc. where 
labour power is commodified to seek profit. The creative business educa-
tion needs to develop its mission and vision clearly and coherently with-
out any form of servitude to capitalism and its agencies. In the world of 
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capitalism, the creative business education and business of creativity and 
its flexibility in terms of working conditions and ownership over work 
pose a quite challenge where work histories are individualised and dis-
connected within an erratic work environment. Such a work environ-
ment create challenges for creative people who glorify their work in a 
tinsel town of creativity uncoupled from the masses. Interdisciplinary 
research can’t be designed by focusing on a class of people who tend to 
work as if they are in a leisurely profession. Therefore, all these issues are 
central to shape interdisciplinarity as a collective and collaborative proj-
ect within creative business education curriculum.
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