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Gender and Entrepreneurship in Creative Industry Career Journeys
Abstract

This thesis represents an interdisciplinary stud wriginal theoretical contributions to knowledge
identified across three distinct disciplines: Eptemeurship, the Creative Industries and Gender
Studies along with methodological contributionshmiegards the use of research diaries as a data

source.

The last fifteen years have seen a huge focus, fuwticy makers and researchers, on
entrepreneurship and the creative industries. Batte been seen as key drivers for economic growth
in the UK and beyond. Studies have been wide amigd;alooking at both disciplines individually
and more recently where they converge. Howevergtieea paucity of research into the role that
gender plays within this sector, and specificaflg tmpact of gender on entrepreneurship within the

creative industries.

Using a highly reflexive approach, this study exaadi the career stories of a cohort of fine art
graduates, the cohort with whom the researcher pemtluated (1991-94, BA Fine Art,

Wolverhampton School of Art and Design). The raglenwas to make the best use of insider
perspective and to access a group who had allHedame starting point, were within a similar age
group (38-44), had worked through the ‘Blairitetative industries/economy policy framework and
most likely had had to consider their ambitiongpagents. It was considered that this group would

offer a concentrated sample of creative graduatgsrience.

Participants were interviewed using a narrative hogblogy and detailed career stories were
gathered. The study took an inductive, groundedrth@pproach, making use of memoing and
research diaries to aid reflexivity. Though a psscef open, axial and thematic coding (Strauss and
Corbin, 2003) themes emerged which, although lirtkethe original literature, also extended to new
themes and topics which helped to better undersaaddexplain where entrepreneurship fits within
creative industry career journeys. Both theoretaral methodological contributions to knowledge are

made:



The study provided an evolved or hybrid approadhising Grounded theory with a reflexive insider
perspective. The methods drew upon the work of i@har(2005), who addressed issues of reflexivity
within Grounded theory, and Nadin and Cassell (200® advocated the use of the research diary in
the field. This study offers fresh insights andagproach to tackling reflexivity through journaling

and the use of the research diary as a sourceméprdata at the point of analysis.

The research has identified three main theoretimalributions, first: explanations as to why aitist
identity can remain strong amongst fine art graelsiathe research highlights that: artistic identity
can act as both a motivator and hindrance to emnepirial activity. Second: The research provided
an explanation of differential degrees of careentdy between the genders: for women parental
identity was more compatible with artistic identiban career identity. Men tended to embrace career
identity. Third: the research identified differematreer types experienced by gender and offered
explanation as to how these manifest. It indic#ied women are more likely, than men, to pursue
their artistic endeavours; maternity career bréakgromen provide an opportunity to re-engage with
artistic endeavours. Men are likely to work witlaircreative discipline, not pursue their individual
artistic endeavours but experience greater cateeess, in terms of financial reward and promotion.
A major finding is offered in terms of a set of la@types which emerged through the analysis and
development of an integrative model. These arclestgffer a ‘shorthand’ to types of career
experienced, and highlight and explain how and e/lestrepreneurship manifests itself within the

careers of male and female creative graduates.
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Chapter 1

1.1.Introduction

In 2006, when this study was first conceived, tientLabour administration were riding high through
a period of global economic growth and prosperitgitth, 2006). There had been throughout the
period of their leadership a strong emphasis oncthative industries: from ‘Cool Britannia’ to the
‘Creative Economy’, the rhetoric from the then RzirMinister, Tony Blair, had celebrated the
contribution that the creative industries made #meir role as an economic driver for change.
Alongside this came renewed attention paid to entreeurship and its role in economic
development. Both, arguably, provided a convengmmistitute for the then failing manufacturing

industries throughout the UK.

These two strands, creative industries and entneprehip as a driver for economic development,
form the foundations of this study, which seekbetter understand and explain the role of gender in
entrepreneurship within the creative industriegcdjrally within the careers of creative graduates
This is informed by my personal interest, whichhstdfrom insights from my own career. To briefly
summarise, | was a fine art graduate and practesitist, and had various periods of self-employment
and small business ownership within the creativkistries, leading to my current role working as a
lecturer and researcher in creative entreprengushd marketing within a Birmingham university
Business School. While during the lifetime of thiady, the policies related to the creative indestr
and somewhat blind regard for their promise hateredi, researchers have become more critical and
there is less funding made available to the dntsrésearcher’s commitment to the aims of thisystud

have remained constant.

The wider context of the study, then, is based@nesfundamental assumptions that a) the creative
industries and the development of the creative stritegs are good for the UK economy, b)
entrepreneurship and enterprise development iner@asrall employment and in turn have a positive
impact on the UK economy, c¢) the combination ofegmteneurship and the creative industries is good

for the UK’s knowledge economy, and finally d) wamare less likely to run a business generally

1



and even less likely to do so within the creatmguistries, and in turn are less likely to be malkang

contribution to the UK creative industries and thus UK economy.

An interdisciplinary approach has been taken te shidy, as it spans three distinct fields of nedea

the creative industries (as a specific sectorgrpnise and entrepreneurship and gender studies.

1.1.2 Why is this study important?

This study is for the most part focused on the W&ative industries within the context of a specific
period of time and a set of policies which were edmat generating new business and jobs while
creating competitive advantage for the UK. Thesduite the development of entrepreneurship and
the creation of new business, which has arguabBnbseen as a panacea to increase graduate
employment in the context of globalisation and sharp reduction in the quantity of large potential
employers (Matlay and Carey, 2006). The secondofaist the growing interest in the creative
industries sector, given the role attributed ts g#ctor in regional regeneration and economic tdrow
(Carey and Naudin, 2006). Both policy areas suppottepreneurial activity within the creative
industries sector and share a common goal of rglpinensure, retain and develop the UK’s

competitive advantage in the ‘knowledge economy’.

Initial research suggested that increasing attentias being given to the development of the creativ
industries. Jonest al. (2004) highlight that the term ‘Creative Indusstiemerged with the incoming
UK Labour Government in 1997, describing them adustries “with their origin in individual
creativity, skill and talent and with the potentiat wealth and job creation through the generation
and exploitation of intellectual property” (DCMS)@L:5). This wide definition encompasses thirteen
unigue sub-sectors: “advertising, architecture, dheand antiques market, crafts, design, designer
fashion, film and video, interactive leisure softajamusic, the performing arts, publishing, sofevar
and computer games, television and radio” (DCMSQ128). Interestingly, this definition
subsequently went on to be widely adopted througtuwrope, North America, Australia, New

Zealand and Eastern Asia (Joegsil, 2004).



The development of a ‘Knowledge Economy’ was seetha key to national competitive advantage,
providing a route to the creation and generatiowedlth in the twenty-first century (Martin, 2004).
At the heart of the development of the knowledgenemy lie innovation, the empowerment of
knowledge creation and knowledge development psesgsand the establishment of an
entrepreneurial culture. A range of policies antdtives were put into place to increase and suppo
innovation, with the aim of encouraging the UK'sioigal mood to become less risk averse and to
encourage those sectors perceived to be able ® adkantage of the new developments in
technologies to add value to their activities. Fbevice sector in its widest sense is cited asnigeai
key part to play (Andersen, 2000), with the creagector similarly seen to bring long-term economic
benefits via new media developments. Despite coungsvs to this process (de Laurentis, 2006;
Brinkley, 2006), policies at European and natioleakl became dependent upon this view of the
future, which saw the creative sector as importaot, just as a large and growing part of the
economy but also because of its contribution to riéw of the economy and society having a
“multiplier effect that stems in part from the wthat creative skills and thinking are vital to most

industries” (Leadbetter, 2006:15).

Having established that the creative industries emgepreneurship are both individually and when
combined a ‘good thing’, observations and earkserarch carried out by the researcher identifiad th
there appeared to be fewer women running busineasdsarguably being entrepreneurial, within the
sector. For example, when sourcing a sample graupah earlier, regional study of female

entrepreneurs within the creative industries, tlesearcher kept coming up with and being
recommended the same group of women, and in sobsesors, for example the games industry,
women simply appeared not to feature (Carey, 20064 the same time, ‘gender and

entrepreneurship’ and ‘women’s entrepreneurshiprangenerically (i.e. not sector-specific) were
developing and flourishing as fields of researckeakiwhile, policy makers at a national level were
being asked to respond to a Briefing Paper prodogdtie Women'’s Enterprise Policy Group (2011,
September:5), entitled ‘A Multi Billion £O0pportugitThe Untapped Growth Potential of UK Women

Entrepreneurs’. Elsewhere, inroads were being niafte understanding the female experience of



entrepreneurship and the practical realities «f éxiperience (Brusét al.,2009). This extended from
the ability and relationships women entreprenewad i attracting finance (Cartet al., 2007;
Marlow and Patton, 2005) to feminist theory lookiay the genderisation of entrepreneurship

(Mirchandani,1999), and much in between.

These factors: the apparent lack of female entrepns within the creative sector and the need for
more entrepreneurs from the creative (knowledgedjadisciplines, combined with the researcher’s
own experience as a creative graduate and formsndss owner, led to this study. The aim of the
study is to understand the experience of graddetes creative disciplines in terms of their careers
and how and when entrepreneurship is experiencedyrder to explain the role of gender in

entrepreneurship within the creative industriesisT8tudy makes an important contribution in the
following ways: providing a better understanding ttynamics of gender and entrepreneurship within
the sector, the role and support of policy makeosnfnational government, local authorities and
regional development, as well as organisations @med with education and training, can be better

directed.

1.1.3 Rationale for methods

The approach taken to the study was to capturedheer journeys and destinations of a cohort of
graduates, all of whom graduated at the same tindefram the same course. The sample was made
up of the alumni of the researcher’s own undergaitglprogramme of study (those who graduated in
1994, in Fine Art from Wolverhampton School of &rid Design). The sample offered the following
benefits: first, a significant amount of time haabped since graduation; in turn the participantewe
considered to be at a point in their lives whenesqeal responsibilities might have had an influence
over their careers, for example, parenthood, homeecship or other caring responsibilities. Second,
their careers would be, for the most part, readgnediablished. Third, having all emerged from the
same institution at the same time, the sample gveaydd have been exposed to the same education,
government policies (related to developing entrepueship in the creative industries) and political

environment. Fourth, it could also be argued that FArt is the least vocational of the creative



disciplines: for example, there are few jobs or pames recruiting painters, sculptors, fine arhpri

makers, installation, conceptual or time-basedstart{Bridgstock, 2005), so in turn the scope for
creating one’s own opportunities through, for exngelf-employment is, it could be argued,
greater. Finally the researcher would have a hestbrelationship and empathy with the sample
group, which it was perceived would offer usefudight into their situation. In this way, the study
would benefit from an ‘insider’s’ perspective whiéh argued to provide “a more nuanced and
complex understanding of experience” (Birke andadfir 2006:2), and could be argued to offer the
benefit of ‘pre-understanding’ (Neilson and RepstE@03, cited by Coghlan, 2003) and insight into

the given situation.

It should be stated that in terms of a sample grothger options were considered. For example:
tracking a group of recent graduates, who wouldricextent, be easier to make contact with was
considered as was: manufacturing a sample groum fitee local, regional or national sector.

However, as described previously, recent graduatesd not necessarily have encountered some of
the potential barriers to employment as yet, anthaufactured sample would have had varied entry

points.

It is important to note that during this phase, witee considerations and development of the desired
sample group and approach were being consideregpiopriate ethical framework, which adhered

to the university’s ethical research guideliness wansidered (see Chapter Three).

1.1.4 A personal journey

As indicated, the researcher’s interest in pursuing line of enquiry stems from her personal
experience of an Art and Design education and sulese career within the creative industries sector.
Briefly, this career history includes being a ssifiployed 'new media' artist, freelance Internet
consultant, lecturer and small business owner anat would be described as a ‘portfolio’ worker.
This personal trajectory was curtailed followingldbirth. The researcher’s personal perception was
that the specific creative industries sub-sectothiwi which she worked (flm and video and

interactive leisure software) was changing so igpitat the period of maternity leave had rendered
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her at a disadvantage and with a significant (teefihknowledge gap. Significantly, this was her

perception, and it is the personal perceptions@fiarticipants which are of interest within thisdy.

For a number of years leading up to the startisfdtudy, the researcher had been heavily invaived
research relating to diversity and inclusion witttie creative industries. Initially, this work was a
researcher attached to an ESF (European Social) Funded project iCi EQUAL, whereby the
researcher was immersed within the field and ingering ‘beneficiaries’ of the programme: the work
extended to an examination of the role of busisegport for culturally diverse ‘start-ups’ withihet
creative industries (Carey, 2004). Building on tHéer research, funded through the TE3 project
(Technology Enhanced Enterprise Education), wascermed with the female experience of
entrepreneurship within the creative industries eaptured the career journeys of female business
owners from across the creative industries (C&2896). A revealing aspect of this study was that
there appeared to be far fewer female businessrevimeomparison to male business owners (in the
West Midlands) (Carey, 2006:5). This situation, ampanied by the researcher’'s own previous
experience, led to a desire to better understaadctdheer development of individuals in this sector,
how likely they are to run their own businesses whéther gender contributes in any way to likely

entrepreneurial activity.

1.1.5 Aims of the research

This study explored the careers of individuals wwagkin a given period, under a set of policy

directives. In order to do this, the following aimsre established:

Aim 1. To consider and develop an understanding of tteeature, research and policy
context associated with this field of study (i.ender, entrepreneurship and the creative

industries)

Aim 2: To develop an appropriate methodology in ordecapture the career destinations,
choices, opportunities and outcomes of a samplernéle and male graduates who graduated

in 1994 from the same creative discipline course.



Aim 3: To carry out an analysis of the gathered datarderoto identify common themes

relating to gender and entrepreneurship withinctieative industries sector.

Aim 4: To carry out a qualitative exploration of the tiglaship of gender with post-graduate

participation in creative industries entrepreneiprsh

1.1.6 Methodological and theoretical contributions

The study provides deep insight into the careees&pces of a cohort of fine art graduates, in so
doing both theoretical and methodological contiing are made: the study provided an evolved or
hybrid approach to using Grounded theory with gptiereflexive insider perspective. Drawing upon
the work of Charmaz (2005), who addressed issuesflekivity within Grounded theory and Nadin
and Cassell (2006) who advocated the use of tleares diary in the field: this study offers fresh
insights and an approach to tackling reflexivitgrticularly the use of the research diary as an

additional form of primary data to draw upon at plwint of analysis.

In addition the research has identified three nfa@oretical contributions, first: explanations as t
why artistic identity can remain strong amongsefant graduates. The research highlights that:
artistic identity can act as both a motivator amalfance to entrepreneurial activity. Second, the
research provided an explanation of differentigrdes of career identity between the genders: for
women parental identity was more compatible witistic identity than career identity. Men tended
to embrace career identity. Third, the researchtified different career types experienced by gende
and offered explanation as to how these manifestdicated that women are more likely, than men,
to pursue their artistic endeavours; maternity @abeeaks for women provide an opportunity to re-
engage with artistic endeavours. Men are likelwtok within a creative discipline, not pursue their
individual artistic endeavours but experience greaareer success, in terms of financial reward and
promotion. The Contribution to knowledge is dis@dss detail in the conclusions chapter, see

outline of thesis to follow.



1.2 Outline of the thesis

The purpose of this first chapter is to set theneder the research , it provides the backgrourdi an

context for how the study came about, the roléhefresearcher, aims of the study and how the thesis

has been structured. It offers an overview as tw bach chapter has been approached, offering an

insight into the content, issues that arose andoous from the research.

In order to gain an understanding of, and evideheeneed for the proposed research, the researcher

first examined these established and emergentsfialtl their symbiotic relationship. Figure 1.1
(below) aims to illustrate the approach for Phase Of the study:
3. Gender Studies 2.Entrepreneurship 1. The Creativ /)
Industries
4.Gender Studit 6. Gender Studit 5. Entrepreneurshi
+ + +
Entrepreneurship The Creative The Creative __| Careers
Industries Industries

7. Gender Studies + Entrepreneur
_+.

The Creative Industries

Figure 1.1 Conceptual framework for the literatteeiew

The literature review resulted in two chapters. @aaTwo provides the first phase of this literatur

search where the three core fields, the creatidesinies, entrepreneurship and gender, are examined

independently of one another. These are, withirir tgvn rights, broad fields of study and

concentrating on and doing justice to all three@spnted a challenge to the researcher. In order to

combat this and to make sure that the literatuvéewe remained relevant and focused, the search

within these reviews was linked closely with thetext of the study, for example, the initial phagse
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the literature review looked at the ‘creative inties’ and a number of characteristics of the secto
and creative workers/careers were identified. Thdwsracteristics then formed the structure of the
next stage of the literature review, ‘entreprenieip’sand provided a template with which to examine

this field — the following example is provided tlustrate this approach.

Table 1.1: Example of approach taken to literatawew (see Chapter Two for full table)

Characteristics of the Area of entrepreneurship research studied
creative industries
Characteristics Creative and innovative « Entrepreneurship and creativity
of the » Characteristics of entrepreneurs
entrepreneur

e Trait based theory

This approach was then replicated when lookingg@abhder’. Areas which had dominated the creative
industries literature review were used as ‘cluastcawhere to look when considering gender, and the
review picked out elements which related diredity,example employability, identity and inequality
in the labour market, as well as technological societal considerations, for example, the impact of
media and new technology, along with cultural atpédor instance, the link between consumption

and production of creative output (Tams, 2002).

Chapter Three considers where the three fieldsergey as illustrated in Figure 1.1. The rationale f
the approach was to pursue as thorough a revigyossble, recognising that there was a paucity of
specific literature related to the study. The fisaktion of the literature review looks at how and
where all three overlap. Here literature was salrrtieat specifically looked at gender and
entrepreneurship in the creative industries. Comgronnd and similarities across the sub-sectors of
the creative industries emerged, including the g@ewce of self-employment, a long-hours culture,
male-dominated lecturers/practitioners potentiatiting as entrepreneurial role models within Higher
Education and the specific importance of friendsing networking to business operation. As well as
these three core fields of literature, ‘careerg at the centre of this study, and as such litezatu
related to careers is threaded throughout the weineterms of how it is discussed and researched

across and within each of the levels of the review.



Chapter Four, the Methodology, builds on the liiera review by providing a rationale and
justification for the methods used and approackriak the study. The study made use of Grounded
theory (Strauss and Corbin, 2003), taking an indectqualitative approach in which the insider
perspective, or what could be described as autmsgtiaphy (Alvessan2003),was deployed. This
chapter provides a rationale for each choice mattenithe design of the study, from the need t@tak
a qualitative approach, a description and justificafor the sample group through to the methods of

data collection.

Chapter Five, titled ‘Reflections and analysis’aws heavily on the work of Strauss and Corbin
(2003). This chapter discusses the use of grourtdedry and how this has informed the data
analysis. As highlighted in the methodology chaptee study makes use of the insider perspective: i
this instance the relationship of the researchénégarticipants is relatively close, to the ekiiat

the researcher is a participant. It was decidely earin the study that this required the researthe
adopt a reflective and reflexive approach to th&lgt In terms of timeliness, it made use of the
researcher’s ‘research log’ in order to reflecthomv the research process had worked in the fiedd an
how this then informed the approach to analysisap@dr Five then goes onto provide a detailed step

by step process of the interviews and analysis.

The presentation of findings took a thematic apgho&ather than have a chapter of specific findings
then a chapter of discussion, the researcher cadlihre analysis, findings and discussion: thisded
three thematically led chapters of findings andwlsion. Each chapter provides part of an integrati
account of where the three main themes of thisarebe- gender, entrepreneurship and the creative
industries - converge. This lead to a progressieelyanced model to aid understanding and explain

the role of entrepreneurship and gender withirsdator.

The first of these chapters, Chapter Six, is titf@the creative maker: internal and external fagtor
informing artistic identity in the fine art gradeatThis chapter provides the first two stages of a
progressively developing model. First it looks awtthe individuals in the study relate to their own

arts practice. A theme which emerged focused oim ithentity as creative individuals. This chapter
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explores this identity and the factors that contebto it, for example the individuals’ ‘compulsitm
create’ through to the external factors and infags people and places that inform this part af the
identity. Throughout, these findings are discusséithin the context of the literature from these

emerging fields.

Where Chapter Six is, perhaps, more concerned thghinternal psychology of being an artist,
Chapter Seven, ‘The nature of enterprise and emineprship within fine art practice: The tensions
and motivations within the working life of a finet graduate’, focuses on the practical experierice o
making a living as an artist. Here we see the $etetion of the entrepreneurial mindset with the
artistic. The nature of the sector necessitatesfsn entrepreneurial approach, but a number of
factors emerge which make this difficult and oftextomfortable for participants. Here we see a well-
documented tension revealed: the tension betweeandr commerce. What emerges is a complex
situation whereby business skills associated vaitit] arguably necessary for artistic practice, irhpac
on the perceived value of the work. Value is thgpl@ed from the artist, the arts world and the
consumer perspectives, and seen within the copofetkte practical aspects of operating as an artist.
The chapter goes onto explore the perceptionseopémticipants specifically in relation to entesgri
and entrepreneurship. Here, different types orl¢evkentrepreneurship are identified as experiénce
by the participants. The chapter concludes with rifalel being revised to include these aspects
which highlight and are identified as ‘push andl’glalctors informing entrepreneurial outcomes and

identity.

Chapter Eight, ‘Gender and parenting and its impacfine art careers and enterprise: the male and
female perspective’ provides the final sectioninflihngs and discussion. This chapter builds on the
understanding developed through Chapters Six anvérSdt looks at these aspects from a gender
perspective and explains the role of gender withim careers of the participants. Differences of
experience are identified and themes emerge rglatigender and when and where entrepreneurship
is experienced. The role of artistic identity isceragain considered within the context of potential

multiple roles and identities. This is exploredténms of how these different identities, for exaepl
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artistic, parental, career and entrepreneurialtities, interplay with each other. This leads to an

additional layer of understanding being added ¢éonttodel.

The final chapter, ‘Conclusions, Recommendatiorts Raflections’, looks back to the original aims
of the study and is structured to explain how thaises have been met. The final aifim 4: To
carry out a qualitative exploration of the relatsimp of gender with post-graduate participation in
creative industries entrepreneurshgpused to identify where within the thesis sgeabntributions

to knowledge are made. Specifically, this is nagdwdown in order to consider gender and the
creative industries in terms of careers. A seriearohetypes are identified, which have emerged
through the analysis, findings and discussion thinothis insight into how entrepreneurship is
exhibited and offer an understanding to differgpet and career paths within the creative indisstrie
This, along with a summary of findings and conaduasileads to recommendations from the study, in
terms of recommendations from the research andratsmmmendations for future research. Chapter
Nine also offers a final piece of reflection anflexavity. Bearing in mind the nature of the study
attempt is made throughout the thesis to fully es@land understand the impact of the researcher on
the research. This final chapter and the end ofhésis is devoted to a last, in-depth discussfdhis

aspect.

1.3 Summary and conclusions of chapter

This chapter has provided a rationale for the sttiiy context in which the study sits for exampile t
economic impact and imperative of the creative stdes. It had also provided an outline of the
chapters that follow. By outlining the chapterslugied in the thesis the focus of research, thedoroa

topics discussed and methodological approach hase tescribed

The chapter offers a detailed overview of the thess a whole, and highlights some of the tensions
and insights that emerged from the findings. Ithhghts the in-depth, exploration of the careers of
the participants, and as such how and when entreprghip featured. Likewise it serves to highlight
the somewhat personal journey for the researclogh, ibn terms of her development as a researcher

but also as a fine art graduate.
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Chapter 2: Literature Review

2.1 Introduction

As established in the introduction chapter, the aimthis study was to try to gain a clearer
understanding of the contribution women make todteative industries sector, specifically the role

that gender might play in their likely entreprenabactivity.

In this chapter, | explore the wider literaturedrder to frame and understand the context within
which this study fits. It was initially assumed thiaere would be a body of established literattied t
would describe or evidence the relationship betwgender, entrepreneurship and the creative
industries. However, significant searches found, tbther than some rare and notable exceptions
(including a special edition of the Internationalithal of Entrepreneurial Behaviour and Research,
Volume 11, Issue 2, 2005), this assumption proeeld incorrect. Bearing this in mind, a specific

interdisciplinary approach was undertaken.

Three distinct research strands: gender, entrepreim@ and the creative industries, were explored
together in order to develop an evidence base tierbenderstand the female contribution to the
sector, based on how these three fields interplaied interdisciplinary approach and review of the
existing literature sought to gauge what had bedtten on the role of gender in creative sector
entrepreneurship. It became apparent that thexrenarked paucity of empirical data to support theor

and practice in the creative sector. Overall, nefe@n this area has been limited, with studies on
gender-related aspects of entrepreneurship patigulow. This review of existing research and

policy points to some key gaps in the knowledge amderstanding of this sector.

Increasingly, over the past ten years, entrepreshgurand specifically entrepreneurship within the
creative and knowledge rich industries, has been ss a key factor in the future economic growth
and competitiveness of the UK economy. Bearingiind this desire for increased entrepreneurial
activity within the sector, it is worth, at thisipg drawing attention to a key characteristic o€ t

sector and careers within it. The creative indastiare typically characterised by high volumes of
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Small and Medium-Sized Enterprises (SMEs), the ntgjof which are represented by micro-
businesses and self-employed freelancers (Jondd,; NESTA, 2006; Ball, 2003; Blackwell and
Harvey, 1999). Research suggests that far feweramostart, run or develop businesses in this sector
than men (Carey, 2006). However, the role of geraher entrepreneurship in the creative industries
remains under-researched and largely unchartedexample: there might be issues and ambiguity
around what constitutes a business within thiscsgeaincertainty about the role women play in
administering funds and working within the publec®r; and the likelihood of business growth by
either gender. This literature review attemptsdoa clearer understanding of the current sitnatio
by drawing together three distinct strands of regeaand not only developing the current
understanding of women'’s careers but also moreifggaly charting female entrepreneurial activity

in this important sector of the UK economy.

2.1.1 The Approach

Firstly, | describe the rationale for taking thigardisciplinary approach and how it has been edrri
out. Each of these specific relationships is th&plaged in turn. Initially there is an in-depth
exploration of literature surrounding each of theeeé main areas of study: gender, entrepreneurship
and the creative industries. | then go on to explbeir interaction, for example, entrepreneurship
within the creative industries. Within this | loak related areas which might have some bearing on
this study, for example examining the charactessof the sector in terms of how groups and
companies are formed. | also look at enterpriseain within this sector to examine whether this

might have any influence over entrepreneurial &gtiv

Finally, | explore the role of gender and entrepreship within the creative industries: there is
limited research into this area, but some spesiiicies exist which relate either to a particul#r-s
sector or region of the UK. Taking a similar aptaa have tried to assemble a picture of the ciirre
state of affairs, based on this evidence. Thisengd is made up of and draws upon multiple sources
of both academic literature, specifically the gnogvibody of research within specialised small

business and entrepreneurship, gender and creatiustries journals and government and NGO
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reports for the creative industries. Although ttisdy is set within a UK context, the literaturgiesv

has extended to specialist literature from Ausdrdliew Zealand, the US and Canada amongst others,

where there are particular pockets of researchrégpemerging relating to this field.

2.1.2 Combining different disciplines

As suggested, the role and contribution that gemdakes to entrepreneurial activity within the

creative industries remains unclear. In order torin the growing debate on entrepreneurship, |

examine three established and emergent fieldssefireh and their potentially symbiotic relationship

The diagram below illustrates the conceptual thigkbehind this study and how the various strands

of research have been funnelled in order to gatdonvergent field of research. Three main areas ar

considered: 1) gender studies; 2) entrepreneurstrid; 3) the creative industries. Each of these

represents vast fields of research, but it is trexlap and relationships between the three topiasit

is hoped will provide a clearer insight into théerof gender and entrepreneurship within the oveati

industries. Figure 1 illustrates this approach.

3. Gender
Studies

4.Gender Studies
+
Entrepreneurship

m]

2.Entrepreneurship 1. The
Creative
Industries
6. Gender Studies 5. Entrepreneurship
+ +
The Creative The Creative
Industries Industries

A 4

7.Gender Studies + Entrepreneurship

+

The Creative Industries

Figure 2.1 Conceptual framework for literature esvi
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2.1.3 Narrative of the literature review

In order to create sense of the subject and ii®wsrelements, a narrative based approach has been
taken. As described in the introduction, this thesid the study it reports upon are based on & pilo
study which aimed to gain an initial understandafighe experiences of women running businesses

within the creative industries sector.

As described in detail in the methodology chaptas, study has at its heart an insider’s perspectiv
(see auto-ethnography, Chapter Four). Having be#resiployed and a small business owner for a
number of years in her earlier working life (withime creative industries sector) the researcher fel
aware of issues around women working within thid@e As the sector’s profile developed amongst
policy makers, and in turn public policy, interesthe sector developed. So it is with this contbzat

this literature review (and story) starts.

2.2. The Creative Industries

In order to offer some context to this study thertgtg point is focused on the creative industries.
this first section, the sector is examined fronuenher of perspectives to try to better understaed t
context of the overall study. Firstly the focusaisationale for studying the sector, endeavouring t
answer the question, “why is the creative sectqoirtant as a field of study?” Here the growthhaf t
sector and public policy interests are exploredco8dly a critical review and analysis of the
terminology and definitions surrounding the seetier explored (see Section 2.2.2). Finally, givext th
this study is focusing on the role of gender witkitrepreneurship in the sector, to help frame this
study, the role of the creative industries as acleHor regeneration, social inclusion and social

change is explored.

2.2.1 Why is the creative sector important as a fié of study?

The UK government recognise that the economy, ashale, benefits from the employment
opportunities that entrepreneurship and small lssimevelopment can offer (Darling, 2007). Several

initiatives over the past decade or so have beeaten specifically to facilitate and support new
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business ownership, including Prowess for Femal&ehreneurship, the National Council for

Graduate Entrepreneurship (NCGE), and within theative industries, the Department of Culture,
Media and Sport has taken a key role in the dewedop of the sector, most recently through the
Creative Economy Project, along with the Higher éadion Academy and the National Endowment
for Science, Technology and Arts (NESTA). In the ,Ukis sector is seen as critical to the
competitiveness of the wider economy and signifigarierms of its contribution to the development
of a knowledge economy. Encouraging innovation antrepreneurialism is seen as key to the
success of this sector, in particular the developnoé ‘new’ industries such as interactive media,
computer gaming and music technology, which regpigicantly on the interface between the creative

arts and technological development (DCMS, 2006b:11)

There is a paucity of data, however, to evidence specific aspect of competitive advantage in the
creative industries. Despite suggesting that regeowth has been linked to creative sector indesstri
the UK Department of Culture and Media and Spas, dior example, an average 6% growth per
annum attributable to this sector between 1997-Z0@MS, 2006b:11). Commenting that the largest
growth occurred within the television and radioyextising and software industries, DCMS statistics
show that the creative industries accounted foro8%ross Value Added (GVA) in 2002 and 7.9% of
Gross Domestic Product (GDP) in 2000 — a highepgrion than in any other country (DCMS,
2006b:2). Further indications of growth are citgd MESTA, who highlight that the global market
value of the creative industries increased from &&$billion in 2000 to US$1.3 trillion in 2005
(NESTA, 2006:2). Recent indications from the CBjgigest that “the creative industries contribute 6%

of GDP, employ over 2 million people and exportro#&6bn annually” (CBI, 2013:website).

The complexity of the sector has impacted conshdgran the nature and approaches to research in
this field. This has sometimes led to oversimpdifion, when research has focused on one of the
many sub-sectors rather than exploring all seabrsconomic activity (Henry and Johnson, 2005).
While such studies can offer in-depth approachesn® sub-sector, their application to the wider
sector remains uncertain. Such research includesrsgpecific studies of companies involved in
performing arts (Brown, 2005; McCarthy and Torr2ep5); in film (Blair et al, 2001a, 2001b);
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designer fashion (DTI, 2002) music (Tschmuck, 2002ison and Stokes, 2002, 2005) and media
industries (Baines and Robson, 2001). An exceptiiothis sub-sectoral approach is a survey of
graduates from 14 UK higher education instituti¢hEls): ‘Destinations and Reflections’ report
(Blackwell and Harvey, 1999), which examined theplayment routes of graduates from across the
art, craft and design disciplines. This study wexently revisited by Bakt al.,(2010) who embarked
on a similar approach to capturing the career niatstins of a more recent set of creative graduates,
from across creative disciplines, this resultedthie publication of the widely cited ‘Creative

graduates, Creative Futures’ (2010).

As well as these two studies other research, athubtsector specific, has focused on growth and
employment trends, despite explorations of managépractices in creative organisations (Amabile,
1998; Locke and Kirkpatrick, 1995) and of the opieraof contractual arrangements between arts
and commerce (Caves, 2000; Wilson and Stokes, 280®)sectoral studies are useful but provide an
uneven base for comparison, given the key diffexeretween various sub-sectors and arguably the
term the creative industries, which encompass audried group of activities may prove problematic
for business support practitioners and policy malkdike. As Pottet al., highlight the difficulties of
trying to establish standard industrial classifmat(SIC) codes for the creative industries “The
cultural and creative industries fit uneasily intgs framework: first, because of they share many
generic characteristics of the service economy; sembnd, because they are to a large extent an
outgrowth of the previously non-market economy oltural public goods and private imagination
that seeks new ways of seeing and representingdahd. However, the creative industries have come
to such recent prominence as these once margitigitias now have significant market value and
contribution to individual wealth and GDP” (Po#éal.,2008: 168). This highlights a tension related
to the creative industries, their existing relasioip to cultural industries and their current scpe

income generation.

There has been a raft of reports which have deibdeetter understand and advise on how to develop
the creative industries. How to sustain growth apdhpetitiveness are viewed as central to this
discussion. In her foreword to The Work Foundatioegort (on behalf of the DCMS), ‘Staying
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ahead: the economic performance of the UK’s Crealndustries’, Patricia Hewitt described the
creative industries as growing by up to 5% per ysaggesting that this is almost twice the ratthef
rest of the economy (The Work Foundation, 2007t6E Leitch report discussed the skills shortages
within the UK and the need for ‘up-skilling’ the wkforce, making training available to managers
and small businesses and helping small busineserevio grow their businesses (Leitch, 2006). The
Higher Education Academy and NESTA have also phbtisfindings relating to entrepreneurship
education for the creative industries (2007). Thisreo doubt that from a policy perspective, the

creative industries are big news.

2.2.2 Definitions of the creative industries

A thematic review of the existing body of literatuelated to the creative industries sector is shiow
Table 1. As expected, the first theme to emergetivavarying definition of this ‘new’ sector. Jones
et al (2004) suggest that the term ‘Creative Industmeserged with the incoming UK Labour
Government in 1997, describing them as industwath“their origin in individual creativity, skill rad
talent and with the potential for wealth and jokation through the generation and exploitation of
intellectual property” (DCMS, 2001:5). Importanthpwever, the creative industries are defined more
broadly than just ‘the arts’ (Rae, 2005b:186).hidld be noted that this broad brushstroke dediniti
encompasses thirteen unique sub-sectors: advgrteichitecture, the art and antiques market, sraft
design, designer fashion, film and video, interectieisure software, music, the performing arts,

publishing, software and computer games, televiaimhradio (DCMS, 2001:5).

Although this definition has since been widely amaojthroughout Europe, North America, Australia,
New Zealand and Eastern Asia (Joageal, 2004:134), other definitions still persist. EBxample,
Florida (2002) describes a wider ‘Creative Classhposed of ‘knowledge workers’ who add
economic value through their creativity. Among thisup are scientists, engineers and university
professors as well as poets, actors and archtelcsda, 2002:8). This is particularly significant
bearing in mind that policy makers across the wonlved in regional development, and in turn

sector development, have drawn heavily on the wbiRichard Florida: “It's quite remarkable how
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many city planners and developers I've met oveldbecouple of years who walk around either
carrying or quoting this book as if it were a biblehow to make their city hip and modern and
successful” (Jacobs, 2005, website). Cave (200§)esis a more limiting definition, with the creativ
industries being those “supplying goods and seswiee broadly associate with culture, artistic or
simply entertainment value” (Caves, 2000:1). Maeently this definition has been challenged by
Nesta who seek to simplify and aid understandintp@fector, they provide the following definition:
“those sectors which specialise in the use of reaalent for commercial purposes” (Bakhshil.,
2013: 13). This definition is housed within a ‘nfasto’ which seeks to strengthen and protect the
development and growth of the creative sector,@&bag recognise the breadth of where creativity
lies within industry more widely. Arguably, howeyéhnis definition emphasises the commercial
aspect of the creative industries, this it couldifipied is detrimental and fails to acknowledge the

counter balance provided by non-commercial cregisuits.

Similarly the existing definition, when echoed inlipy-making terms, i.e. the broader and more
widely adopted definition may be problematic if lariket approach is adopted. This is the case not
only in terms of undifferentiated actions across thK, but also across the sector itself. Blanket
approaches ignore potential differences in scaggjgline and the types of intervention required to
support regional regeneration (Martin and Matla&80D). The potential benefits of expanding creative
sector businesses on a regional level has leddespread efforts to develop these, with little rdga
for local differences, such that “no region of ttmintry, whatever its industrial base, human chpita
stock, scale or history, is safe from the need&dcreative hub’ or ‘cultural quarter” (Oakley,
2004:68). Other issues arise over the use of the tereative’, given that this suggests a lack of
creativity in other industries. In this context, hds been noted that the creative industries may
potentially be no more creative than any otherat(P2004:119). However, as Oakley suggests it was
the ‘Mapping Documentgroduced in 1998 and 2001 by the DCMS, which subegén raising the
profile of these sectors considerably, establishitggn as one of the fastest growing parts of the UK

economy and putting them firmly on the politicalprn®akley, 2004:69). Interestingly, as time passes
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the literature has become a great deal more drivicghe terminology and definitional differences

relating to the creative industries.

2.2.3 A role within regeneration and economic devepment

As part of the wider context to this study, it msgortant to understand the various roles with which
policy makers imagine the creative industries miglaty a part. With their mix of ‘knowledge rich
industries’ and a high propensity towards self-ayplent, they are frequently cited as a means to
promote regeneration within a given city or regi@akley, 2006; Tams, 2002). They are often
considered a driver for urban economic growth arié$ been argued that they have “become part of
the new orthodoxy by which cities seek to enhaheg ttompetitive position” (Miles and Paddison,
2005:833). A great deal of this research has beaed by Richard Florida, who in his seminal work
‘The Rise of the Creative Class’ (Florida, 2002sa#ed a situation whereby a city with an active
cultural/creative sector would attract other woskend in turn become a more attractive location for
businesses to locate. Florida goes on to deschideconditions required by a city to develop and
foster such creativity. Based on his own researotiet) he developed a ranking of (North American)
cities which were more creative. The three maitedda are described as ‘The 3 T's of Economic
Development’: Technology, Talent and Tolerance rfBby 2002:249). Interestingly, here Florida
argues that in order for a city or region to takleamtage of the benefits that a strong creativeosec
can bring, they need to be strong in these thregsaFlorida’s work is of specific interest to thisce

of research, in terms of his ideas and their omg@mpact on public policy in the UK relating to
tolerance and the need for greater diversity imseof widening participation, as suggested in the
previous section his work has been far-reaching ianids early days adopted widely with little

critique.

His well-cited and promoted theory, amongst othleas, led to many cities and regions within the UK
developing and using the creative industries asag to lever diversity and social inclusion within
wider regeneration strategies. Indeed, commentmglorida's work, Oakley suggests that “there is a

trend for North American thinkers to have a dispmipnate influence on New Labour policy
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makers” (Oakley, 2004:70). Other research takesiehrmore critical view of this. Discussing claims
by the Department of Media Culture and Sport that ‘cultural element can become the driving-
force for regeneration”, Miles and Paddison ardua this is largely based on a “limited evidence

base” and could be misleading (Miles and Paddi2665:833).

2.2.4 Characteristics of the creative industries stor

Overall the sector is frequently characterised Iwygh volume of and reliance upon freelancers, sole
traders and small firms (Pink, 1998; Leadbeater@akley, 1999; Florida, 2002; NESTA, 2003; Ball,
2003; Carey, 2004, 2006; Carey and Naudin, 200@gh mcidence of self-employment (DCMS,
2006b; Blackwell and Harvey, 1999), and characaterisy individuals who ‘exhibit entrepreneurial
traits’ (NESTA, 2003). Amongst other traits NESTR003) also highlight creative individual's
networking skills: “with a high proportion of ownenanagers and small businesses, who work

collaboratively and are generally ambitious andegeneurial” (NESTA, 2003:12).

Although described in more detail later in thisgtea in relation to describing the characteristits
the sector, Howkins describes the creative entngreas having the “creativity to unlock the wealth
that lies within themselves” (Howkins, 2002:128pwkins goes on to explain the different ways in
which creative people experience entrepreneursiispmuch that the only capital creative
entrepreneurs might require is their ‘intellectcapital’, as opposed to financial or other for
entrepreneurs within other industries (Howkins,20@2). However, this could be argued to be a
somewhat romantic view, as presumably creativeviddals are not immune from the costs and

overheads associated with, for example: tools etidde, accountants and marketing materials.

An interesting aspect of the sector is how it iscpived from the outside. Views on this are
conflicting, for example Rae suggests that althotinghregular taxpayer and consumer is inextricably
linked to the sector, through their consumptiorg thlationship is distant and ultimately one way
(Rae, 2008). This idea, that through their consionpthe wider public are heavily involved with the

sector, is identified as one of the key reasongHtergrowth of the sector, insomuch as the creative
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industries are “... all around us ...” (O'Cinneigled Henry, 2008:73). This is an aspect frequently
overlooked within the literature. Acknowledging thlae wider public are indeed immersed within the
output of the sector through architecture, televisimusic, film, advertising and other creative
outputs, Cave (2000), Florida (2002) and more rigdriorida et al. (2008) have highlighted the
relationship between the health of the culturalnecoy and production and consumption. However,
rather movingly, Shorthose describes a somewhatkbkituation whereby “cultural capitalism
historically demonstrated a capacity to assimitee cultural values and production ‘back in’ to the
mainstream economy, to sanitise cultural critignd ao commodity culture as a series of ‘events’
participated in as something extrinsic to one’s olife and capacity for creative expression”
(Shorthose, 2004:4). Ravenscroft and Gilchrist ttitefield of ‘work and leisure’ when discussing th
growth of leisure and the relationship betweerukeigime and cultural consumption, but highlight a
growing trend in terms of consumers becoming predkiof cultural/creative output (Ravenscroft and

Gilchrist, 2009).

An important aspect influencing the creative indastin the recent past and currently is the ever-
changing impact of technology. Changes in technolage impacting the creative industries in a
number of ways. Mills and Green (2008) identify fevays in which technology is impacting on the
sector, including ‘New technological platforms’ hely identify a number of changes to the way
creative content is made and distributed; ‘Conssmand the ease with which consumers can now
share their views on products; ‘Institutional chandgor example the impact of global markets,
competitors and labour; and ‘new products’, forragle computer games (Mills and Green, 2008:6),
and they describe these in terms of opportunity driders for innovation. When discussing the
computer games industry, Hotho and Champion hiphlige fact that “the computer games industry
is a fast changing industry with technology pernmiiyecreating new business opportunities that may
or may not be seized” (Hotho and Champion, 2011)88thout doubt the changes identified by Mills
and Green, are impacting across all fields of tteatove industries, from publishing to the music
industry, what is important to take from this istrjast the relationship producers have with

technology but also consumers. Arguably then, iinigortant to consider who is producing and who
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is consuming? And whether or not the evolution mfdpction, distribution and consumption within
the creative industries sectors represent a ldvexausivity. This is considered in more detaithim

section 2.4.5 Gender, media and technology.

2.2.5 Careers and the creative industries

As identified, there are high levels of self-emplant within the creative industries sector (Riclkard
2006; Blackwell and Harvey, 1999). Careers withie tsector are characterised by “a range of
portfolio options” (Reidet al., 2010:26) or the protean career (Bridgestock, 2@04,1). Negative
aspects have been highlighted, for example a lagbosecurity or scope for promotion (Redtlal.,
2010), and in some instances inaccessibility teerardue to exclusivity of networks or opportusitie
(Banks and Hesmondhalgh, 2009). Graduates ofted findifficult to establish themselves

(Bridgestock, 2011).

Careers vary across the creative industry sub4sedto example the publishing industry is the
largest employer within the creative industriesevet) although the industry is less certain thavas,
careers take on a more traditional route througbleyed work: “83 per cent of those working in the
Publishing sector do so as an employee, with 1¢@er self-employed” (Skillset, 2008:13). While
still a higher proportion than the UK as a wholes iis far lower than across the creative industrie
more generally, with estimates between 39-43%esmlloyment at some point for creative graduates
(Blackwell and Harvey, 1999) and a “overall 24 pent are self-employed, rising to between 40 and
50 per cent in movies, video, and TV, and radieises and in creative, arts and entertainment
services” (Brinkley and Holloway, 2010: 9). As idiéied there is a high reliance on networking
within the sector. One insight into the careersreftive individuals comes from Bilton, who
highlights that “most enterprises within the creatindustries start small ...based on one or two
individuals ... playing multiple roles” (Bilton, 20@7). This suggests that the creative individual

might start an enterprise based on an idea andtbdu#fil many other business tasks to sustain it.

Elsewhere, discussion revolves around artists'ecarajectory being based on their ability to depel

a public persona and recognition of their talenéger, 1999). Across the performing and visual arts
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there is evidence for the motivating factors of kvand career being driven by artistic pursuit aotl n
commercial imperative (Kubacki and Croft, 2011)e3& themes are explored in more depth within

the section in Chapter Three looking at entreprestep and the creative industries.

2.3 Entrepreneurship

The field of entrepreneurship is wide and variedthifd this section, a specific approach has been
taken in order to remain focused on the overalthstihis has involved identifying synergies or
similar characteristics found within the literatuom entrepreneurship and that of the creative
industries. Later in this literature review, entepeurship specifically within the creative indiesris
discussed (see Section 3.2), here the focus iharacteristics associated with the creative indesstr

sector which are discussed in literature relatingeneric entrepreneurship, Table 2.1 illustraies t

This section will be structured as follows. Firséy overview of entrepreneurship research is
provided. Here some of the key trends and develomsneithin this field, including definitions and
theories of entrepreneurship and the entrepremeuexplored. Following this, four key themes are
identified. Firstly, | look at the individual. Asléntified, individuals within the creative indussi
sector are frequently described as creative, hightyworked and self-motivated (NESTA, 2006), and
here theories around entrepreneurial traits anchctexistics are explored. Secondly, the reasons wh
some individuals become entrepreneurs are explarigd the high levels of self-employment within
the creative industries sector, this section vatid to the entrepreneurship literature to see what

be learnt from generic entrepreneurs, for examtpkxnries around whether entrepreneurs are ‘born or
made’, motivations of the entrepreneur and push jamidl factors will be considered. Thirdly,
intangible assets associated with entrepreneursaocessful creative individuals are explored, for
example, social, cultural and human capital. Thalfsection looks at enterprise and entreprengurshi
education. A key characteristic of the creativeustdes is the high levels of educational attainimen
here emerging theories around enterprise educatierstudied in order to seek out similarities of

provision.
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Table 2.1 illustrates how this section is splibithese four main sub-headings and how by mapping
characteristics of the creative industries acrosthé entrepreneurship literature, these sub-hgadin

were arrived at.

Table: 2.1 Creative industries characteristics withe context of entrepreneurship research

Sub-heading Characteristics of the creative | Area of entrepreneurship
industries research studied

Characteristics of the | Creative and innovative « Entrepreneurship and

entrepreneur creativity

e Characteristics of
entrepreneurs

* Trait based theory

Why are some people | Career destinations (high levels « Behaviourism

entrepreneurs? of self-employment) « Entrepreneur’s nature vs.
nurture

* Motivations

e Push-pull factors

Entrepreneurship and | Highly networked e Entrepreneurship and social

social, human and and human capital

cultural capital  Entrepreneurship, networking
and friendship

Enterprise and Highly educated * Entrepreneurship education

entrepreneurship

education

2.3.1. Entrepreneurship as a field of research

The focus of research and interest in business geament has shifted in the last twenty to thirty

years. As described, “over the last twenty yeagshihsiness world has fallen in love with the idéa o

entrepreneurship” (Burns, 2007:4). Previously witttie field of business management research, the
focus in terms of what was taught, researched andidered successful was the idea of big business.
This relatively new focus on entrepreneurship wittiie research world reflects what Burns refers to
as an ‘entrepreneurial revolution’ driven by thergasingly rapid pace of change, where small firms
are better able to adapt (Burns, 2007). The comseappears to be that as a field of research

entrepreneurship has been in development for #te3@ years (Blackburn and Smallbone, 2008;
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Carter and Jones-Evans, 2000). Several authors imakecent years, aimed to map the development
and scope of research into entrepreneurship inUtike Blackburn and Smallbone evidence the
growing trend towards the study of entrepreneurdhjphighlighting the increasing numbers of
researchers attending the UK'’s largest small bsgsirend enterprise conference and the increased
numbers of professors in UK universities speciajsn this field of study (Blackburn and Smallbone,

2008).

There are tensions related to entrepreneurshipythedth a lack of consensus amongst scholars on
what constitutes entrepreneurial theory (Alvare@0%). Casson points to two main theories of
economics which help to form the basis of entrepueial theory: the Neo-classical school of
economics and the Austrian school of economics 4@8s2003). The Neo-classical school, Casson
suggests, made assumptions “that everyone hasathe access to information that they require to
make decisions ... trivialising decision making andking it impossible to analyse the role of
entrepreneurs in taking decisions of a particuiad’k (Casson, 2003:9). The Neo-classical school
limits theorists by suggesting that a set of data@nly ever lead to certain outcomes: here, aigati

is not discussed (Casson, 2003; Kirzner, 1997).Ausdrian school, however, places great weight on
‘entrepreneurial discovery’: the act of discoventgntially leads to what has as yet been overlooked
— an opportunity (Kirzner, 1997). Arguably this fimn resonates more closely with Howkins (2002)
position of the creative entrepreneur and is momapsthetic to the position of that type of
entrepreneur. Alternative theories around entreqareship reflect on the individual and are founded
on traits based and behaviourism theory (Alvar@0)52 Gartner, 1988). Describing the last twenty
years, Alvarez suggests that while entrepreneurttgprists have had wide and varied approaches,
they have all concentrated on three main areas ntfeeneurial phenomena: the nature of
entrepreneurial opportunities, the nature of emé&epurs as individuals and the nature of the datisi

making context within which entrepreneurs operafggrez, 2005:2).

Other theories and often public policy are concgrngith the socio-economic impact of
entrepreneurship (Ebner, 2003; Scase, 2000); tlisk vextends to theories related to female

entrepreneurship (de Bruet al.,2006; Marlow and Carter, 2004; Carter, 2000; Byu€93), ethnic
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entrepreneurship (Rarat al., 2000; Aldrich and Waldinger, 1990), indigenous epteneurship

(Peredeet al.,2004) and the environment conducive for entrepresiep (Devi and Fogel, 1994).

The word entrepreneur is considered to have beenduced to the field of economics by Cantillon
(Casson, 2003; Bolton and Thompson, 2004), traedlatariously as merchant, adventurer and
employer, although directly meaning the underta&éra project (Casson, 2003:19). However,
Drucker refers to the French economist J.B. Saptasducing the term and defines the entrepreneur
as someone who “shifts economic resources out ofran of lower and into an area of higher
productivity and greater yield” (See Drucker, 199985:19). Drucker argues that Say left no
guidelines as to how to identify who entreprenenese and so much definitional confusion has
ensued, which continues to dominate much of tlegditire and discussion around entrepreneurship

(Drucker, 1999, 1985).

There are also tensions around the definitionsused of words to describe entrepreneurship, seen as
one of the most crucial and difficult aspects @& theoretical area (Casson, 2003). For examples wor
related to small business, small business creatiaierprise and entrepreneurship is often seenas o
field, with the various terms being used intercheaidy. Moreover much of the research fails to
distinguish between owner managers and entreprgnassuming that anyone who starts their own
business is an entrepreneur (Burns, 2007:31). Benck highlights early definitional issues,
suggesting that owner managers were entreprersuasliscussing whether that in turn meant that a
manager could also be an entrepreneur (Brockh&&0)1Drucker cites US business schools as
contributing to some of this confusion by simply-bmanding small business courses as
entrepreneurship courses, suggesting that not esregll business is entrepreneurial or represents
entrepreneurship. Others suggest that there has de®n-going debate about whether the unit of
policy analysis should be the entrepreneur or thealls business (Westheadt al., 2005).
‘Entrepreneurship’ is defined and described in marays, for example, in terms of opportunity

recognition, business start-up and growth (Matlag &arey, 2007), as an activity leading to the
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creation and management of a new organisation resitp pursue a unique, innovative opportunity
(Hindle and Rushworth, 2000) and/or as carriedbgundividuals able and willing to grasp profitable
opportunities, take the necessary risks and havedhfidence and capabilities to turn creative new
ideas into working realities (Nixon, 2004). Horgg al. (2005) suggest that nascent activities are
arguably one of the most crucial and understudspeets of the study of organisational development,
as they determine the critical point at which dartmdividuals succeed or fail at creating new

organisations.

2.3.2 Characteristics of the entrepreneur

Schumpeter (1950) describes an entrepreneur assanpaho is willing and able to convert a new
idea or invention into a successful innovationeAtative definitions suggest that when discusdieg t
role of the entrepreneur within economic developimene can frame the discussion by taking the
view of a historian with hindsight: here the entespeur is identified as “being the one who wastrigh
when practically everyone around them was wrongdsgon, 2003:10). Bolton and Thompson have
developed a definition through trying to understahd special and unique qualities which they
perceive the entrepreneur to have, thus their diefinis: “A person who habitually creates and
innovates to build something of recognised valueuad perceived opportunities” (Bolton and
Thompson, 2004:16) and here perhaps, is wheruidde argued, the difference between a small
business owner and entrepreneur lies, as Drucltgsst'to be entrepreneurial an enterprise needs to
have special characteristics over and above bangamd small. Indeed, entrepreneurs are a minority
among new businesses. As suggested by Druckey titeate something new, something different;
they change or transmute something” (Drucker, 1399: Arguably while this differentiation
resonates with the role of the self-employed cveagiroducer, it appears that this clarity is migsin
from the wider research community. Terminology surnding entrepreneurship and business
ownership are somewhat confused as evidenced thrthey previous discussion highlighting this

confusion.
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Self-employment is another aspect of the work edrout by entrepreneurship scholars. This is an
important aspect for this study given the aforenosied high levels of self-employment within the
creative industries. Based on the definitions ptedliby Schumpeter and Casson and heavily adopted
by the entrepreneurship research community, Bettaotl Neumann argue that “every self-employed
person can be defined as an entrepreneur” (Bertantl Neumann, 2008: 237). Gartner (1989)
discussed the issue of defining “who is an entregue?”, acknowledging that the debate on how to
define the entrepreneur had been raging then foeddteen years (at the time of writing and now fo
some forty years). He offered some insights ash® definitional differences between the self-
employed and the entrepreneur, drawing upon th& wb6Garlandet al.,(1984) who suggested that

a business owner of some ten to fifteen yearsti:acessarily engaged in entrepreneurship (Garland
et al.1984, cited by Gartner, 1989:47). They go furthentthis to suggest that “all new ventures are

not entrepreneurial in nature” (Garlaedal.,1984:357).

Elsewhere, definitions and descriptions of what @sakuccessful entrepreneurs are made within the
context of their entrepreneurial activity and vagaentrepreneurial types. For example, Westlatad

al. (2005) describe three distinct entrepreneuriatsypNovice, those who are new to entrepreneurship
and starting out; Portfolio, those who start and mnultiple enterprises; and Serial, those
entrepreneurs who create, run and sell enterpaisésepeat the process. They also describe nascent
entrepreneurs. Identifying nascent entrepreneuby iiss very nature extremely hard, although work
has been carried out which identifies particulaarebteristics which those nascent entrepreneurs
might have. Wagner describes the starting of anlessi as involving three transitional periods. The
first transition begins when one or more persoad s commit time and resources to founding a new
firm: if they do so on their own, and if the newngre can be considered as an independent start-up,
they are called nascent entrepreneurs (Wagner,:2008Isewhere, the ‘entrepreneurial cycle’ is
cited: here four phases are identified, conceptigestation, infancy and adolescence, aimed at
identifying the transitions in ‘entrepreneurial aff i.e. from an adult with a business idea, to an
individual entrepreneur, to a fledgling firm anchdlly to an established new firm (Aldrich and
Martinez, 2001:5). Others speak of another typeemtfepreneurship: Intrapreneurship, defined as
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“entrepreneurship within an existing organisatiofAntoncic and Hirich, 2003). Briefly,

intrapreneurship is the act of an employee behagimgepreneurially within and on behalf of their
employers. Although views on intrapreneurship magyvthere is evidence to link an entrepreneurial
workforce with growth of firms (Jasna and Antoncig011) and increased innovation and

performance (Feliciet al,2012). This it could be argued is due to increaseff satidfaction.

Within the field of entrepreneurship is a sub-seadliterature which focuses on the entrepreneur.
Within the creative industries, as establishedhia previous section (see ‘the Creative Industries’)
there are high levels of self-employment, whichlddae described as enterprising or entrepreneurial
activity (this is further explored in Section 3.%Yithin the literature around entrepreneurshipeher

much discussion around whether entrepreneurs anedbonade.

2.3.3 Why are some people entrepreneurs?

Much has been made of the reasons why some peeptenie entrepreneurs and others do not. The
research covers a multitude of areas, includingareh aiming to uncover entrepreneurial traits, i.e
those, which might help to identify who is likely become an entrepreneur (Burns, 2007). This, it
could be argued, is particularly salient withingash and policy related to enterprise educatiatin, w
researchers hoping to identify and understand h@set characteristics and traits might be developed
and encouraged within individuals. Other literatimeuses on behaviourism and aims to identify
specific behaviours of the entrepreneur (Gartn@881 Deamer and Earle , 2004; Hannon, 2006).
This section explores some of the drivers to endregurship, looking at entrepreneurial traits and
characteristics, motivations and factors, whichegitpush or pull individuals into an entreprenduria
path. Levels of self-employment and, it could bguad, entrepreneurship, are high within the
creative industries: by understanding some of #utofs behind generic entrepreneurship, we might

gain a clearer understanding of what might be dgwnterprise within this sector.
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Often considered the predominant field of reseasthting to entrepreneurs is traits based theory,
which aims to identify specific traits which entrepeurs possess. Bolton and Thompson offer an
acronym which helps to recall the various qualitibat entrepreneurs share: FACETS - focus,
advantage, creativity, ego, team and social (Bokod Thompson, 2003:53). Interestingly, they
suggest that artistic talent is an additional anplementary factor when describing an entrepreneur
in musical theatre. Casson reminds us that the cbagacteristic of the entrepreneur is that the
entrepreneur is always an individual (Casson, 20D@scribing the personalities and individuals
behind companies such as Microsoft and Virgin, €aahd Jones-Evans suggest that these successful
entrepreneurs offer role models and that, in lifid ¢he previously mentioned history of research in
this field, attitudes towards entrepreneurs hawangkd significantly in the last twenty years (Qarte

and Jones-Evans, 2000).

Elsewhere, Delmar and Davidson describe five méiaracteristics of entrepreneurs: risk-taking
propensity, need for achievement, locus of contegr-optimism and desire for autonomy (Delmar
and Davidson, 2000:141). While highlighting thesheowise positive characteristics, they suggest
that in fact there might be a ‘dark side’ to thetrepreneur’'s character. Other characteristics
highlighted refer to a need for independence andlility to live with uncertainty (Burns, 2000).
Indeed having a high tolerance for ambiguity, is Haeen argued (Schere, 1982), is greater in
entrepreneurs and potentially higher than the perdehigher risk-taking propensity (Delmar and
Davidson, 2000). The ability to identify and explopportunities is also seen as a core charagterist
Casson and Wadeson describe opportunities as wejed the entrepreneur as one who seeks out and
exploits projects, suggesting that as there asege Iquantity of projects (opportunities) out thehe
successful entrepreneur is the one with a “goodotetearch strategies” (Casson and Wadeson,

2007:286).

McCarthy identifies two main types of entreprenand suggests that the strategy formation of their
companies, at least, is driven by the owner/mangaygrepreneurs) personality. Here, two types are
described: ‘charismatic’ and ‘pragmatic’ entreers. The charismatic entrepreneur “conforms to

the stereotypical view of entrepreneurs and theyewasionaries, risk-takers, highly persuasive,
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passionate, with ambitious and idealistic goal®e pragmatists did not fit the stereotypical mouid a
were more cautious, more rational and seemed tptadmore calculating and instrumental approach
to the business, yet they also achieved successCéhy, 2003: 158)Entrepreneurship has been
associated with a range of psychological conditi@mton and Thompson identify these as including
early days mania, stress, and a ‘need for achiengnadthough they stress that the motivating facto
of ‘need for achievement’ does not necessarily Itesua successful entrepreneur (Bolton and

Thompson, 2004). They go onto explore competitigsrees a motivating factor.

In other work, McCarthy and Leavy, however, sugdbat there is “growing disillusionment with
personality trait theory” (McCarthy and Leavy, 1999Vhile some popular traits associated with
entrepreneurs have proved inconclusive, for exardk taking’ (Deamer and Earle, 2004), they
point to another field of research which looks tdrepreneurial behaviour. As a field, there is much
discussion around whether traits theory is legitérend, if so, which of the traits is most prevalen
Earlier work also suggested that this focus wasanedt placed. In his seminal work, Gartner referred
to the ‘Traits approach’ and considered this to dme inadequate approach for explaining the
entrepreneurship phenomenon (Gartner, 1985). He8mstner takes an arguably more holistic
approach, arguing that the behavioural approackroffjreater understanding of entrepreneurial
phenomena, viewing the creation of a new orgamigats a contextual event subject to many
influences (Gartner 1989:57). He goes on to sugbasthe study of the entrepreneur should focus on
what they do (their behaviour), not who they areeift personality). Naffzigeet al. (1994) cite
Greenberger and Sexton (1988) for bringing togethese two fields, by incorporating individual
characteristics and environmental Influences. Tdleg describe the individual's “decision to behave
entrepreneurially” - here they suggest that there five major variables which influence an
individual’'s decision to behave entrepreneurially) Personal characteristics, 2) personal
environment, 3) relevant business environment, pBcific business idea, and 5) “goals of an

entrepreneur” (Naffzigest al, 1994: 32).
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‘Push and pull factors’ have also been cited asesof entrepreneurship (Brockhaus, 1980a; Shinnar
and Young, 2008). These are characterised by mgbrs such as job dissatisfaction as opposed to
pull factors for example being “pulled into an exirely appealing business opportunity” (Shinnar and
Young, 2008: 259). Push and pull factors are fratyereferred to in instances where
entrepreneurship is linked to gender and ethnitityexample when studying Hispanic entrepreneurs
(Shinnar and Young, 2008) and female-owned buséze@aughret al., 2006; Buttner and Moore,

1997; Birley, 1989).

However, Aldrich and Martinez argue that while ighit be intellectually stimulating to find out what

motivates entrepreneurs and how they might diffemf‘mere mortals’, the more critical question

(from an economic perspective) is how these indiaid manage to create and sustain successful
organisations, despite severe obstacles (AldrichMartinez, 2000:3). On this basis, they argue that
when studying entrepreneurship an evolutionary @ggr should be taken, whereby one considers
how organisations adapt to changing circumstaru®s, organisational arrangements lead to success
and survival (selection), and how these successes be sustained and replicated by others

(retention).

2.3.4 Entrepreneurship and social, human and cultual capital

‘Social capital’ is often used to describe soméehef less tangible assets that individuals mightehav
ranging through “social energy, community spiritcial bonds, civic virtue, community networks,
social ozone, extended friendships, community Bfigial resources, informal and formal networks,
good neighbourliness and social glue” (statistme.gk, 2001: website). High levels of social capita
have been attributed a number of positive effecteims of benefits to both individuals and theewid
community. Cote and Healy highlight three ‘typed’ sbcial capital: “bonding social capital -
characterised by strong bonds (or ‘social gluay,dxample, among family members or members of
an ethnic group; bridging social capital - charaseel by weaker, less dense but more cross-cutting
ties (‘social oil’), for example among businessoasstes, acquaintances, friends from differentiethn

groups, friends of friends, etc; and linking socapital - characterised by connections betweesetho
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with differing levels of power or social statusy fexample links between the political elite and the

general public or between individuals from differsacial classes” (Cote and Healy, 2001:42).

Linked to human capital is what is referred to@sttural capital, this type of capital builds otene,
through experience, education and training (Ma&al999). Elsewhere it is suggested that cultural
capital accumulates through community situatioios,example: celebrations and other culturally rich
shared experiences (Gould, 2001). Cultural andakampital, as well as financial capital, are
considered important to the success of new ensepr{Storey, 1994; Marlow and Carter, 2004;
Smith-Hunter, 2006). Individuals are in a bettesipon within the general workplace if they have
higher levels of human, social and cultural capi#ddirich and Martinez highlight that knowledge is
as vital as financial capital for entrepreneurgytigo on to suggest that the ideal combination for
acquiring knowledge and capital is “through a bleiddiverse and strong connections with other
individuals and organisations” (Aldrich and Martm&001:16). This has resonance with the creative

industries given their highly networked and colladiive characteristics.

Perhaps not surprisingly, a successful start-uinbss will be affected by the nascent entrepreseur’
past experience, training, education and skillettgpment (Deakins and Whittam, 2000:116). In fact
social and human capital can be leveraged to devwsdev business ideas, in terms of bettering an
existing product that the would-be entrepreneur heaye come into contact with or in terms of being
able to draw upon particular knowledge or expege(igeakins and Whittam, 2000). Some studies
suggest a direct link between educational attainnfleaman capital) and entrepreneurial growth,
specifically businesses with high growth (Store994). Burns describes it as “folklore that the
entrepreneur comes from a poor deprived backgramddhas little formal education” (Burns, 2007).
Later, | explore the impact of social capital oméde entrepreneurs (see Section 3.1), as well as
making links between this increased human capital antrepreneurship within the creative
industries: 42% of creative industries workers aducated to degree level (NESTA, 2003).

Elsewhere, symbolic capital is discussed: thistesléo how one is valued by others (Fuller and ,Tian
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2006; Bordieu, 1985). An entrepreneur might tryiriorease their symbolic capital through, for

example, their ethical and responsible behavidemidr and Tian, 2006:288).

From this perspective, social capital is not jusbwt how an entrepreneur or nascent entrepreneur
benefits from having it: one of the motivations &barting a business is to create some socialatapit
Bolton and Thompson describe this: “entreprenedurs, wather than focusing on financial wealth and
capital, have instead been principally motivatecatidesire to build social and aesthetic — or &tist
capital and, in some cases, to preserve enviroraheapital” (Bolton and Thompson, 2004:179).
They go onto discuss social enterprise and bustsessich are about ‘doing good'. This area will be

re-visited when looking at entrepreneurship indreative industries.

2.3.5 Entrepreneurship and careers

Much research on the careers of entrepreneursdsa@rscareer planning (Rae, 2006), early stage and
nascent entrepreneurship (Henderson and Robet885,; Carteet al.,2003; Casser, 2007). Much

of this research is centred around entrepreneueghipation and is situated within the context ef th
drive for greater numbers of entrepreneurs (Woederis, 2010), the move, more generally,
towards portfolio careers (Henderson and Robert$885) and, the fact that we are in “a period of
unprecedented change, with a fall in graduate goiat a freeze on graduate pay” (Woodier-Harris,
2010:465). Rae argues that the recent focus orhyemd graduate entrepreneurship has led to a lack
of understanding of the development needs of wlatrdfers to as ‘mid-career entrepreneurs’,

acknowledging this as growing group of entrepresegiven the ageing population (Rae, 2006:563).

Theories related to push and pull factors are contyndrawn upon within the entrepreneurship
literature in order to understand the original watiion for becoming an entrepreneur (Hytti, 2005;
Matlay, 2008). Cox and Jennings, when looking ahdtventrepreneurs are like’ identified and
compared three distinct groups: ‘elite entrepresiginorn to advantage), ‘elite intrapreneurs’ (btwn

advantage and running, for example, the family mess) and ‘self-made entrepreneurs’. They

compared the careers of the three groups and feome interesting comparisons and differences. In
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common, most were not motivated by money, thewatked hard but interestingly those “who had
made their own way in the world started in earlifdifood” (Cox and Jennings, 1995:9): this appears
to be linked to early childhood experience and deselopment of resilience. Hamilton (2011)
provides a useful addition to the understandingepméneurial learning in childhood when looking at
it within the context of family business, throughist study, where participants were exposed to
entrepreneurial activity, she highlights that “eptreneurial learning....as socially embedded rather
than individually acquired” (Hamilton, 2011: 21).hé focusing on family business it could be
suggested that this is transferrable to otherrggttfor example, in the case of this study the art

school.

Entrepreneurial careers are often characterisedeBifience and response to failure (Cox and
Jennings, 1995). Coelho and McClure highlight tmatdtiple failures occur throughout all business
functions and that failure is part of the learnpgrgcess of trial and error (Coelho and McClure,5)00
Linked to enterprise education is the need to Istljglents to manage the emotion of failure and
understand that learning to fail, reflect and rexds generally a good thing (Penaluna and Penaluna
2008). Moreover, failing entrepreneurs have alsenbidentified as beneficial to the economy. Knott
and Posen discuss ‘beneficial failure’, highlightithe fact that new ventures to the market have a
positive economic impact, regardless of their figJidue in part to the way existing companies

respond to this new competition and the innovatibey bring (Knot and Posen, 2005).

2.3.6 Entrepreneurship and education

Entrepreneurship coupled with innovation has seeneased attention in recent years. In the UK
these are attributed with helping to deliver contpet advantage. To encourage entrepreneurship

range of measures and initiatives have been intexlover the last ten years, including funding for
the development of new enterprise curricula andstitéing up of new bodies such as the National

Council for Graduate EntrepreneurshiiCarey and Matlay, 2010: 696).

The education system is considered key in thiseesghown, for example, in calls faniversities

to deliver new curriculum to develop enterprising graduatdhe hope is that Universities will
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produce entrepreneurial graduates, leading tofirewformation as well as offering a more flexible
approaches to careers i.e. moving between emplayarmehself-employment. Higher education has
been encouraged to “take on board self-employmaeittiinvemployability aspects of courses”
(Moreland, 2006:3), this has led to university @uta being developed in order to equip graduates

with the necessary skills for managing businesa$&c2000).

Entrepreneurship education is frequently cited ageans of significantly increasing the numbers and
quality of entrepreneurs entering the economy, thate are still questions as to its effectiveness
(Matlay and Carey, 2007:259), despite the prest&it@across Higher Education to deliver enterprise
and entrepreneurship education (McKeoetnal,, 2006b:611). This increased emphasis on Higher
education to provide entrepreneurial learning texb to an increased interest from the research
community, with studies focusing on ‘learning epteneurial behaviour’ (Rae and Carswell, 2000)
through to questions related to ‘what entreprerfepreducation is? And whether or not there is an
appetite for it (Binks, 2005). There is discussaiyout ‘at what point entrepreneurship education
should take place’ for example McKeovet al., look at the post-graduate enterprise education
(McKeownet al.,2006b) elsewhere, whether entrepreneurship caaught? is considered (Heney

al., 2005).

2.3.7 Specialist and contextualised entrepreneurghieducation

The type of education being offered varieghile there is a tendency for entrepreneurship
education to be focussed within business schddksjncreasingly being offered across other
disciplines and within their contextual settir{tygKeownet al.,2006b; Matlay and Carey, 2006
Carey and Matlay, 201AWhile there is much discussion about the relatiegits ofdifferent

approaches and types of provision, “relatively fstudies consider existing models of enterprise
education or devise new or better practices” (Leavid Massey, 2003:199). Meanwhile the shortfall

in longitudinal studies, due to the relative nevenekthe topic and a ‘tendency for local, smalllsca
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studies’ have been attributed with a lack of corasmas to what constitutes best practice (Brown,

2005; DCMS, 2006b; Carey and Naudin, 2006; CarelyMatlay, 2011).

Employability, arguably, affects all areas of therriculum and this has led to research into
entrepreneurship and enterprise in non-businessosaontexts. For example, reporting how HE
could better support entrepreneurship in the creatidustries, the Department of Culture, Media and
Sport highlighted five specific models or approache teaching enterprise education: curriculum
embedded, extra-curricular activities, post-graeu@iurses, continuing professional development or
external agency provision (DCMS, 2006b:7). This had impacts across disciplines, with individual
faculties developing new curricula, for exampleg thidespread new enterprise courses in creative
industries departments (Carey and Naudin, 2006)e@ise “the most effective programmes in terms
of numbers of new business start-ups seem to bgetiptacing product innovation or product
development at the centre of their programme. These usually run from science, technology,

creative sector or engineering faculties” (McKeostral.,2006b:610).

Art and Design schools are proving of interest inithe discussion of enterprise education. Existing
art school pedagogies are being explored (Penalodd@enaluna, 2009; Carey and Naudin, 2006) for
example “links between practitioner-lecturers ambediment of enterprise is also providing a focal
point for some researchers and practitioners eixgaron-business school contexts” (Carey and
Matlay, 2010: 697). Frank (2006) however, arghes subject-specific entrepreneurship education is

still in its infancy, is not widely available and$iyet to be fully explored.
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2.4 Gender Studies

Having looked at the creative industries and emémgurship, the final discipline to explore is gend

Here, an overview of gender studies as a fieldegskarch is provided, and from this a funnelling

exercise has taken place (see Table 2.2) in ood@tain focus on the core elements of the stutlis T

has led to the exploration of three main sub-heggifirstly gender and identity and careers. Hbee t

author tries to gain an understanding of what erflzes and determines identity in terms of gender.
Secondly, gender and inequality in labour markets explored. Thirdly gender, media and

technology are discussed, both in terms of thdiuemce over likely career outcomes and also from

the perspective of both sexes’ contribution to ¢hfgsdds.

Table 2.2 Approach to identifying fields of study ¢ explore within Gender studies

Field of gender
studies literature
explored

Characteristics related to
creative industries

Area of gender studies
investigated

Gender and identity
and careers

The identity of individuals as
artist/creative — is this a
gendered identity?

Influences of gendered identit)
on careers

Gender and inequality
in the labour market

The creative industries are a
male-dominated sector. Gener
materials on gender inequality
the workforce as a whole are
explored here.

Inequalities in the workplace
Work/life balance

Inequalities across different
sectors

Gender, media and
new technology

The creative industries form on
of the central industries that fee
media and new technologies.
The link between these fields
and gender is explored. Links
have been made between gen
and the production and
consumption of creative
artefacts, specifically high-end
industries, e.g. computer game

e e
2d o

ler

and software design

Gender and the media
Gender and new technology
Women and computing
Cyber feminism
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2.4.1 Gender studies as a field of research

Gender studies, it could be argued, investigatesieyedifferences between men and women, with
specific focus on how these difference exist or ifeahthemselves within specific social or cultural
contexts. Initially this field was driven by fem#étischolars who sought to understand the reasons
behind gendered differences: some sought to reditessbalance of understanding women’s
experience as they considered women “hidden frastoty” (Rowbotham, 1973). Liddington refers
to this early work as “characteristically recupemt- quite literally uncovering and celebratinge th
stories of radical and working-class women” (Lidgtion, 2001:2). In trying to establish the roots of
feminism and an interest in gender as a field ud\st Oakley points to the first Elizabethan reigraa
point in history where the gendered roles of med women went through a period of reappraisal
(Oakley,1985), and she pinpoints this time as bémgopic considered of some social relevance”
(Oakley, 1985:11). From here she maps across éz@nd later period at the start of the “movement
for emancipating women”, and describes the intgggriod as being a time where the roles of the
sexes became starkly different in terms of interesttivities and personalities. Liddington alsiere

to the ‘movement for emancipating women’ and a sdcwave with the ‘Women’s liberation
movement’ in the early 1970s, which led to greatsearch in the field (Liddington, 2001). Criticism
was made of some of the earlier work, laid at thdesof writing, often described as overly
descriptive and not sufficiently analytical (Scdtf86). Scott also took issue with the terminology,
suggesting incorrect usage of the word genderitsisimplest recent usage, ‘gender’ is a synonym fo

‘women’ suggesting that the term gender depoligisithe study” (Scott, 1986:1056).

Gender has not only been looked at though a hisilolens but also through a more anthropological
viewpoint. Ortner (1974) highlighted that genderelks were not unique to any one culture and that
women'’s roles in all cultures were universally ofoaver social status: “female subordination ...

exists within every type of social and economicaagement and in societies of every degree of
complexity” (Ortner, 1974:67). This view is reitezd by other scholars, for example the feminist

political theorist Valerie Bryson (Bryson, 2003)rt@er describes her hypothesis as to why women
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are universally subordinated. Briefly, women ar@sidered, due to the physiological demands of
pregnancy and childbirth, to be closer to naturbilevmen are potentially perceived as closer to
culture and therefore superior (Ortner, 1974). Heewehis hypothesis has not been without criticism,
as Moore suggests: ‘Nature’ and ‘culture’ are nalug free and we cannot assume that they are
perceived the same way outside of western cultiMemre, 1994). Elsewhere, however, this theme
has persisted, where gender equality is describedpeerceived threat to nature and leads to camfusi

around the conventional roles of the sexes (Oalleg5).

As well as the historic perspective, or perhap# ot of it, is feminist theory related female fiohl
history. Bryson suggests that the term feminist fivasintroduced to the UK in the 1880s, indicatin
women’s equal political and legal rights to menBryson, 2003:1). De Beauvoir (1949), when
considering questions related to when gender indgiggastarted and why they existed in the first
place points to “A little-known feminist of the saweenth century, Poulain de la Barre, put it this
way: ‘All that has been written about women by nséould be suspect, for the men are at once judge

and party to the lawsuit™ (De Beauvoir, 1949:10).

2.4.2 Gender and identity and careers

The roots of work related to gender and identignmsfrom early psychoanalytic work that aimed to
better understand homosexuality (Stoller, 1968)efBr, gender identity is defined by self-conceptio
as being male or female, as distinguished from ahdbinlogical sex. For most persons, gender
identity and biological characteristics are the safBritannica, 2008: website). Not surprisingly,
much work focuses on gender and identity (Cha@lé62; Chodorow, 1994; Oakley, 1985): it could
be argued that most of the work related to careatsyities and even personalities is driven by how
individuals create a gendered identity and makelgexd choices. For example, in terms of careers,
both sexes are often reluctant to embark on ndfitivaal gender roles: research reveals that fan me
there is a fear of being considered ‘gay’ and fomen there is a fear of harassment. There is also
evidence that women experience male-dominated rellteferences within many organisations

(Charles, 2002).
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This is a wide field of study. The literature raageom discussions of identity formation and the
influence of the media (Gauntlett, 2002), for exéamghe influence of male and female targeted
magazines, through to the influence of parentsdemtity. It is argued that the formation of one’s
identity in terms of gender starts to develop fritrta dynamics people experience when contrasting
themselves and their behaviour with their moth€tsodorow, 1994). Mothers continue to shape their
children’s identity. Usamini and Daniluk (1996) dliss the link between body image, how this is

affected by mothers and identify formation in adoknts girls.

In terms of research on work and careers, gendeegdities feature heavily. Besen (2007) suggests
that masculine and feminine attributes within th@kplace have seen the dominance of traditional
gender stereotypes, for example ‘the male breadwin8he cites a long history of ‘gendered
identities’ in relation to the workplace, estabimgithe onset of the industrial revolution as anpai
time when “work and home were sharply separatedgandered” (Besen, 2007:257). Kaztgal

(2011) highlight two foundational theories of idien ‘social identity’ defined “by an individual's
membership in various clubs”; and ‘personal idghtdefined by “idiosyncratic attributes that
distinguish an individual from others” (Kamg al, 2011:413). These are explored in terms of the
ways in which gender identity can be expressedidiraress within the workplace. Elsewhere,
gender identity research extends to entreprengynafhiere the act of entrepreneurship is generally
considered to be a masculine activity (Marlow, 200&reover Hamilton suggests, when looking at
the experience of women working in family businsstbeat existing “studies demonstrate how the
entrepreneurship and family business literaturesi@onily reflects and reinforces the relative sigenc
and invisibility of women in the ideological dialog that creates the entrepreneurial discourse”
(Hamilton, 2006: 253). This highlights the entreperial stereotype as male and suggests something

of women'’s relationship to entrepreneurial identity

While it is acknowledged that we all have and eigrere multiple identities, for example work,

family and career identities (Kamg al, 2011), Volpe and Murphy describe a situation netféhe
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self can be conceptualized as a set of socialittesit referring to a ‘salience hierarchy’, where

salience is defined as the “readiness to act oideartity” (Volpe and Murphy, 2011:62).

2.4.3 Gender and inequality in the labour market

Recent reviews of literature related to gender umdiies in the workplace identified that
“construction, engineering, plumbing and informatemd communication technology, were all male-
dominated, and childcare female-dominated” (Dillgveand Sylvester, 2007:3). Added to this was
insight that “employers are still discriminatinga@gst pregnant women and women of childbearing
age. The glass ceiling and issues around diveasitly social inclusion are all still active” (Dilloya

and Sylvester, 2007:6).

Earlier research focused on comparisons of malefam#le roles, opportunities and inequalities
within the workforce (Pommerenke, 1988). Elsewhmsearch focused on male-dominated sectors
for example the construction industry. Dairgly al., suggest that given the correct knowledge and
training women could make a significant contribotiblowever, they acknowledge that for women to
remain long-term within the sector changes to thwkimg environment and culture would be
necessary (Daintgt al.,2001). Similar studies in the US have identified tow numbers of women
working in and sustaining careers within the cargton industry. Sarkar found that “ 41 per cent of
these women had suffered from gender harassmer8&pdr cent reported sexual harassment. More
than half (52 per cent) of the surveyed tradeswoneported that men refused to work with them
during their construction careers” (Sarkar, 200286humber of contributory factors emerge as to the
experience women have within these industries: ftitistry's image; career knowledge amongst
children and adults; selection criteria and malehated courses; recruitment practices and
procedures; sexist attitudes; male-dominated altand the work environment” (Fieldest al.,

2001:293)
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Researchers frequently refer to a ‘gendered wockfoiGrayet al, 2007; Browne, 2004) this refers
to the types of role associated with a particulandgr. Of pertinence to this study, owing to their
status as a major employer within the creative $tries, Browne identifies the BBC as an
organisation that has adopted a number of measuageldress their gendered pay differentials and
were considered to offer optimum conditions for eear progression, although the “vertical
occupational gender segregation” remains high (Bew2004:55). When looking at segmentation
within the workplace, Gragt al. (2007) point to social networks and social capitéley suggest that
social networks offer access to valuable labourketampportunities. Citing Granovetter (1974), they
suggest that people who have found their jobs givooformal methods such as social networks find
higher prestige jobs, greater job satisfaction, higher earnings (Gragt al, 2007:146). Social
networks appear to play a significant role withie tcareers of creative entrepreneurs, and this is

explored at some depth within Section 2.2.4.

Moreover, women suffer from greater ‘inter-domaonftict’ than men and this is compounded for
women with children (Brough and Kelling, 2002). Wdugh employment has risen amongst women,
traditional familial roles have not been abando(@Brbugh and Kelling, 2002). Gjerdingest al.
(2001) identify that working women contribute maoehousehold chores than men. This additional
workload puts pressure on family life, jobs andeeas (Gjerdingemet al.,2001). Repettet al(1989)
describe ‘multiple role strain’ and suggest thas fh a conflict and in turn a “stress that arifesn
multiple roles and the subsequent lack of fulfiltnehboth roles” (Repettet al, 1989:1394). Arkin
(2007), however, suggests that women benefit frdrasé multiple roles insomuch as the
“combination of family roles with paid employmentogect[s] women from psychological distress

associated with the other role” (Arkin, 2007:1).

2.4.5 Gender, media and new technology
Developing the ideas of gendered identities, tagtisn focuses on the media and media portrayals of
both sexes, identity, femininity and masculinity.also focuses on new technology in two aspects:

from the position of how women engage in technaalgilevelopment, for example their contribution

45



to technology sectors and careers, and secondhewastechnology leads to new and increasingly
dominant media platforms, this section looks aeaesh which investigates the gendered influences
of these platforms. Interestingly, Hermes (1994htsoout that gender as a field of study has become
unpopular in the light of scholars recognising othariables, for example, ethnicity and sexuality,
suggesting however that there was a paucity ofarekerelating to gender within the field of media
studies (Hermes,1994). Looking at media has a nurabdinks to the overall study area. Media
production sits firmly within the creative industsi sector (DCMS, 2006); it could be argued that in
western culture individuals are heavily immersethim media and individuals compare themselves to
these media images when constructing their owntitygi@auntlett, 2002). Mattelart (1986) gives an
analysis of how television mediates traditional endominance but argues that the evolution of
female related programming has become increasisgyhisticated, citing ‘Today’s Woman’
(Canada) as an example. However, regardless af itheieasing sophistication, the programming
(lunch and afternoon time slots) is still intendedntegrate into women'’s everyday life — i.e. arnteo

life (Mattelart, 1986). Elsewhere, work relateghie examination of women as spectators of film and
television and how arguably the perspective ofrairfiést film critic is often missing from historical

accounts of, for example, cinema going (Stacey5199

Research related to technology covers a span frdmy girls do not use computers” though to cyber-
feminism. For example, an American study found ¢id$é found computing classes too narrowly
focused and rejected computer games for beingitdent and tedious. Interestingly, this study
suggested that although mainstream thinking wasgilla needed to ‘catch-up’ with boys, in fact it
could be viewed that “girls are pointing to impaitaeficits in the technology and the culture”
(AAUW Educational Foundation 2000:5). Elsewheradsts have focused on the schooling of girls
and the ages at which they are ‘turned off’ commu{Durndellet al, 1995). Ideas related to
women’s relationship with computers and technolalgp appear within the ‘cyber-feminist’
literature, notably in Sadie Plant’s (1997) ‘Zeewsl Ones’. Here Plant suggests that women have

always had a close relationship with technology laenk been central to its development, from the
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loom through to computer programming, but like otllements of history, their stories have

remained untold (Plant, 1997).

This focus on technology is important. Many of tieaver creative disciplines and indeed existing
creative disciplines have been strongly shapedelytechnology. Arguably the adoption of new
technologies by women and women'’s presence witlied emerging disciplines or lack thereof
could have a dramatic impact not only on gendeguaéty in the work place going forward but also
on the output of those sectors. As Fountain suggesén discussing the need to include more women
in software design &h increase in the participation of women in thgigleof information technology at

all stages will both redress a significant shortffahuman capital and influence the constructibar
increasingly information-based society” (Fount&@0O0: 59). Linked to this is the economic impemtiv

for more women as both creators and consumersnititieise new sectors. When discussing the computer
games industry, Garner Ray (2004) suggest thatadé@onal computer games market has ‘reached
saturation’ and that this has made it paramoutiteaontinued growth of the sector to reach ‘non-
traditional markets (i.e. girls and women). Witktis context the need for women working in and

informing the development of new products is seewit@l (Garner Ray, 2004: 49).

It has become evident in this initial part of titerature review of gender that the field is bout of a
need to better understand history and how his®tgld. Much of the work is developed out of the
work of feminist historians, who have sought td #&ld understand the lives of women and men. In
terms of this section of the literature, there @ many points where the literature crosses taver
our other themes, for example the influence ofa@ampital. These themes are developed in the next

chapter where the interdisciplinary fields of resbaare explored in greater detail.
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2.5 Summary and conclusions of chapter

This chapter has provided an overview of the timaé themes associated with the literature review
for this study: the creative industries, entrepuesiip and gender studies. These fields of research

all broad, with many possible sub-categories taréra. The approach was devised in order to focus
on areas where the researcher felt there was et diink to the objectives of the study for example
when looking at the creative industries the charastics of how the sector operated was considered
important, as this might have a direct bearing ameers. Likewise when looking at gender it was felt
important to look at the workplace and gender it within the workplace in order to glean

insight, as this is a major focus of the study.

Full conclusions from the literature review are mad Chapter Three, however, what has become
evident is that these three fields looked at inddpatly offer good insight and clues as to how the
three might converge. They vary in terms of maguist example the creative industries, as a field t

study, is relatively new with studies emerging whenable an understanding of the structure and
characteristics of this somewhat broad collectibindustries. The research does however, provide
insight to some common attributes across the vargub-sectors for example the highly networked
and propensity to self-employment. Across all thoé¢hese fields of research there are definitional
issues. For example entrepreneurship and whatpeetreurs are like, how entrepreneurs differ from
other business owners, leads to some confusiorinwiitte field. Similarly what constitutes gender

studies appears to mean different things to diffegeoups.

The approach was devised in order to navigate arthmm perceived lack of specific literature to the
study. By looking at where the three main fieldsw@rge, the necessary building blocks of
understanding would and have emerged. This hasgrawseful approach in uncovering pockets of

literature that help inform the study. This apmivas developed in the following chapter, which
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builds the literature review further to look at thecond and third ‘layers’ of literature, where the

topics cross over, and finally where the three eogs.
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Chapter 3: Literature review - themes converge

3.0 Introduction

This second part of the literature review focusesmbere the three different disciplines overlap. In
the first instance, a systematic approach was takehis literature review. In the previous chapter
each of the research fields was examined, andgaeyibin the research fields were selected based on
their relevance to the overall study. In this clkapan interdisciplinary approach and review of the
existing literature is taken. Based on the appagpantity of literature where these three disciine
converge, the rationale for the approach taken wwa®ok at where the three fields of research
independently crossed over, in order to build arge sense of the situation. On that basis, this
chapter is structured in the following way firsengler and entrepreneurship are discussed, second,
entrepreneurship within the creative industries #éimdd gender and the creative industries are
explored (see Figure 3.1). The final section of tthapter explores Stage 7 (see Figure 3.1), amd he

literature where these three fields converge isoezgd.

3. Gender Studies 2.Entrepreneurship 1. The Creativ
Industries

4.Gender Studies 6. Gender Studies 5. Entrepreneurship
+ + +
Entrepreneurship The Creative The Creative = Career
- Industries Industries -

A 4

7. Gender Studies + Entrepreneurship
+
The Creative Industries

Figure 3.1. Conceptual framework for literature review: second tier
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3.1 Gender and Entrepreneurship

This section of the literature review builds upba &reas discussed previously, namely gender studie
and entrepreneurship; here | discuss the literateleged to where these two fields converge. As
described, entrepreneurship, generally, has atftachcreasing attention from the academic
community over the past 30-40 years. However, umdistively recently, there has been much
research into generic small firms but little attenthas been placed on the role of gender and
specifically female-owned firms (Carter, 2000), twitesearch into women’s entrepreneurship
described as being “in its infancy” (de Bruéh al, 2006). Arguably, this has developed in recent
years. This is evident by the growing body of weresented at the currently existing dedicated
gender and entrepreneurship or female entreprdmputscks at national conferences (ISBE and
BAM) and reflected in the recent development ofidegd academic journals, for example ‘The
International Journal of Gender and Entrepreneprgiimerald, 2013). What follows is an in-depth
look at gender and entrepreneurship. First, treatiged to women’s entrepreneurship research are
explored. Second, the experience of women entrepreris looked at, exploring issues and barriers
that might lead to these smaller entrepreneuriahbrers. Next, research is looked at relating to
careers, specifically, why women become self-engiipyan exploration of ‘push and pull’ factors and
the impact of social and financial capital. In orde contextualise the UK situation, wider
international research on gender and entrepreripuisitdiscussed and finally in order to frame the
next section, the focus falls upon sectorial déferes in terms of gender and entrepreneurship

research.

3.1.1 Trends related to women'’s entrepreneurship search

Research within the UK has focused significantlytioa female experience of self-employment and
the barriers and issues that arise for women sges@ff-employment. Previous discussion within

Chapter Two (see Section 2.3) suggested that sgifegment was sometimes at odds with the
broader discussion of entrepreneurship. Withinliteeature associated with female entrepreneurship,

this appears less problematic or at least notdhasf of debate, and the terms self-employment and
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entrepreneurship are frequently used interchangealdt least self-employment is used as a term to
evidence entrepreneurship. What is evident isfdvaer women run businesses than men: “In the UK,
women are less than half as likely as men to béngetip their own businesses or becoming self-
employed. Women'’s self-employment accounts for 2if%ll self-employment and total early stage
entrepreneurial activity (TEA) has remained verikr at 3.6% of the female population for the last

five years” (Harding, 2007:5).

Earlier research, however, suggests a dramatieaserin the numbers of women moving into self-
employment between 1979-1997, with numbers inangably 163%, however this is frequently
attributed to the absolute rise of women into thbour market as a whole (Carter, 2000:327).
Research into female entrepreneurship has at tfomssed on the differences and comparisons
between male and female entrepreneurship, thigoadicularly the case with earlier research, which
tended to find that there was little differencevin male and female business practices, partigular
once businesses were established (Carter, 200@heltyS, Brush (1993) identified studies which
sought to distinguish between the characteristiagnale and female business owners. Carter (2000)
describes how research became more sophisticabeshcathe late 1980s, with findings emerging
which identified clear gender differences in, forample, access to finance, networking within
management and the performance of female-run astse(Carter, 2000:329), noting that, at this
point, female entrepreneurs were recognised adeioly a homogenous group. Recent empirical
studies highlight differences amongst groups of womin terms of background characteristics:
moreover, by not recognising these contextual diffees, the entrepreneurial process may not be

understood (de Bruiat al.,2006).

These complexities are explored further by exanginmmomen with multiple barriers to self-

employment, for example lone mothers and beneffieddent women (Marlow, 2006). These
research studies have taken place within the corgkentrepreneurship as a solution to social
exclusion. Marlow argues that while self-employmenight be more readily accessible, it is not

necessarily a solution to women finding work (Mar]@2006:593).
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3.1.2 Why do fewer women than men run businesses?

The reasons for fewer women running businessesestadlishing themselves, as entrepreneurs are
complex, and a number of factors emerge. Theseerdrgm the media portrayal of female
entrepreneurs as being less viable (de Betial, 2006; Bakeet al., 1997) to perceptions of women

as ‘home makers’ and not entrepreneurial (de Betied, 2006). Women'’s enterprise is often viewed
as hobbyist (Brusket al.,2001). It could be argued that these perceptioasemt barriers in terms of
self-efficacy. Perceptions, however, are beinglehgkd, as research emerges to evidence the wider
role that women are playing. Women'’s businessesest across all industrial sectors and evidence
suggests that these female entrepreneurs are &ggaw their businesses in size and scope (Betish

al., 2001).

Other factors which appear to have an influencéearale entrepreneurship include ethnicity, age and
educational background (Borooah, 2001). For inganic the UK, ethnic minority women are
significantly less likely to be in senior roles,etyat the age of 16, Black Caribbean, Pakistani and
Bangladeshi girls all have the same aspirationtheis white British counterparts”(EOC, 2006: 6),
which they are increasingly well qualified to aakgelt is reasonable to assume that the ‘glassgeil
effect reducing female management roles may beéitdar ethnic minority women, with only 6% of
employed Pakistani women and 9% of Black Caribb@amen working as managers or senior
officials, as compared to 11% of white British worthéEOC, 2006:9). It is suggested that this access
to opportunity might be mirrored within businessnasship. Indeed in terms of business start-ups,
similar figures emerge. Activities vary across éthboundaries. but women are usually less well
represented than men in new venture developmenttitMand Wright, 2005). Criticism has been
levied at government support and policy, specifjcahe strategic framework for women’s enterprise,
which is argued to have treated female entreprenesia ‘homogenous group’ with understanding of
the different needs of different ethnic groups édygeither ignored or not considered (Forsen, 2006)
Indeed Forsen goes on to argue that while entreprship research has often been described as

androcentric, it could also be described as ethrtdce
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When looking at companies established and run byewg particular aspects emerge, such as start-up
and business performance issues, as compared ¢ésrumbusinesses, which are seen as the ‘norm’.
Although there is a growing body of work: “femaleteepreneurship research may still be at an early
stage where established firms are concerned” (£a2@00:326). Hamilton (2006) suggests that
“traditional discourse on entrepreneurship is nolly gender and ethnocentrically biased, but also
ideologically determined and controlled (Hamilt@906: 268). Similarly, the ‘deficiency’ model”
(Martin and Wright, 2005:162) often representsfraale-owned firm as under-performing (Watson,
2003; Mukhtar, 2002; Du Rietz and Henrekson, 2000) owners portrayed as under-confident
(Fielden, 2003) and lacking representation witteme industries and subject specialisms (Caater
al., 2001; Rosat al, 1996). The literature appears to continuallgred three key themes related to
female entrepreneurship in terms of core requirésndimancial capital, social capital and network

structures (Smith-Hunter, 2006; Carter, 2000; Catel Marlow, 2004).

3.1.3 Careers: push and pull factors in female engpreneurship

A popular way to discuss an individual's reasonsgoing into self-employment is often referred to
as ‘push and pull factors’, as discussed in Chaptay. Certain factors emerge in terms of push and
pull factors related to female entrepreneurshipe Plsh factor for women is frequently related to
gender inequality: the move into self-employmeffilects the restricted structure of opportunities in
the labour market (Baughet al., 2006). A Canadian study suggests that the thneedasons for
women moving into self-employment were a combimatiof push and pull factors: firstly
independence; secondly, involvement in a familyiness; and thirdly a lack of other available work
(Baughnet al., 2006). However what remains to be seen is whatteefact that a woman has been

pushed or pulled into self-employment makes a diffee to her likely success (Hughes, 2005).

A UK study describes several motivating factors $eeking self-employment, finding they include
the need for ‘challenge’ and the opportunity to kvon something significantly complex technically
and creatively and ultimately giving an opporturtitysolve problems (Hughes, 2005) and that doing

work for oneself made it especially challenging gHas, 2005:55). Orhan and Scott (2001) suggest
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that the pull/push model, while reflecting mostrepteneurial motivations, has some specific feature
for female entrepreneurs, highlighting female diséaction in terms of career progression and their
experience of the ‘glass ceiling’. This glass cgjliand glass-wall effect is also evident in some
American studies, as Mattis identifies: “Lack aéxibility continues to be a feature of the corperat
culture that leads to the attrition of high potehtvomen and is contributing to the dramatic inseea
in entrepreneurship among women in the US” (MaR¥)4:157). Overall there is evidence to suggest
that there is a reasonably equal spread of botln sl pull factors motivating women into
entrepreneurship, with pull factors including “tmeed for achievement” as well as offering

“flexibility between personal and family life” (Pgpopouos, 2012:195).

The push and pull theory has not been withoutetsita. Hytti (2005) discusses push and pull factors
and suggests that “this dichotomy if taken as dmegior question is reductionist and stereotypical
resulting in understandings that do not accounttierrelationship between pull and push, or more
generally the complexity of factors at work” (Hyt#005:595), although she does go on to concede
that push factors can be seen as an “importangerign the entrepreneurial process” (Hytti,
2005:595). Terjesen discusses the ‘careerpreneene a situation is described whereby female senior
managers frustrated by issues related to the gkilsg and lack of progression leverage their eare
capital, described as their contacts, networksratadionships built up with in their corporate joirs

order to start up their own venture (Terjesen, 2005

3.1.4 Social and financial capital and the femalenérepreneur

Much research focuses on the finance or lack tli¢hed women are able to bring or attract to their
venture. Assumptions have been made, previouslywhmen attract less funding, for example fewer
venture funded businesses in the US are run by wperel while women are often found in a ‘start-
up team’ they are noticeably absent from top lestdprpositions in venture funded start-ups (Brush
et al.,2001:3. More recent data suggests, however, that while emodo appear to be less likely to

apply for funding, there appears not to be anyuglieg on the part of the lenders (Orseal.,2006).

A number of factors emerge related to women'’s actedinance, including the perception of their
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ability to attract finance, with an assumption ejection (Carter and Shaw, 2006). Roper and Scott
(2009) discuss the ‘discouraged effect’ describingituation which again relates to perception,
whereby women feel unable to access funding outsideeir immediate circle. Kwongt al(2012)

refer to a ‘perception of availability’ when dissirgg likely access to finance.

Other factors emerge relating to access to finamgk perception of its availability. These relate to
differences in structural types and the differimglistries in which women are likely to establish
businesses (Carter and Shaw, 2006; Kweha@l., 2006, 2012; Harding, 2007). Career breaks and
lower income from paid work are also seen as anpialebarrier for attracting finance, as women are
frequently in a situation whereby they have beeablsto accumulate much in the way of personal

wealth (Kwonget al.,2006).

The capitalisation of a new business, it is argregdigs not only on access to finance, but evidence
suggests social and human capital are importanterims of existing management experience for
example (Storey, 1994; Marlow and Carter, 2004t62a2006; Smith-Hunter, 2006). Following this
argument through suggests that low levels of huamehsocial capital can be as damaging as a lack of
financial capital. This argument is based uponaedethat suggests that individuals are in a better
position within the general workplace if they hargher levels of human, social and cultural capital
Marlow and Carter (2004) suggest that woman-ownasinesses frequently exhibit ‘under-social
capitalisation’, and that being able to mobilispital is closely related to an individual's exp&ge

of business ownership (Marlow and Carter, 2004:8).

Brush (1992) suggests that access to networksefoale-run businesses tended to be limited, with
female entrepreneurial networks being characterisedewer but stronger ties. While it has been
suggested that female entrepreneurs would berrefih fincreasing their number of network ties
(Kwonget al, 2006), women are often excluded from networkslassl welcome in networks (Brush,
1997; Carteet al, 2002). This could partly be due to both gendensrig a preference or tendency to
network with their own gender (Kworg} al, 2006). Moreover it has been suggested that “there

still significant gaps in our understanding of thelationship between gender, business owner
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networks, social capital and men’'s and women'’s egpees of business ownership” (Neergaard,

2005:353).

3.1.5 Sectorial differences

Even in the ‘new economy’ sectors, initially bekel to offer gender-neutral opportunities for
entrepreneurship, the number of firms owned by wonamd traditional patterns of gender
representation and stereotyping would appear tsigiefWilkinson, cited by Marlow and Carter,
2004:8). The creative industries sector is oftearatterised by networks and networking, with the
‘who you know' factor and personal relationshigeccias important factors in terms of getting work
and building partnerships to deliver work (Flori®£02). However, it could be argued that other
sectors are also influenced by friendships, thevipusly termed ‘old boys’ networks’' are a
phenomenon well documented in large corporationh women usually excluded from these
networks (Tavakolian, 1993). The advent of therlmte and new technologies has seen a shift in the
types of network that exist, and as Gamba and Kief@001) identify, there is now a ‘new boys’
network’. As the name suggests, IT sector netwagkzear to still be male-dominated: the authors
suggest this is partly down to the lack of womeining in the IT sector and the dominance of male-
run internet start-ups (Gamba and Kleiner, 200fjittsHunter identifies a number of sectors where
women'’s businesses tend to emerge: these are loled@s ‘small service industries’. These include,
for example, hairdressing, personal coaching armétive therapy; interestingly these are described
in terms of being an extension of a woman’s tradéi role as a mother or homemaker (Smith-
Hunter, 2006:8). She goes onto state that manufagtand agriculture have a relatively small uptake

by women.

Other research looks to the professional sectorgh wome drawing on the theory that

client/practitioner profiles frequently match. Fexample, Ram and Carter identify that accountants
and their clients frequently share characteristiceerms of size and type of organisation (Ram and
Carter, 2003). Marlow and Carter (2004) suggeditttiia could potentially be the case for female-run

accountancy firms. This then begs the questions doe same situation occur in other sectors and if
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so, does this impact on the range of clients a lemaned company might have? (Marlow and

Carter, 2004).

3.1.6 Wider international research

Baughnet al. (2006) argue that women across the world makesigréficant share of those choosing
to be entrepreneurs, although the proportion of aminning businesses varies by country (Baughn
et al, 2006). They go onto describe how push and pgliofa vary across countries depending on
levels of gender equality, education and genderegdgion. The US appears to have a far greater
number of female majority owned businesses tharUie For example, in the UK “By 2009 that
figure had increased to 29% of the self-employethenUK and 15% (or 700,000) of the 4.8 million
enterprises in the UK were majority-led by womefPrdwess, 2013:website), however Harding
argued that uptake of female entrepreneurshipaiJ®A was almost double that in the UK (Harding,
2007). Indeed, women business owners are consideré@ a driving force in the US economy
(Brushet al.,2000). It is believed that one in ten women oberdge of 35 is either self-employed or
running a small business: the huge growth of fenealigepreneurship is also cited as contributing

dramatically to the US national economy (Smith-Hun2006).

Drawing on a significant piece of cross-universiggearch, which focused on high growth business
and venture capital, ‘the Diana Project’ referight myths about female entrepreneurship. Briefly,
this found that women do want to grow businesdasy o have the right experience to run high

growth businesses and they are a force within éiméuve capital industry (Brugt al.,2000).

Elsewhere, cultural differences are explored, feangple issues of work/life balance for female
entrepreneurs in Pakistan (Rehman and Roomi, 2082)n the US and UK, studies relating to
differences of experience across ethnic groupseaptored, again evidencing that push and pull
motivating factors are rife within female entreprarship throughout Europe, as in Poperpoulu’s
(2012) study of Greek female entrepreneurs. Theldping world and Asia specifically have also
seen a steep rise in research interest in fem#élepeaneurship. Tarakeshwaal. (2011) highlight a

number of trends from across Asia, noting thatartgu of Chinese businesses are run by females and
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a similar proportion in Japan. In contrast, basedensus data, female-run businesses accountstor ju
1% of businesses in India (Tarakeshstal.,2011). Although numbers are not as strikingly lowen

continue to dominate entrepreneurship within thétednArab Emirates (Samia, 2012) and similar
barriers to growth as those seen in the UK, haven beighlighted amongst Bulgarian female

entrepreneurs (Desislava, 2011).

The various themes of research relating to genddreatrepreneurship provide the context for the
next section of this literature review. These themmee picked up again in the final section, whbee t

three core themes converge. This includes consideraf issues around the growth of technology
driven companies, barriers and myths that surrdenthle entrepreneurship, push and pull factors
which influence and motivate enterprise for womangd the need for social as well as financial

capital. However, the next section relates to @néreeurship and the creative industries.

3.2. Entrepreneurship and the creative industries

Almost 29 million people are employed in the UK. ése, 3 million are self-employed. Small firms
with fewer than 50 employees, excluding the selplyed, account for around a quarter of
employment, with large firms accounting for justden half (Leitch, 2006:6). Within the UK, 1.8
million people work within the creative industrissctor (The Work Foundation, 2007). Within the
creative industries, a high proportion of indivittuare self-employed or run small businesses: tecen
estimates range from 39-42% (The Arts Council, 2@dckwell and Harvey, 1999). Within the UK
and internationally, SMEs are seen as paramoumgfet®rating sustainable competitive advantage
(Matlay and Carey, 2007; Martin and Matlay, 2008MEs are frequently defined as being run by
‘entrepreneurs’, i.e., individuals who grasp oppoities to create wealth and generate new
employment (Moorland, 2006). Increasingly, policynda academic research relating to
entrepreneurship has focused upon the creativesinds sector, which as described as being
characterised by a high propensity towards smadinmss and enterprise development in growth

areas.
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3.2.1 How do creative sector firms operate?

The literature around entrepreneurship within theatve industries focuses on the characterisfics o
the sector, the ways in which organisations andviddals interact with one another, and the impact
of external factors which influence the directidrtttose organisations and the sector as a whole. Fo
example, the sector has been characterised by its reliammn wnetworks, relationships and
collaboration (NESTA, 2003; Baines and Robson, 200Wing to the requirements for collaboration
for project fulfilment across sub-sectors. The fidustry has long been identified for its reliamee
freelancers, as it is funded on a project by ptdpesis. Employment patterns in this sub-sector are
almost exclusively based on groups of freelanaerd,the sub-sector is often used as an exemplar of
how an industry can operate in this way (Bktial, 2001a,b), with emphasis in the popular press in
the USA on the ‘emergence of the freelancer’ (PR®0Q2). Here, Pink identifies a growing trend
towards self-employment in the US across all sscand walks of life. This work has been the
subject of many citations and acknowledgementsrig&o 2002) but there is little academic research
to explore, deny or support these ideas, althohgtethas been a recurring view that business owners
source team members, finance and work via friepdshind other social networks, with resulting
interdependence and related issues. Bilton goés describe the characteristics of creative talesmt
underpin and necessitate this type of collaboratiboould be said that the high level of supphain
dependency in the creative industries is the direstilt if the specialisation and individualisatioh
creative work in such complex and specialised secio single individual or firm can realistically

expect to be self-sufficient” (Bilton, 2007:27).

What also emerges is a blurring of the boundariéisimthese networks (Arthur and Rouseau, 1996;
Bridgestock, 2011). Here, the boundary-less cadsedefined as “opposite to organisational careers”
or those “conceived within a single setting” (Anthand Rouseau, 1996:6). Networks extend to
friendship, and in some instance the boundariewdsst friendship and work are blurred (Carey,
2006):how friendship models can be applied to runningisiress are explored (Keohn, 1998), while
Peottschacher refers to a ‘five friends’ script d&mghlights how some of the businesses founded in

the creative sector have been a ‘side-effect’ ofqaal friendship (Peottschacher, 2005).
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3.2.2 Characteristics of creative industries entreqgneurs

A growing body of research indicates high ratesealf-employment in this sector (DCMS, 2006b;
Blackwell and Harvey, 1999). The creative sectazhiaracterised by a high volume of, and reliance
upon, freelancers, sole traders and small firmakP1998; Leadbeater and Oakley, 1999; Florida,
2002; NESTA, 2003; Ball, 2003). The question arigedo whether these self-employed individuals
are all entrepreneurial. Descriptions of ‘creatidividuals' operating in this sector show ambisiou
and entrepreneurial owner/managers working colkbaly (NESTA, 2003:12), but the wider group
of individuals operating in different ways are s fLinexplored in terms of entrepreneurship and
innovation, as research tends to focus on the muddivs and required attributes of creative
entrepreneurs, e.g., identifying ‘seven key charistics’ of creative individuals (NESTA, 2003;

Carey and Naudin, 2006).

This focus on personal traits is reflected in tlesaliption of the basic requirements for creative
individuals “who can work flexibly with good inteepsonal and research skills” as having excellent
communication, networking and teamwork skills (B&003:14). In contrast, Howkins (2002:128)
describes the creative entrepreneur as someoneugdwtheir “creativity to unlock the wealth that
lies within themselves”, suggesting that the ddéfere between creative and non-creative people is

that creative individuals might need only theielfdgctual capital to start an enterprise.

As described, literature relating to entreprenepréh the creative industries is emerging. A recent
addition to this literature is a collection of ckeyg in the aptly named book ‘Entrepreneurshighin t

Creative Industries; an International Perspect{¥#enry and de Bruin, 2008). This book provides
useful insight to the creative entrepreneur, offgrseveral definitions of the ‘creative entrepreheu

Aggestam refers to the ‘Art—entrepreneur’, suggeste be someone who is a “holder of tacit
knowledge that is realised as part of human captal includes individual skill, competence,
commitment and creativity based mindsets” (Aggestétf08:30). Rae offers an alternative
perspective when discussing the ‘creative entreprérhe describes them as ‘key stake-holders’

within the context of the ‘Creative economy’. Heimie a key differential of being a creative
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entrepreneur: that they “face all of the challengésrunning a business that a more generic
entrepreneur would face, but they have the distthellenge of sustaining a business from ‘creative

activities” (Rae, 2008:58).

3.2.3 Teaching entrepreneurship in creative discipies

Across the field of business management, many reisastudies have been undertaken “into the

possibilities of teaching entrepreneurship as gestib(Gibb and Hannon, 2006:450llowing years
of growth in graduate numbeks|f-employment and business ownership are perdéivbe
increasingly important employment routesl it is argued that higher education needs tebet

equip its graduates with combination of skills reszey for this type of work (Scase and Davies,

2000).

With such high levels of self-employment within tector (DCMS, 2006a; Blackwell and Harvey,
1999), recent research has aimed to better unddrita role of education, specifically higher
education, in supporting graduates from these setito self-employment. It is not surprising that
HEIs have been a focus for research, bearing il thiat 43% of creative industries workers have a
first degree (Higher Education Regional Developn#esgociation, 2003). Research has focused on
exploring the current support and funding availdiden HEIs and other public sector bodies for
creative entrepreneurs (HEA/DMA, 2007), and on waygromote entrepreneurship in arts higher
education (HEA/ADM and NESTA 2007; DCMS, 2006; Gaamd Naudin, 2006b; Brown, 2005).
The pressure felt across HEIs to deliver enteriskentrepreneurship education has intensified
(McKeownet al,2006;:611) and has not been missed by the craatiustries sector, with new
courses emerging across the country (Carey andihNa2@D6a). Here “the most effective
programmes in terms of numbers of new businessigtarseem to be those placing product
innovation or product development at the centréheir programme. These were usually run from

science, technology, creative sector or enginedacaglties” (McKeownet al, 2006b:610)An

addition to this field, and of interest to thisdyjuis research investigating existipgctice
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and pedagogies withschools ofart and designthese studies add to the exploration of what
non-business schofaculties offer in terms of enterprise supporyyetion and curricula (Penaluna

and Penaluna, 2008; Carey and Naudin, 2006).

A piece of research carried out by a partnershipn@Higher Education Academy for Art Design and
Media and NESTA, which consulted widely on the ésgaurrounding entrepreneurship education for
the creative industries, recommended the needrfwegreneurship to be made more explicit within
the curriculum and for definitions of entreprenéipsto be developed in order to make them more
appropriate to this sector (HEA/ADM and NESTA 200#), in so doing acknowledging that

perhaps art and design students do not necessaldye to current perceptions of what an
entrepreneur is (DCMS, 2006b). The characteristitsa creative education that facilitates an
entrepreneurial outcome have also been identifedey and Matlay (2007) point to what is referred
to as ‘implicit enterprise education’, this incorping lecturers who are practitioners, the use of
experiential learning, responding to real-life pag, the ‘crit’ (for assessment) and the degresvsh

(Carey and Matlay, 2007:440). These, they argue, eaisting teaching methods which would

enhance enterprising behaviours.

3.3 Gender and the creative industries

The emerging picture of the research and literatalated to gender and the creative industries is
limited. Studies relate either to local projects specific sub-sectors, leading to a somewhat
fragmented picture overall. For example on a ldeakl, “only 17% of women in the film industry
sector in Birmingham run their own companies asospd to 33% of men® (Birmingham City
Council, 2002:9). The researcher has attemptedaddge an insight into the role of gender withime th
creative industries by looking across these diffgreften small-scale or sector-specific studies, i
order to form a general picture of the UK situati@f benefit to this study is fact that the majprit

focus on gender within careers and the workford@déncreative industries.
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Within the film industry, nationallypnly 33% of respondents to a survey were femaldi$gk
2005).Likewise in the US “the percentage of women working as directors, ekecproducers,
producers, writers, cinematographers, and editarshe top 250 domestic grossing films declined
from 19% in 2001 to 16% in 2004(Lauzen, 20042). There is some evidence to suggest that
women were“or were more likely to have - jobs in administoatiand project management of
publicly funded projects within the creative indiest sector rather than running their own
businesses” (Carey, 2006:5)A national Skillset survey found that there wasuggestion of
inequality in terms of the roles women had withive ffilm industry “while there are few
women in camera, sound, electrical and construaEpartments in the film industry, more women

work in costumemake-up and script developmeiiBkillset, 2005:12)It could be argued that,
given the high levels of self-employment within $eesectors that this could also extend to

business start-up and ownership within the sector.

A more recent Skillset report in 2010 suggests tinvate was a shortfall of women working in senior
positions and ‘under-representation across thedb@af10: 2). Although there appear to be large
numbers of women working within the creative anttual industries, there are fewer than in the
general workforce (Skillset, 2010; Doétlal.,2008). The ‘Cultural Leadership Programme’ citest t

there are far fewer female leaders within the setttan male, and the proportion of mixed gender
management teams within the sector is only 12%passed to 39% in the general workforce (Dodd

et al.,2008:8).

Some insight is offered from the advertising sedtoth from industry and academic literature, which
points to a masculine and male-dominated workingrenment where women struggle to progress:
“Men did not face such conflicts, since masculinitgts the dominant role for their gender and their
profession. These gender differences were consttuotver time and maintained through male
homosociability, paternalism, and sexism” (Wendal &ee, 2012: 515). The life of the female artist
is explored elsewhere. Brooks and Daniluk (1998hlght the difficulty female artists experience in

establishing their careers, citing a number of e barriers including “recurring unemployment
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and career interruption” as well as the “traditioassociation of artistic roles with men” (Brooksda
Daniluk, 1998:247). These traditional genderedsale all too present in the new creative industrie
Gill (2002) suggests, when discussing ‘new medt&} those industries include “entrenched and all

too old fashioned patterns of gender inequalityill(@002:70).

3.4 Gender and entrepreneurship in the creative indstries

—
3. Gender Studies 2.Entrepreneurship 1. The Creative
Industries
4.Gender Studit 6. Gender Studit 5. Entrepreneiship
+ + +
Entrepreneurship The Creative The Creative —
- Industries Industries

Careers

A 4

7. Gender Studies + Entrepreneurship - -
+
The Creative Industries

Figure 3.2 Conceptual framework for literature review: third tier

This final section of the literature review concatés on the third tier of the conceptual framework
illustrated in Figure 3.2. Here, the literatureieswis concerned with looking for research and itsid

where these three fields converge.

Between 34.1%- 41.2% of the UK small business stpd@stimated to be either owned or co-owned
by women (Carter and Shaw, 2006), with around oil@mwomen now self-employed — an increase

of 18% in five years at the beginning of the mifierm (ONS, 2006). It would be useful to know,
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however, how many of these are operating in thatiwe sector. Various figures are available, bat th
Equal Opportunities Commission claims that very fefnthese are in lead roles (see Table 3.1),

despite their overall representation being highantthat for all business sectors.

Table 3.1 : Sex and Power 2007 Index

2003 2004 2005 2006

Business: women’s average representation = 14 %

Directors in FTSE 100 companies (executive and non-
executive directors) 8.6% 9.7% 10.5% | 10.4%
Small businesses with women the majority of directal2.3% | 14.4% | 18.0% | N/A

Media & culture: women’s average representatior” £4dl

Chief executives of media companies in the FTSE

350, and the DG of the BBC 7.4% 4.3% 9.5% 10.5%
Editors of national newspapers including the Glasgo

Herald and the Western Malil 9.1% 9.1% 13.0% | 17.4%
Directors of major museums and art galleries 21.1% |21.1% |21.7% |17.4%
Chairs of national arts companies 27.3% |27.3% |33.3% |33.3%
Chief executives of national sports bodies 14.3% | 6.3% 6.7% 6.7%

(Source: EOC, 2007: 4-5)

Regulations will potentially improve the proportioh women in public sector bodies - the Equality
Act 2006 established the ‘Gender Equality Dutyisthequired public bodies to promote gender
equality in the design and delivery of services #mdugh their employment policies. It is less clea
whether this will impact upon women working in thavate sector, particularly in smaller firms
within the creative sector industry. Before begmgnthe debate on the sector itself, the researcher

explored the existing research on gender and estreprship across economic sectors.

The field of women and entrepreneurship is relativeature; however, research related to

female entrepreneurship within the creative indestis sparsé Previous research suggests that
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there is a notable shortage on baseline knowledigeitawomen’s contribution, with very few
companies run by woman across the sé&(@arey, 2006:7)There is also evidence to suggest
women make um smaller proportion of the creative workforcagpfiroximately 36% of the
cultural industries workforces, i.e., significantbwer than the proportion of 45% made up by women
in the general workforCe(Independent Theatre Council, UK, 1996, cited bstikt, 2002; Duffield,

2002).

Exploring ethnicity and gender issues indicateseloyarticipation in creative industries, and the
proportions emerging are also unrepresentativehefdemographic profile, in employment terms.
Both nationally and regionally, within the UK.5% of those running independent creative and
cultural businesses are Black, Asian and Minoritlgnie (Cultural Leadership Programme 2010:2).
There are particularly low levels of participatibom black and ethnic minority communities, and
specific sub-sectors show very low proportions @inven across ethnicities. In addition, there are
issues in some of the sub-sectors and particulaupations related to age (e.g., TV and film
production), but women are clearly under-represeimtderms of those studying, employed and self-
employed. The DCMS (2006b: 69) report on Higheudadion and the creative sector, identifies
these disparities, using as an example the fa¢twhde 38% of those studying for architecture

degrees are women, only 11% go on to become RIB#t€ted Architects.

3.4.1 Education, gender and entrepreneurship in thereative industries

In the creative sector lower paid and lower stgdbs are occupied by women and fewer business
start-ups are driven by women contrasts with thphasis given in governmental reports on the need
to develop female-owned firms. A typical route toaceurage female entrepreneurship is through
entrepreneurship education. Despite this, there sttt very few courses focused on female
entrepreneurship, either as individual modulessofull programmes (McKeowat al, 2006). Lack

of emphasis on female enterprise may also reftexidwer numbers of female professors across the
European Union, with the balance of women in longtked posts in administration and teaching

rather than management and research leaderships{gyr2005).
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Within the creative industries specifically, havingpre female and ethnically diverse role models
amongst lecturing staff has been cited as a petestiution/positive contributing factor to widegin
participation and encouraging creative enterpi@ar€y and Naudin, 2006). Given the focus here on
gender and the creative sector, it would be interggo compare numbers of male and female
lecturers and professors in creative sector fasjltbut these figures are unavailable except for
particular sub-sectors. For example, of the 83%Kfinstitutions teaching music as part of a degree
course, (i.e., as a major or minor study, as adallrse or as a component of other programmes)
women make up about 18% of lecturing staff ovetalit the number is lower (16%) in pre-1992
universities (Whistlecroft, 2000). There are alsdi¢ations that practitioner-lecturers can have a
significant impact on entrepreneurial intent foadmates in creative sector faculties, but any link
between the gender of these practitioner/lectuartsits influence on entrepreneurial intent recuire

further research (Carey and Naudin, 2006; Mill)&0

3.4.2 Networking and social capital

However, one aspect of creative industries comgathi@ may have significant effects on the level of
female patrticipation in the sector is the way inalihsuch companies operate, with their high le¥el o
networking and the essential nature of appropsatgal capital to be part of project activities and
deliver project outcomes. The ‘post work social@atculture in which practitioners meet to discuss
opportunities may be particularly difficult for wamn to engage in (Carey, 2006). Networking has
been identified as a crucial part of the sector asddentified by activity for self-employed media

workers, networks can exclude as well as includger@®s and Robson, 2001:359).

It is sometimes suggested that women are lessylitcebe included in male-dominated networks,
linked perhaps to both men and women seeking auitssi minded people to befriend and ultimately
work with (Markiewiczet al, 2000). Furthermore, the invisible nature of feam@les can act as

barriers, given that “organizational culture is ategl in everyday interactions which represent

difference by gender and reaffirm the equality/ueddy inherent to it” (Gherardi, 1994:608),
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Within the literature, a number of factors haverbdiescussed which may contribute to the low level
of female-owned enterprises, for example, someesnd points to a link between consumption of
creativity (i.e., leisure) and male-dominated prithn. Others cite the ‘long hours culture’ of self
employment along with childcare and other work/bfdance issues as preventing some women from
being able to fully commit to a business (Tams,2Z20Marcellaet al.,2006). To some extent, this is
backed by a recent study of the film industry, Whiedicated that working patterns were inconsistent
with 70% of respondents citing working for 11 hoarsmore an average day when working on a

production (Skillset, 2005).

3.5 Summary of literature review

3.5.1 How does the literature inform the study?

Table 3.2 provides an overview of how the literatr@view provides context for the study:

Table 3.2: Thematic review of existing literature elated to the study

Main field Author/date Key themes

Joneset al. (2004), DCMS
(2006), Florida (2002), Oakley
(2004), deBruin (2005), Banks
et al (2002)

Leadbetter, 2004; Oakley,
(2004), Ball, (2003), de
Laurentis,et al, (2003),

Multiple definitions of what constitutes th
creative industries, often stemming from
the UK DCMS definition.

D

The creative
industries

Policy perspectives and the economic
growth potential of the sector.

The nature of the sector in terms of
company size, heavy reliance on
freelancers, teams and networking.

Entrepreneurship an
the creative
industries

dRichards (2006), Howkins,
(2002), Blackwell and Harvey
(1999), NESTA (2003), Ball
(2003)
DCMS, 2006; Kellet, 2006;
Carey and Naudin (2006),

A secondary area which potentially
influences entrepreneurial activity is

Penaluna and Penaluna (2006
Penaluna and Penaluna (2006
DCMS (2006), Brown (2005).

agnterprise education: in itself this emergi

blield has recently had some focus on
enterprise education within the creative
industries sector, both the needs of the
students and the style of delivery.

Gender studies,
entrepreneurship an
the creative
industries

Carey (2006), Metier (2002),
1 Whistlecroft (2000), Ledwith
and Manfredi (2000), Tams
(2002), Dodckt al. (2008)

An emerging field: authors are concerne
with the role of gender within the sector,
includes literature considering gender

within HE, some specifically dealing with

the sector, for example issues of
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consumption of creative output, leadership
within the sector, push and pull factors and
barriers to building a business within the
sector.

The table above offers a short cut to some of e tkemes which have emerged through this
literature review. Some links between the key temmerge, for example, arguab&ntrepreneurs
tend to be creative arlikewise ‘creatives’ tend to be entrepreneurialisTis evidenced through the
creative industries being characterised by higleleof self-employment and micro-businesses. The
creative industries have high levels of networkisigilarly, entrepreneurs are reliant on high level
of social and human capital, also evident, althoughnecessarily expressed as such, within research
concerned with the creative industries. Within theative industries, the networks, even within the
newer sub-sectors, tend to be traditional in stmecand male-dominated. Women tend to have lower
social and human capital generally, and are l&s$ylito be entrepreneurial, and this is evidenhinit

the sector, as fewer businesses within the creatiiestries are run and owned by women.

3.5.2 Concluding remarks

In developing these two literature chapters, therielationship between these three themes: gender,
entrepreneurship and the creative industries, ban Ientified, in order to provide a context faist
study. Time has been spent looking at the variamsextual elements within these three themes, for
example while discussing the creative industriessterable attention was paid to definitions @f th
creative industries, given that these have affettiedvay in which policy makers have, at a regional
and national level, over the past fifteen yearpaaded to government lead policy. The role that the
creative industries potentially serve, in termsegfeneration and widening participation, and thelle

to which policy is driven by ideas around what tphaential contribution might be has also been
considered. This is particularly pertinent givee tlature of this study. Within the section lookatg
creative industries and entrepreneurship, condiderdas been paid to how Higher Education has
been affected by policies both relating to the tiveandustries and to entrepreneurship, speclical

how to teach entrepreneurship.
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Several factors have emerged from this overaltditee review. It is increasingly evident that the
sector is very complex in its make-up. The thirteaigue sub-sectors have their own characteristics
and challenges, and within these lay a multitudedifferent genres and subcultures. There are,
however, some common ground and similarities adttsse sub-sectors, including the prevalence of
self-employment, the long-hours culture, and thderdaminated lecturer/practitioners potentially
acting as entrepreneurial role models within higleeiucation and the specific importance of

friendship and networking to business operation.

From the various studies discussed, it is clearetlaee fewer female creative sector start-ups and
fewer entrepreneurs than might be anticipated,ltiegu perhaps, from the nature of work in this
sector, which may provide additional difficultiesr fthe female entrepreneur, especially those with
home and childcare responsibilities. The importan€esocial networking and social capital is

therefore strongly indicated both as a barrier gpubrtunity.

The main message, however, is that there are wignifgaps in our knowledge which affect the
design and implementation of policies to suppomdke enterprise in the creative sector. The key
finding seems to be that there needs to be redognity policy-makers of the paucity of robust
empirical evidence into pertinent aspects of fenmdrepreneurship — and specifically, the lack of

research into the role of gender in creative sestrepreneurship.

Taking this interdisciplinary approach has provedful in terms of creating an understanding of the
current situation. It also highlights likely issuetating to gender and entrepreneurship in thatioe
industries; and in so doing it has exposed poteetidence gaps in those areas necessary for lagsine
support practitioners and policy makers to undarsia order to be able to make a difference byrthei
actions.

Therefore, having identified these gaps in knowéedgd potential routes for future research, the
researcher embarked upon the study detailed henerelsy a link between gender and likely
entrepreneurial activity within the creative indiest would be evidenced. The rationale for the stud
was that it would highlight issues, circumstancesexperiences that either prevent or encourage

entrepreneurial activity and provide a comparisetwieen male and female experiences of working
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life following education at HE level within the @tive industries study area. The literature gase ri

to the following research questions:

* Entrepreneurship: What is understood by the pg#itis as entrepreneurship? Perceptions of
their own entrepreneurial activity

« Educational experience (Enterprise): How did tlaetrand design training prepare them for
employment/self-employment?

e Educational experience and gender: What influerfceany did the gender of their
lecturers/other notable professional individualg.(@uest speakers) have on their sense of
future employment/self-employment?

« Barriers and opportunities: What are they? Aredhamy gender specific trends that make
entrepreneurial activity any more or less likely?

« Tacit knowledge relating to creative industrieseeas: who has it and does it have a bearing

on future career destinations?

Reflecting on the approach taken to this literateréew, while it has proven useful in terms ofiriy

to sift through the various fields of research idey to get to the core of what this study is apthé
approach has limitations. Each of these subje@saceuld have been explored in more depth. No
doubt there are papers missing: the researchaakeas a pragmatic view to try to tell the story and
draw upon key authors and so provide sufficientence as to the current situation with regards to
research within these fields, and specifically vehtérey converge. A core aspect of the study that
follows is that it took a grounded theory approaah will be discussed in the following chapter. A
true grounded theory approach would have not irmuthis pre-understanding (Locke, 2001)
provided by the literature review. Instead, asifigd and theory emerged so the literature would be
examined to contextualise those findings. This aagh is discussed in Chapter Four. What emerges
in the findings chapters are links to literaturerfd here but also to new (to this study) literatae

new understanding and unexpected findings emerge.
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Chapter 4: Methodology

4.0 Introduction

This study captures an important part of the cgmeneys of a specific cohort of creative discipli
graduates. The researcher graduated in 1994 asfdhes cohort. At the time of writing, this was
some 19 years ago. To this end, the researchertlie aentre of this research and by virtue of the
sample group, a participant of the study. This aaph and the nature of the sample group serves as a
reminder of the significance of the researcherfs vathin research and has led to a proportiorhisf t
chapter being given over to understanding researethods related to the insider perspective, auto-
ethnography and the role of reflexivity within raseh (see Part Two). To this end, a reflective
approach has been taken to this chapter, drawing,gmongst others, the work of Schon (1982),
Steier (1991) Finalay (2002), Dowling (2006) ancti#er (2007) to help consider the researcher’s
own role within the study, the role of the sampieup and to help frame the development of the

methods used.

This chapter is in two parts. Part One providesosarview and answers the question “what is
research?”, discusses different philosophies andiges an overview of qualitative and quantitative
methods. Through this exercise, links are made dxmtvwthe approaches taken within this study and an
analysis of how they sit within the wider contekresearch philosophies and methods.

Part Two of the chapter deals in more concretedemwith the actual study undertaken and is broken
down into the following sections: first, an intradiwn describes the research aims, objectives and
questions; next a rationale is provided, includiegcriptions of previous work and the background to
this study. Following this, a detailed exploratufrthe role of the researcher within the reseasch i
made, linking to a section on the sample groupckvis described and the rationale explained.
Following this, the approach to capturing dataissulssed, specifically details of the methods used
and rationale for the methodological choices. Ttegealescribed in terms of phases by which the
data was collected, e.g. survey design and naeratethods, which are discussed from multiple

perspectives. Finally the approach to analysingekalting data and how this was used to identify
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unique knowledge is explained.

This chapter builds upon what has been establish#te two literature chapters. Aspects highlighted
in the literature have influenced the developmeitam appropriate methodology with which to
capture the career journeys and destinatdfrasssample group of graduates from a creative dis@plin
for example the areas related to the charactesisfiche sector and common work patterns: highly
networked, high reliance on self-employment, freetas and micro-businesses (Pink, 1998;
Leadbeater and Oakley, 1999; Florida, 2002; NESZW()3; Ball, 2003; Carey, 2004, 2005; Carey
and Naudin, 2006b). However it was also identifieal there was a paucity of data relating to female
occupations within the sector. The emerging pictuas one of fewer female-run businesses (DCMS,
2006; ONS, 2001), fewer female and ethnically dieerole models amongst lecturing staff (Carey
and Naudin, 2006; Whistlecroft, 2000) and ‘out-ofdrs’ networking (Baines and Robson,
2001:359). A link between consumption and productidcreative content (e.g. computer games and
software) being male-dominated (Tams, 2002) anidrag‘hours culture’ of self-employment, along
with childcare and other work/life balance issuesvpnting some women from being able to fully

commit to a business within the sector (Marcetlal.,2006; Skillset, 2005; Tams, 2002).

However, a key feature from the literature was thihile women make up approximately 62% of
creative graduates (HESA, 2012), a figure that inaseased from 50% in 1999 (Blackwell and
Harvey, 1999), the percentage of ‘entrepreneutsiimithe sector who are female appears far lower. |
appears that there is little baseline knowledgthefcontribution women make to this sector, but as

identified within the literature review emergingire is bleak.

In brief, the methods devised sought to effectivepture the career journeys of a particular grafup
creative discipline graduates, in order to explamd capture their career paths and the contribution
that the individuals made to the sector. The ind@nbf doing this was to explore whether gender

influences career and ultimately entrepreneuriéd@ues.
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4.1 Part One

4. 1.1 What is research?

Part one of this chapter begins by asking: whahiderstood by research? This provides a foundation
for the following sections, which look in detail taie differing research philosophies and approaches
to research and data gathering. Maylor and Blackpromide this definition: “Research is a process
of finding out information and investigating thekmown to solve a problem” (Maylor and Blackmon,
2005:5). Myers describes research set within a eusity as being defined as “an original
investigation undertaken in order to contributethte knowledge and understanding on a particular

field” (Myers, 2009:6).

The original basis of this research was intendechfuiure the career journeys of a cohort of creativ
discipline graduates with the intention of identify any influence gender might have on
entrepreneurial outcomes. The three themes (ceedtidustries, gender and entrepreneurship)
discussed at length within the literature chaptéghlight the interdisciplinary approach taken hg t

study. To this end, research methods are explooedss the various different disciplines, but

ultimately are set within the context of businessagement research.

Views on the approach to business research varsinBss research has been criticised for taking too
academic an approach to research (Bryman and B¥B), suggesting that management research is
too far removed from the realities of running aibess. Alternative views suggest that using more
applied approaches, concerned with ‘fact findirdg, not benefit from the guidance of theoretical

frameworks (Burrell, 1997). There are also concéhad within the applied research approach, the
research suffers by being overly directed by podiggndas (Bryman and Bell, 2003). Easterby-Smith
et al. (2002) identify other factors potentially influengi the outcomes of business research: they
highlight the need for the research to have soraetigal outcome, but identify the nature of bustnes

managers as often being powerful and busy peopte“ae unlikely to allow research access unless

they can see personal or commercial advantagestdiy-Smithet al, 2002:8).
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4.1.2 Research philosophies

Saunderet al.,(2003:83, 2012:128) refer to the ‘research onidescribing research in terms of
layers. The first layer indicates the researchgsoibhy, which will “guide the researcher”. Withmg
framework, four main philosophies are highlightBdsitivism, Realism, Interpretivism and
Pragmatism. Guba and Lincoln (1994) suggest fuptheadigms for specifically qualitative research

and refer also to post-positivism and critical tlyeo

Elsewhere these philosophies are referred to asidise for example, Bryman and Bell (2003) go to
some length to describe the following as theoréguctural-functionalism, symbolic interactionism
and post-structuralism (Byman and Bell, 2003:7)eydistinguish ‘theories of middle range’ from

‘grand theories’ (Merton, 1967; cited by Bryman &wll, 2003).

In-depth reading around research philosophies ésslted in a greater understanding of how this
research and approach is situated. Broadly speak@sgarch is set within either a positivist or an
interpretivist paradigm. Goulding (2002) highligtttsat historically positivism has dominated and
been seen as superior. She cites a possible ekplafer the “lack of acceptance of interpretivism”
being partly due to “an explosion of different ieetative approaches” such that there is “no one
accepted method” (Goulding, 2002:17). Table 4.laes these research philosophies and provides a
definition and description of the characteristissaciated with each of them and their ontologiocal a

epistemological orientation.

Table: 4.1 Research paradigms, their characteristecand links to this study

Definitions of philosophies/ | Characterised by: Links to this study:
theories

Positivism

The precursor of empiricism | Objective analysis, highly Researchers using

(Phillips and Burbles, 2000). | structured methodologically, | positivist approaches
Considered the dominant quantifiable observations and| believe that the study of
research philosophy within | scope for statistical analysis | people is possible using

business and management | (Saundergt al, 2003). the methods and

(Myers, 2009; Goulding, Historically (late 28 century | approaches used in
2002). The dominant approactscience) considered the “best studying objects (Bryman,
in studying the natural way to find things out”. 1988). It is also suggested
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world/science (Saunders et 4
2003). Comte (1864)
attributed with first using the
term (Byman, 1988).

I, Empirical data assumed to be
objective, emphasis on
“rendering theoretical terms
observable” (Bryman,
1988:19). Overall emphasis 0
deduction, cause and effect
(Goulding, 2002).

Induction is a method for
seeking terms that can be

can be the precursor to a
deductive (positivist) approac
(Bryman and Bell, 2003).

tested within a hypothesis, i.€.

that a positivist
approach would not
consider unobservable
phenomena to be
nknowledge, for example:
feelings or ‘subjective
experience’. In terms of

is value in being able to
capture the experiences

nactual events that took
place. Their
understanding of why
something happened is
also significant. To this
end, while a positivist
approach might be usefu
to capture the overall
career patterns of creativ|
graduates, it would not bg
appropriate to use it in
isolation.

Interpretivism

Recognises the nuances with
social science and issues/
limitations with theory.
Concerned with the realities ¢
a given situation (Saundegs
al., 2003). Acknowledges the
subjectivness of participants
and their perspective on a
situation. Not as common as
positivism (Myers, 2009).
From the phenomenological
tradition.

iMakes use of qualitative
approaches. Centred on a
specific context (Myers, 2009
nfRecognises that businesses,
like people, are complex and
unique (Saunderst al, 2003).
Associated with
constructivism and social
constructivism, which is
concerned with subjective
meanings motivating people’s
actions (Saundeset al,
2003:84) . An alternative
perspective is that social
constructivism acknowledges
that subjectivity imposes itsel
on what is considered
objective (Steier, 1991).
Interpretivism is seen as
contrasting with the positivist
position and offering a useful
alternative. Characterised by

Within this study it is
acknowledged that the
.perceptions of the
participants will form the
basis of understanding
their situations. The socig
constructivist perspective
is useful for this study.
The researcher’s close ti¢
to the participants’ mean;
that a level of subjectivity
is hard to avoid. In order
to counter this, a reflexive

inductivism, “concerned with

this study, however, there

a group of people and the

approach has been taken.

D

3%

al

£S

b
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the empathetic understanding
of human action rather than
with the forces that are deem
to action it” (Bryman and Bell
2012:16).

9%
o

Realism

Arguably bridges positivism

and interpretivism. Assumes
that reality is independent of
human thoughts and beliefs,
that there is a reality beyond
human perception (Saunders|
et al, 2003; Silverman, 2000)

Includes critical realism,
which is considered to be
similar to interpretivism. Less
well known but growing in
popularity amongst business
management research (Myer
2009). Empirical realism

As Silverman (2000)
suggests, when
interviewing individuals
frequently they will
describe particular
5,narratives which will
form their understanding

(Reality can be understood
through the use of appropriat
methods). Has been consider
superficial as ignores
‘enduring and structures and
generative mechanisms’
(Bhaskar, 1989: 2 as cited by
Saundergt al.2003)

of a given situation. To
> this end, realism possibly
edeglects the importance
these perceptions.

The table above offers insight into how the phifgsoal approach has been arrived at and where this
study most comfortably fits. It is acknowledgedtthlimately the approach is mixed in terms of its
philosophy. To this end, the following section gaes to discuss the various approaches used in
carrying out the research. Both qualitative andhijtetive approaches are discussed, with a paaticul
emphasis on qualitative methods, acknowledgingttiesge approaches are more closely aligned with

the interpretvist and social constructivist positwith which the researcher is aligned.

4.1.3 Qualitative Research Methods

Myers (2009) offers this succinct definition of wha meant by qualitative research: “Qualitative
research methods are designed to help the reseanshéerstand people and why they do and say
what they do” (Myers, 2009:5). He goes on to sugtest one of the benefits of qualitative research
is that understanding is gained through knowing dbetext within which an individual might be
having a particular experience, and why they mighte taken particular actions or made decisions.

He argues that this context is best understooddliitig to people”. Strauss and Corbin suggest that
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qualitative research methods are “any type of rebethat produces findings which are not arrived at
by statistical procedures or other means of queatibn” (Strauss and Corbin, 1998:10). They
describe these as suitable methods for researdlt gbersons’ lives, lived experiences. behaviours,

emotions, and feelings” (Strauss and Corbin, 1998:1

Qualitative research methods can be broadly destriby terms of four different research methods
(themselves including numerous approaches). Thesbraken down by Saundegs al. (2003) into:
Action research, Case study research, Ethnograpbéarch and Grounded theory — each is described

here in more detail.

4.1.3.1 Action research

Action research aims to contribute both to the fizakconcerns of people in an immediate
problematic situation and the goals of social sméey joint collaboration within a mutually

acceptable ethical framework. (Rapport, 1970:488ddy Myers, 2009:54)

As Rapport highlights, action research is char&edrby its collaborative nature. In business, Wari
(2002) highlights that action research is consideradical “in so much that it challenges the
traditional scientific approach to research” (Wgri2002:50). Saundert al. (2003) point out that
the term ‘action research’ was coined in 1946 bytHuewin. Although they acknowledge that the
method has been interpreted differently by differesearchers, they identify three ‘common themes’
which action research should include: the managéminhange; the involvement of practitioners
and researchers (collaboration); and the resedrahics have implications beyond the lifetime of the
research study (Saundestsal.,2003:94). Myers suggests that this a unique asgeadtion research,
describing the researcher as “deliberately inteéngwhile at the same time studying the effectiun t

organisation” (Myers, 2009:57).

4.1.3.2 Case study research

Myers (2009) describes case study research as ts¢ popular form of qualitative research, he

suggests that this popularity is linked to wellttem case studies which offer a ‘real story’, sdrimgf
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with which individuals, researchers included, casily identify (the use of narrative and benefits o
storytelling are described in more detail in Settbh2.3.1). An alternative view on case studies is
offered by Robson (2011), who defines the caseystas] “a strategy for doing research which
involves an empirical investigation of a particul@ntemporary phenomenon within its real life
context using multiple sources of evidence” (Rohs2il: 112). Saundegrs al. (2003) argue that
the case study also offers a means of answering fiwdry? what? and how?” questions (Saundsrs

al, 2003:93).

Dul and Hak (2007) point to a well-known proponehicase study research methodology, Yin, and
cite his definition: “a case study is an empirieabuiry that investigates a contemporary phenomenon
within its real-life context, especially when theumdaries between the object of the study and the
context are not clearly evident” (Yin, 2002:13-1%hey go on to highlight that the real differentdl
case study methodology is that the case studylisewer an enquiry into one object of study (Dul
and Hak, 2007). Tellis (1997) highlights that tiias been the cause of much criticism of this
methodology but also points to the work of Yin (49@nd Hamekt al. (1993) and their defence of
the case study. Tellis interprets Yin’'s work, suggey that as long as the parameters of the stualy a
well established and applied to all research, tie®en a single case could be considered acceptable,

provided it met the established objective” (Telli897:4).

4.1.3.3 Ethnographic research

Ethnography is used in multiple fields of reseaf@fawing upon literature from medical journals, for
example the following definition is offered: “Ethgmaphy is the study of social interactions,
behavioursand perceptions that occur within groups, teangamisationsand communities” (Reeves
et al, 2008:337). Saundeet al., suggest that “its roots can be traced back toraptiogicalstudies

of small, rural (and often remote) societies uralerh in the early 1900s, and emanates from the fiel
of anthropology” (Saunderst al, 2003: 181). Later in this chapter (see Part Twg, use of auto-

ethnography (the study of self) is discussed inenutail.
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4.1.3.4 Grounded theory

Locke suggest that “grounded theory overlaps, texant, with all of the approaches of qualitative
research” (Locke, 2001:18). Grounded theory wagimaily developed by Glaser and Strauss.
Following a study into the ‘experience of dyingéthpublished ‘The Discovery of Grounded Theory’
(Birks and Mills, 2011). This is frequently seentlas first generation of grounded theory. Glaser an
Strauss (1967) provided a definition of groundeebtly, suggesting that it is the process of ‘theory
building’ and that rather than testing or usingeaisting theoretical framework, the researchereiadt
develops a framework through “a combination of ictthn and deduction” (Saundegtal.,2003:93).

As the careers of the two authors evolved in différdirections, so did the theory. This led to ¢hre
distinct, second generation grounded theory appermdslaserian (seen as original grounded theory)
and Strausserin (work carried out in collaboratigtin Corbin), and the original Glaser and Straliss.
should be noted that original and more pronouncélimthe Glaserian approach is the emphasis on
the researcher coming to the data with “no pre-emed concepts in mind” (Charmaz, 2005:48). This
model has evolved to acknowledge that researchersirsble to avoid coming to a study without
some thoughts about the study. The Glaserian apiprdemwever, would advocate this lack of pre-
conception to include not carrying out a literatuegiew, not taping or recording interviews and
holding back on sharing or discussing the emertfiegry until it is complete (Glaser, 1998). Birks
and Mills (2011), however, describe a situation rghthere are potentially multiple approaches to
grounded theory, and that it continues to evolvacimof which is dependent on the researcher’s

philosophical position.

Grounded theory is generally considered to invollie capturing of textual data, usually via
interview, so considered to be a qualitative apghpavhich then requires the researcher to codidy th
contents of the data. Importantly, Allan (2003)Hhights characteristics of grounded theory in terms
of its differences from other qualitative approaghgtating, “analysis of interview data in qualitat
research tends to result in descriptions of arrpnédivist view of events, whereas GT data analysis
involves searching out concepts being the actaalily looking for codes, then concepts, and finally
categories” (Allan, 2003:1). Strauss and Corbinehgone on to develop grounded theory and suggest
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that the grounded theorist displays a number ofadteristics: the ability to step back and critigal
analyse situations, recognise tendency towards thieek abstractly, be flexible and open to crgioi,
have sensitivity towards the words and actionsespondents and have a sense of “absorption and

devotion to the work process” (Strauss and Corti93:7).

Elsewhere, grounded theory has been criticisedodsnpally limiting. For example, Bryant and

Lasky highlighted issues regarding the use of fér@&serian’ methods as limiting to their study

when the researcher encounters a particularly sazirce of data, in this instance narrative (Bryant
and Lasky, 2007). Here they point to work by Sugd@t®06) and Charmaz (2005), which together
point to a disparity or divergence of approachegrasinded theory has evolved. These highlight the
openness and creativity in interpreting data adweathy Glaser, while Strauss and co-author Corbin
have moved towards a more formal approach (BryadtlLasky, 2007). The present study made use
of grounded theory and it will become apparent th@aomewhat hybrid version was adopted (see

Methods and Analysis).

4.1.4 Quantitative research methods

When discussing the differences between quanttadivd qualitative approaches to research, De-
Cuir-Gunby (2008) suggests that the differencda where qualitative methods are concerned with
asking ‘what’ or ‘how’ research questions and aomoerned with process, quantitative research
questions focus on examining variance, so compatate or describe (De-Cuir-Gunby, 2008:128).
Quantitative research is characterised in termisaping a logical structure (Bryman, 1988). Here a
description of an ‘idealised’ method is provided aagygested by “many writers in particularly
prevalent textbooks ... it conceives of quantitatigsearch as a rational, linear process” (Bryman,
1988:19). Bryman goes on to describe the quamitattsearch environment to be one where “the
social world can be broken down into manageablé&aiges: social class, racial prejudice, religiosity,
leadership style, aggression and so on” (BrymaB8I2). Nardi describes the use of quantitative
research from the perspective of those (reseafnchesting to “explain the way people act or in

predicting how they might act in the future ... witihe assumption that social phenomena can be
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systematically measured and scientifically asséss@thrdi, 2006:17). A frequently cited
disadvantage of quantitative methods is that tkegd to miss many of the cultural and social issues

that emerge through qualitative data collectinghods (Myers, 2009).

4.1.5 Mixed methods/triangulation

The terms ‘mixed methods’ and ‘triangulation’ arequently used interchangeably throughout the
literature. De Cuir-Gunby (2008) describes a cangwongst the research community where there
are two main camps: those who use quantitativetlaogk who use qualitative methods. However she
suggests some significant benefits to using bbtt, the two can ‘complement’ each other (De Cuir-

Gunby, 2008). It is important to note that inityathere was a desire to take this approach, to use
mixed methods: starting with a quantitative apphoadich would lead to a qualitative approach,

however, as will become clear, the quantitativerepgh proved less productive and was eventually

rejected (see part 2 of this chapter).

Triangulation can take several different formisefmain types of triangulatidnave been
identified these includenethodology: data (multiple sources), investigémoultiple researchers),
methodological (utilising more than one methodatagapproach) — on this basis mixed methods
could be referred to as triangulation, theoretigahgulation (making use of multiple theories) and
fifth which is a combination of all or any of thesmethods — multiple triangulation (State University
of New York Institute of Technology, 20p€arey, 200y, Triangulation is cited as offering the
research increased confidence in their findingau(itond, 2001; Silverman, 200@k well as
‘offering the possibility of revealing unigue fimis’ (Thurmond, 2001). However, critics of
triangulation have suggested that one should rsoinas that multiple sources of data will necessarily
result in a more ‘complete picture’ (Hammersley dukinson, 1983:199). Silverman goes further to
suggest that “the ‘whole picture’ is an illusior8ifverman, 2000:99), with a danger that the resaflts

such studies will potentially be based on undetysea data (Silverman, 2000).
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Van der Veldeet al (1998) suggest that multiple methods or data triangulaisofinrequently used in
studies of organisations or organisational scierticey suggest that researchers commonly use a
combination of quantitative and qualitative datashtis suggested that this enables rigour in $evfn
being able to verify sources of data against edbbrqVVan der Veldet al., 1998). However, the
mixing of qualitative and quantitative data sourisegiewed as potentially problematic, as it regsir
expertise across multiple research methods (My28%)9). Myers highlights that qualitative
researchers frequently triangulate data sourcesitesi the example of the ethnographer who might
develop case studies based on several sourcestaf ideluding primary and secondary sources

(Myers, 2009).

Various philosophies and research methods havediseunssed. Part Two of this chapter goes onto
describe the methods chosen for this study, whietewlevised using a two-way process. Firstly the
study was informed by the literature review and rgleegap in the knowledge and understanding was
identified, a suitable method for capturing knovgedvas devised. The second process was to cross-
reference this approach against what we alreadw laimmut research philosophies and approaches to
research. In brief, this has led to a qualitativelg, with a leaning towards grounded theory, tisss
mixed methods and at points data triangulatiorrieoto answer the research aims and objectives.

Part Two of this chapter explains this in detail.
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4.2 Part Two

Part Two of this chapter discusses in detail théhous devised to try and capture the career josrney
of a particular group of creative discipline gratisa The methods were required to explore and
capture the career paths and contribution thatinbi®iduals make or have made to the creative
industries, while capturing information on whethgender influences career and ultimately
entrepreneurial outcomes. It is divided into thkofeing sections: first a rationale for the study i
provided, followed by the aims and objectives & situdy and research questions. Next a brief -‘at-a
glance’ diagram illustrates the process that tisearch has taken. Following this, the methods used
are discussed, starting with an overview of refligyi and insider perspective in order to better
understand the researcher’s role within the stiithys leads into an in-depth description of the two

phases of the research.

4.2.1 Rationale for the study

The study:Gender and Entrepreneurship in Creative Industry Career Journeys

The interest in pursuing this line of enquiry stefnagn the researcher’s personal experience of &an ar
and design education and subsequent career withioreative industries sector. This experience and
career history included being a self-employed: 'needia’ artist, freelance Internet consultant,
lecturer and small business owner and could beritdesicas ‘portfolio’ working (Bridgestock, 2005a)
i.e. engaging in multiple activities. The researhperception was that this personal trajectorg wa
curtailed following parenthood that her chosen tiveaindustry sub-sector (Software, computer
games and electronic publishing) was changing palsathat the period of maternity leave taken,
had rendered her at a disadvantage and with disagmtiknowledge gap. Significantly, this view was
a personal perception and it was the personal pgocs that were of interest when capturing the
career stories of the sample group. Along with,tti® researcher’s personal history provides an
‘insider’s perspective’, which, it has been argugiters “a more nuanced and complex understanding
of experience” (Burke and Kirton, 2006:2). Thiseiplored in greater depth later in this chaptee (se

Section 4.2.3).
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4.2.2 Aims and objectives of the study

Aim 1: To consider and develop an understanding of tieeature, research and policy context

associated with this field of study (see Chaptave-Four)

Aim 2: To develop an appropriate methodology in ordecdpture the career destinations, choices,
opportunities and outcomes of a sample of femateraale graduates who graduated in 1994 from

the same creative discipline course.

Aim 3: To carry out an analysis of the gathered dataderoto identify common themes relating to

gender and entrepreneurship within the creativastites sector.

Aim 4: To carry out a qualitative exploration of the tmlaship of gender on post-graduate

participation in creative industries entrepreneigrsh

These aims gave rise to the following researchotibjes:

* To develop an in-depth understanding of the terssammd motivations within the careers of

fine art graduates

« To identify how, when and why entrepreneurship ifieats within the careers of fine artists

« To develop an understanding of how entrepreneursinig entrepreneurial activity are

perceived by fine art graduates

e To identify internal and external factors impactioig careers and entrepreneurial outcomes

for fine art graduates

e« To identify and provide an explanation for gendeifedentials within entrepreneurial

participation of fine art graduates
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Research questions

e This study aimed to address some of the followingstjons:

* What is understood by entrepreneurship in ternth@fparticipants’ own perceptions of their

own entrepreneurial activity?

* Does art and design education prepare studen&fployment/self-employment?

« Does the gender of a student’s lecturer/other m®tpbofessional individuals (e.g. guest
speakers) have an influence on an individual's eew$ future employment/self-

employment/entrepreneurial activity?

* Are there any specific barriers or opportunitiest thre gender specific, for example, making

entrepreneurial activity any more or less likely?

* What unpredicted factors (internal and externalht® participant) influence entrepreneurial

activity?

* Tacit knowledge relating to creative industrieseeas: who has it?

4.2.3The role of the researcher/reflexivity and the insler perspective

As an introduction to this section it is importaatfirst acknowledge the researcher’s role withia t
study. As described later in this chapter (Secicgh4), the researcher’s previous role and thereatu
of the desired sample group offered an ‘insidexspective. From the early design of this studg, th
researcher was aware of how this might impact auraber of areas related to the approach and
analysis. To this end, being able to take a trutyugded approach to this research would be hard.
However, the role of the researcher within resediah been attracting interest, as Reinharz agks, “i
‘self’ is a ‘key field-work tool’, why, then, doeso little methodological literature on fieldwork
actually concern itself with self?” (Reinharz, 199n traditional and scientific research, the fiosi

has been that the researcher should remain dfstemthe research. When considering this traditiona
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view, Gergen and Gergen suggest that the “scisrdest avoid disfiguring the picture of nature with
their own finger prints” (Gergen and Gergen, 199hey suggest that reflexivity can be used in order
to frame research. Finlay (2002) draws upon thiskwemphasising the “researcher-researched
relationship which is seen to fundamentally shdmeresearch results” (Finlay, 2002: 534). Archer
(2007) defines reflexivity as: “reflexivity is thegular exercise of the mental ability, shared bby a
normal people, to consider themselves in relattonheir (social contexts and vice versa” (Archer,
2007: 4). Dowling (2006) offers a useful framewddt considering reflexivity within qualitative
research, identifying four forms of reflexivity: fRexivity aimed at sustaining objectivity,
epistemological reflexivity in terms of consideritige broader perspective of “how the research
question was defined and limited what can be fou(®06:13), reflexivity and the critical
standpoint, which highlights the need to considesabtler political and ethical influences and
reflexivity from a feminist standpoint. Here shejlilights that “as the researcher identifies wité th
women she is researching and must therefore cdhstam aware of how her values, beliefs and
perceptions are influencing the research proceBsiw(ing, 2006:14). This is a useful reminder
within this research, although arguably, all reckars, regardless of their gender, political bias o

gender should be mindful of their own position.

Hertz describes reflexivity as ubiquitous, in tlitapermeates all aspects of the research process,
describing the act of reflexivity being the reséarcconsidering the “scrutiny of ‘what | know’ and
‘how | know it (Hertz, 1997:viii). This suggestbat the reflexive process is one of questioning ho
one goes about constructing interpretations of data continual process, which assumes a certain
level of self-awareness. It is important for thee@rcher (and pertinent to this study) to be awére
their situation in relation to the participants (ize 1997). Reinharz (1997) provides a useful
framework for considering the role of the researchighin the study and refers to ‘multiple-selves
within the research field’, acknowledging how eaehsion of one’s self impacts on the outcomes of
the research, but also the perceptions of the neség participants. For example, she highlighteeh
major categories of researcher: ‘researched-basedss which suggests a number of characteristics
which might include being sponsored, being a retesr The second is ‘brought-selves’, and
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addresses all of the personal attributes one biingbe research. In the instance of this research
project, this would include the personal historyl dhe relationship the researcher has to the other
participants, her gender, age and job status arhotigsr factors. The third, which is also pertinent
this study is ‘Situationally created selves’: théders to being part of the given situation or hgvi
experienced the same situation (Reinharz, 199M5any given piece of research, each of these

selves is present and, it is argued, has a beanirige eventual analysis and findings of the retear

Developing from this multiple selves work is thdated ‘insider/outsider’ methodology, often
considered a neglected form of research (Coghl@03)2 but characterised by the researcher
researching their own organisation. This offers ynaenefits in terms of ‘pre-understanding’. Neilson
and Repstad (1993 cited by Coghlan, 2003) deschieacteristics of pre-understanding as having,
for example, implicit knowledge and understandihgweryday jargon and taboo phenomena. Insider
perspective however, is not without flaws, andatlld be argued that the researcher is unable to
maintain sufficient distance in order to remain eglive (Pughet al, 2000). Perhaps a better
description of this type of research is ‘self-ethraphy’. As identified by Alvesson (2003), self-
ethnography occurs when the researcher has 'naitraks’ and is more or less on equal terms with
other participants of a research study (Alves2003:174).

4.2.4 Research sample group

The study intended to capture the career journegigdastinations of a cohort of students all of whom
graduated at the same time and from the same cothisesample was made up of the alumni of the
researcher’s own course of study (those who graduit 1994, in Fine Art, from Wolverhampton
School of Art and Design). The proposed sampleredffehe following benefits: first, a significant
amount of time had passed since graduation; inthgrparticipants would be at a point in their $ve
where personal responsibilities might have hadhflnénce over their careers, e.g. parenthood, home
ownership or other caring responsibilities. Secgntieir careers would be reasonably established.
Thirdly, having all emerged from the same instdotat the same time, the sample would have been
exposed to the same education, government polfodtsted to developing entrepreneurship in the

creative industries) and political environmentcduld also be argued that fine art is potentiatly t
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least vocational of the creative disciplines, amdurn the scope for creating one’s own opportasijti
for example, self-employment, is greater. Finallywias acknowledged that the researcher had a
historical relationship and potentially empathyhwithe sample group, this, it was anticipated, effer

a useful insight into their situation and an ‘iresid’ perspective.

All reachable participants of this course were apphed to take part in this study. An attempt was
made to trace all of the original 60 graduates, @nithose traced each was encouraged to participate
in a 'career destination survey' in order to eshbkome quantitative baseline data. Of these
respondents, it was anticipated that a sample pfoapmately 20 case studies (10 female and 10
male) would be developed. Although it could be adjuhat this approach might be a ‘'sample of

convenience', it should be noted that this wasansample that was arrived at easily. Other options
were considered: for example, tracking a groupeoént graduates who would, to an extent, be easier
to make contact with, or manufacturing a sampleaigrisom the local, regional or national sector.

However as described before, recent graduates wuatlthecessarily have encountered some of the
potential barriers in employment as yet, and a rfamtured sample would have had varied entry

points.

A well-established feature of career destinations drt, design and media graduates is self-
employment. However, recent research (see SectihnsBggests that there is a shortfall of women
setting up, creating and growing businesses withisisector. The cohort of graduates described were
all encouraged to participate in the ‘career desitim survey’, to establish quantitative baselia&ad

(see Section 4.3.1). It is important to note thatirdy this phase, when the considerations and
development of the desired sample group and appreace being considered, an appropriate ethical

framework, strategy and statement was developed.

4.2.5 Ethical considerations
The size and sample of this study was considerédbrize unjustifiably large. It was anticipatedttha

the scale of the in-depth study would be to anrxdectated by the quantity of participants, howeve
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it was not envisaged that an unduly large sampkalen and that 10 male and 10 female participants
would be adequate for the nature of the studyalt twoped that these would be selected from a wider
group (up to 60) who had responded to the initimvey. It is important to state that in terms of
sample size the intention was that the sample wpuotdide indicative outcomes as opposed to
transferrable outcomes. As all alumni are from ghme university, the university was contacted in
order to make sure that they were aware of theystnd had the opportunity to contribute their own

perspective on issues relating to their graduates.

As described, a significant aspect of this studg wee researcher’s ‘insider’ perspective and it was
considered early on that this might have a numbé&mnplied ethical issues. For example, the line of
enquiry could cross over into what might be considepersonal life. Although it was perceived that
personal life and circumstances may play a pad,lave an influence over the participants’ career
destinations, the research, survey questions dadviews were conducted so that all lines of enquir
should remain pertinent to the study and not caunskie distress to the participants. Some simple
measures were used in order to be as transpargrusaile with the data collection. For example,
participants were required to complete a consemb,fgiving their explicit consent to participate in
the study: this consent form fully described theetnature and purpose of the study (including Yikel
publishing opportunities and dissemination rout@grticipants were made aware of and given the
option to opt out and remove their data from thelgtat any time they saw fit, with no pressure
placed on them from the researcher to continue.pBncipants remained anonymous throughout the
study and the following steps were taken to enthe@articipants’ anonymity:

» Transcriptions were anonymised using coded idemnsifi

Individual identifiers were kept separate from tirascriptions

Transcriptions of interviews are stored in a lockatinet within the university

« Original recordings of interviews have been desttby

In line with the Data Protection Act, individual¥tails will not be shared and will be stored

only for the period of research
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* 4.3Methods deployed

ﬁhase one: \

» Online career history survey of a cohort of graduates

» The sample is the cohort of graduates that graduated with the researcher (same
course/same discipline/same time/same institution)

* Analysis of initial dataset

Phase two:
» Face-to-face interviews using a narrative methodology with 10 women and 10 men selected
from the original set, based on analysis and the identification of particular career themes.

\ e Analysis of data /

Online survey
developed

v

Online survey
piloted
v

Online survey
modified and
piloted

A A

Sample group sourced (snowballing/viral technique) and
online survey disseminated to graduate cohort (60)

AW

Data analysed for
thematic career paths
Individuals selected
for interviews based
on themes

4

Face-to-face interviews carried out with approx. 10
women and 10 men using narrative methodology

|

Data analysed and
findings discussed

Figure 4.1: Methods adopted for this study (at-a-gince)
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4.3.1 Method one: Online career destinations survey

Figure 4.1. provides an overview of the originae&ch design and the steps which were planned to
take. The following section explains in detail gdvides a rationale for each stage. The first @has
of the study was to develop and disseminate amermdurvey, which would capture the career
journeys of the sample group. This study aimedeach the described cohort of graduates and
experienced varying degrees of success. In theifissance an approach was made to all graduates
from the given course using a number of meanseXample, use of Internet social networking sites
(e.g. Facebook: a Facebook group was establistved)l of mouth and peer-to-peer contact using a
‘viral marketing’ approach (Dattat al., 2005). The online survey was developed in tlstages: 1)
Developing and reaching the sample group; 2) Désigand piloting the survey; 3) Developing and

disseminating the survey to the wider group anduwapy this empirical, quantitative data.

4.3.1.1 Developing and reaching the sample

Initially a list was developed of all of the paitants of the course; this was gained through the
original catalogue. A characteristic of creativeogline education is the final degree show (Carey
and Matlay, 2007) and students frequently comethageto produce a catalogue to accompany the
exhibition. Although the data within this catalogwas incomplete (of the possible 60 participants
only 30 had contributed) and also out of date ¢ingrse had finished some nineteen years ago) it did

offer a baseline of data with which to start thegass.

It should be stated that an assumption relate@lisowtork was made. As a member of this group of
alumni, the researcher had retained good closeacomtith two of the other participants. It was
assumed when considering reaching the further &Qthirs would be the case for the majority of other

participants (see Figure 4.2).

N.B. The University of Wolverhampton was contactad¢d while contact details of graduates were

not provided, they expressed no objection to thdysgoing ahead.
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The second stage of the process was to establishniemy people were in contact with the two
people who | knew. This began the viral/snowballefect described above. The third stage was
simultaneously to make contact with individuals Barching the web (via Google) and the social

networking groups, Facebook, Twitter and Linkeddntry to reach individuals.

4.3.1.2 Designing and piloting the survey

The survey was developed using Wufoo, online susgdtware which allows forms to be developed
and distributed via the web (see http://www.wufomg. The development of the survey constituted

several stages:

» Firstly ideas were scoped out about the intendécboe and the type of data required

« A written version was developed; this was then giaied onto the online version. The

guestions were initially grouped into three section

o General data

0 A career mapping tool

0 Enterprise education

The survey was developed and piloted twice, firgh\w sample group of five, and second, with six
individuals. Of the six, each agreed to be intevei@ for the deeper data collection (see Section
4.3.2). The first pilot highlighted many issues twithe design of the survey. For example, the
individuals were not explicitly asked what they gaved their job roles to be at a given time. The
participants had been asked to tick boxes to iflettie type of work they had been involved in, for
example, the question below aimed to capture wibekhiistory at four specific points (1994, 1999,
2004, 2009). Acknowledging that careers with thieirtes in a creative discipline’ are often varied
and of a ‘portfolio’ nature (i.e. you may well doomne than one thing) these questions allowed

multiple selections.
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e.g. December 1994 (the same choices for eachpimed)

¢ Unemployed

* Not working (care responsibilities /maternity leave

¢ Education (creative discipline or related)

e Further education (non-creative/retraining)

¢ Self-employed (artist/creative)

* Self-employed (other)

* Employed (artist/creative)

* Employed (other)

Employed (teacher/lecturer)

However, the question failed to ask what their pived job roles/titles were. This was altered ia th
second version of the pilot. Other fields were akered and deeper questions were asked relating t
the individuals’ experience of any enterprise etiooa Specifically, additional questions were added
relating to the nature of creative discipline ediorg the types of lecturing staff, whether the
individuals had undergone any enterprise educatiod,if so when (i.e. during or post undergraduate

studies).

Other issues resolved within the first pilot rethte proofreading issues, and the survey was peer-
reviewed by academic colleagues. This resultedssnds around the wording of questions being

resolved.

Feedback was also sought from the individuals wdmtigipated so that they could directly comment
on the design of the survey. A strong theme thateckom participants was that they appreciated the
more open and qualitative aspects of the surveyfaandd the questions, which enabled them to
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expand on their career stories, most satisfyindie©Otaspects were related to information which

participants felt might have affected their cargmsexample, one suggested sexuality.

4.3.1.3. Developing and disseminating the survey

The second survey, albeit longer, resulted in npwsitive feedback and data collected. Although
Wufoo proved to be a useful tool for acquiring, @ging and analyzing the data there were some
issues around its general usability. For examplégii@ants complained about not being able to save
the form and return to it, a potential usabilitgue which might have in some instances deterred

participants from fully completing the survey.
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1Researcher

To find:
21. AA
23..EC

Figure 4.2 The viral/snowballing technique used toeach participants (each number is an

individual)
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Figure 4.2 highlights the viral/snowballing approathat was taken. All links directly to the
researcher (centre) express individuals who mad&acbwith the researcher during the course of the
study or who were known in the first instance. Asuie that arose during this piloting phase was that
it was harder than anticipated to reach the indizisl A number of reasons emerged, including:

e Too much time had gone by

¢ Individuals had changed their names due to marriage

« Careers and geographical locations had changeebsotscriteria were limited

« Apparent lack of use of the Internet of this group

As this diagram describes, the best route to tipesgple was via viral methods or ‘snowballing
technique’. The snowballing technique, as Fink 8)3%escribes, is “a type of sampling that relies on
previously identified members of a group to identibther members of the population”
(Fink,1995:70), whereby if someone was contacteoluth, for example, Facebook, they would lead

to potential multiple other individuals (from thansple).

One aspect that this study revealed was that negchich a dispersed group of individuals is hal an
time consuming. Although the initial hypothesis what viral techniques would help to reach those
individuals, it became clear that the process vaasrfore time consuming than initially anticipated.
Even though these routes proved to be successfdlitawould seem that the initial assumption
related to numbers of people in touch with eacleiottas correct, the process itself took signifilyant

longer than was hoped.

A question that arose in relation to the samplaugrs how big does the sample group need to be?
Ultimately it was limited to those 60 individualacathen within those, recognising that some proved
difficult to reach, an approach of looking for thetical or data saturation was taken. As Getstl.
(2006) suggest, “size (sample) typicakyies on the concept of’ ‘saturation’, or the gaahwhichno

new information or themes are observed in the dé@Glestet al, 2006:59). Elsewhere, data

98



saturation is described as an ‘obvious’ point aictvlihe researcher has exhausted the process of
exploration: “In practice, the number of requirathjects usually becomes obvious as the study
progresses, as new categories, themes or explasaiop emerging from the data (data saturation)”
(Marshall, 1996: 523). Although a useful startirgnp for the analysis of this data, ideas arourtz da
saturation are also considered problematic, aowh they are widely used within qualitative
research methods, there are few guidelines availabkuggest when one has enough ‘interviews’,
although research has suggested that themati@Batunccurred at between 6-12 interviews (Guest
et al., 2006). Other issues relate to the ability of tasearcher to interpret the data and to identify
themes. Morse (1994) referred to the concept afitifeng themes as being ‘elastic’, noting that

different researchers will have a different perimeptof when saturation has occurred. Thematic

saturation was drawn upon later in this study fseysis).

It appears that the discussion on sample size,dtiesaturation and identifying themes has a lgngth
history. For the purpose of this study it was dedidhat, given that the sample had some level of
homogeneity, having all stemmed from the same eo(nsmogeneity of the sample group is an
important criterion in arriving at thematic satuwataccording to the work of Guest al. (2006)), and
assuming that all those reached completed thalisitirvey, this data would offer sufficient depth t
see specific themes relating to career types. Waoigld then be used to identify individuals who
would be interviewed in order to gather a deepsighit into their career stories. This led to the
second phase of the research. The eventual outaotheelative success of this survey is discussed

later in the chapter.

4.3.2 Phase 2: Narrative in-depth interviews

The second phase of the research was the develomhearratives. These were captured using a
narrative methodology. The original rationale whatta sample of the participants of the online
survey would be interviewed and their career ssocigptured by way of semi-structured interviews.
Initially interviewees were asked to detail therjuey they had gone through from student to their

current situation. These accounts were then exglasea story, with key themes, issues, tensions and
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lessons learnt drawn out through further semi-sined interviews using differing forms of

guestioning.

4.3.2. 1 Narrative elicitation as a research methadogy

The use of narrative within research methodologyugsiness management, entrepreneurship and
organisational studies is growing. It allows thee@rcher to get close to the ‘real, lived expegénc
(Rae, 2000:157). Johansson suggests that narmasitredology also transforms the interview space
into a ‘storytelling arena’ rather than that ofiaterrogation, thus potentially opening up the
interviewee and limiting the restrictions on theeiniew (Johansson, 2004&zarniawskal997)
highlightsthat“making use of stories as a vehicle for capturingvkedge is one of the main
carriers of knowledge of modern tinassefully for this study she highlights the betefor to
the interviewee farrative and storytelling also offer the intervemthe opportunity to make sense
of their situation, giving them the capacity to kip a series of events or an outcdme
(Czarniawskal997 35). Rae (2005a), however, identifies certain challsrayed issues arising
from using a narrative methodology: maintaining plaeticipants’ engagement in documenting their
story; reflexivity, in making sense of the researthown interaction with the research participants

material and process; and interpretive, in creatiiegning of wider relevance from the study (Rae,

2005a; 325).

4.3.2. 2Narrative and entrepreneurship research

Johansson suggests that narrative is more tham jotans of offering an illustration, i.e. secogdar
information/case studies. It has been recognised &sndamental means of knowing something
(Johansson, 2004b). Storytelling is a significdatment within workplace learning (Denning, 2000).
The role of storytelling between small business emvmanagers within management and business
development has been studied (e.g. Sparrow and r@amd 2000; Barnett and Storey, 2001,
Johansson, 2004). In a study of entrepreneurstesiduse of stories, McKenzie (2005) identifiedttha

not only do entrepreneurs use stories to uncovpormpnities, but they also tend to use versions of
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the narratives they have created to convey the rogpity to others (McKenzie, 2005:4). Larty and
Hamilton (2011) provide a detailed account of thegiproaches to analysing narratives, related to
family business, and point out how the structdrhe narrative can provide useful insights asdw h
“the incidents were structured to make a cohe@midake a coherent storyline that made sense to the

audience” (Larty and Hamilton, 2011: 229).

Narrative is frequently used as a learning todbetl under different headings, for example, the
academic world frequently makes use of ‘case studieorder to illustrate points relating to busise
planning. Storytelling is implicit within entreprearship research, through use of stories and case
studies (Johansson, 2004b). Johansson goes osdobdestorytelling as often the most natural way
to describe past experience” (Johansson, 2004b:8Y5rms of narrative being taken seriously as a
learning tool, McKenzie goes as far as to sugdest éntrepreneurship educators should integrate
storytelling into their curriculum, in terms of @asg on expertise but also as a business tookin it
own right (McKenzie, 2005:6). Adamsen al. (2006:37) argues that “stories place the reademies

at the centre, connect to the reader/listener emgtiand inserts its (the story’s) meaning into the
reader/listener memory”. Storytelling has been fiified as a useful approach to, for example,
humanising a new approach, identifying and shagogd practice, enabling all levels of an
organisation to be involved in a change, commuimgatomplex ideas and managing change
(Collison and Mackenzie, 1999). Different typessudry are described as having different levels of
effectiveness in terms of inspiring change or ‘Rpay action’. For example, Denning identifies that
“stories to spark action need to be positive iretand told in a minimalist fashion with little cent”
(Denning, 2006: 45) and, usefully to this studytofies offer a vehicle for transmitting otherwise

intangible yet crucial life lessons that might othise be lost” (Randell and Martin, 2003:4).

4.3.2.3 Narrative and gender studies
One of the main areas focused on in literatureteél@#o narrative and gender is narrative within
careers and gendered career narratives. For exatdpigwell (2008) makes use of narrative in

analysing interview data from Sudanese female memsagn issues relating to work/life balance and
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career progression. Likewisgjan and Woodham§008) draw upon narrative methods in order to
capture women'’s careers in the Chinese IT indugfyinterest to this study, they highlight the fact
that caution is required when capturing careeohiss retrospectively, and hint at editing thatuwsg

however they also concur that people “can only kndvat they have done once they have done it”

(Xian and Woodhams, 2008:414, citing Weick, 1995)128

Elsewhere, Millman and Martin (2007a) make useafative to explore the role women play in the
set-up of businesses within a given sector. HuseGreth Solberg (2006) make use of narrative in
capturing women'’s experience of boardroom ‘contidns’. They highlight the richness of data that
narrative allows the researcher to capture, whiéniifying that, by using narrative as an analysis
tool, stories are ultimately about perception. Thare, through analysis, able to identify different
story types including myth, real-life and ‘wishftilinking’ story types (Huse and Greth Solberg,

2006).

4.3.2.4 Narrative and creative industries research

Narrative methodologies amongst researchers lookinghe creative industries are also evident,
specifically those looking at entrepreneurship imitthe sector. Rae (2005a) carried out a study
examining entrepreneurs within the media sectorus®tl narrative to capture ‘in-depth life stories’
(Rae, 2005a). Elsewhere, narrative is used as asy#groviding insight for would-be entrepreneurs
within the sector. Kellett builds upon Rae’s idedsultural diffusion, whereby entrepreneurs within
the sector learn from each other’s stories, thrdugthwork with ‘Creative Warriors’: here stories of
creative entrepreneurs are used as to provide “sinafs of entrepreneurial stepping stones” within

art and design education (Kellett, 2006:2).

4.3.2.5 Narrative and careers research

Narrative is widely recognised as a tool withinemas research. Rehfuss (2009) refers to narrative
career theory and highlights the fact that careeorists have “embraced” narrative. He suggests th
this is due to narrative offering a “holistic unstanding of an individual’'s vocation and career”
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(Rehfuss, 2009:82). This is set within the contektcareer counselling and the practitioners
surrounding career development. Much work relatethe use of narrative within careers refers to
using narrative to change an individual's storyotilgh some sort of intervention (Rehfuss, 2009).
Further to this, Severy (2008) details methods usednarrative career counselling’, asking

individuals to narrate their past and future cazé8every, 2008).
4.3.3 The interview process

The use of narrative and storytelling within casesrsearch has been widely discussed, and within
this the methods of eliciting stories and methodsdu Semi-structured interview techniques have
been suggested as the best means of exploring ¢daséeries, as they provide a “rich source of data
as individuals reflect on their careers” (Clarkep2:13). Cohen and Mallon (2001) identify multiple
means of eliciting career stories, drawn upon bliegaesearchers: these methods included the fuse o
diaries, case studies and critical incident inemd, amongst other tools. However, in their own
research, which looked at career transition, thaglenuse of semi-structured interviews in order to
capture career biographies (Cohen and Mallon, 208g#in, research within careers of creative
discipline graduates takes the form of an initizéstionnaire and then in-depth interviews in otder
gain a better understanding of individuals’ carstries (Oakleyet al., 2008). When looking to
collect narratives, Saundees al. (2003) suggest the use of in-depth interviewshasprimary data
collection method, making use of the following défon: “A narrative is broadly defined as an
account of an experience that is told in a sequemey, indicating a flow of related events that,
taken together, are significant for the narratat ahich convey meaning to the researcher” (Saunders

et al.,2003:401).

4.3.4 The role of the researcher

One aspect of research in to careers is that dhteeal and external narrative. Here we seetthat
versions of an individual's career history emefQee external career includes all publicly available
information about the individual in terms of jobles, formal structures, salaries and titles, wherea
the internal career relates far more to the indialts own sense of their career in terms of subject

feelings, for example sense of success, futureppits and career satisfaction (Hay and Hodgkinson,
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2006).

Prior to the interviews, a great deal of work wagied out to establish and consider the resedscher
role within the study and issues related to indigig offering retrospective narratives of their own
career stories. In this section, the researchesiders the story-making process, how individuals go
about ‘re-storying’, issues related to capturingriss in hindsight as opposed to recording events i
real time, and notions of objectivity and subjeityiwvithin the study. The development of this

methodology chapter has led to many questions bagkgd and within this section an attempt is

made to answer these:

* What does the researcher hear?

* How are the stories told?

« How does the researcher interpret the stories?

* How does the perception of the participant affeetrtability to narrate their story?

» How does the participant’s ability to tell a stémypact on what the researcher hears?

* What are the researcher’s feelings towards thécfiaants and does this influence the
interpretation of the story?

* What are the researcher’s feelings towards thg3tor

« How do the researcher's feelings towards her owgecampact on their interpretation of what
she hears of the participant’s stories?

» Does the researcher’s existing relationship withgharticipants influence the story being told or

the interpretation of the story being told?

These topics are discussed within the framewokk sét of pilot interviews and reflections carried o
by the researcher, prior to the main set of intawgi with the sample group. Later in this chaptes, t
role of the researcher is explored, in terms ofdven sense of career success and her own objective

and subjective interpretation of the stories offlere
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4.3.5 Piloting of interviews

Prior to carrying out the interviews, the questainm and interview approach were piloted. At tiégs,
four interviews were carried out using the propdséetview questions and narrative approach. Tl pi
sample was made up of four mid-career creativesinigs individuals: two women and two men. Two of
the individuals were known to the researcher (thinoprevious professional encounters); the other two
were recommended to the researcher via collea@bey. were not part of the main sample group but
had characteristics in common in terms of age raimge of graduation and educational backgroun&. Th
rationale for these interviews was to test the tiuesin terms of the responses they engenderegino

an indication of the likely length of interview tanand to ascertain a number of issues relateleto t
researcher and her interpretation of the data esmgbnse to the interviewees. These issues aressigtu
in the following section: firstly in Sections 4.3l%, the researcher discusses observations of her
approach to capturing the data and reflectionssorinput; secondly 4.3.5.3 considers how individus
about describing past events and how these areprieted. Within this, the act of re-storying is
considered. Next, the researcher looks at her @lnwithin the interview and considers the role of
subjectivity and objectivity. Finally, the reseagchreflects upon the lessons learnt through thet pil

interviews and how these went on to influence trentual approach to interviews.

4.3.5.1 The procedure

The interviews took place at the offices or workpka of the interviewees. Two approaches were
taken to capturing the data. The interviews weoenmded on tape and the researcher took detailed
notes based on what was said and observations thieninterview. Mindful of the discussion on
analysis, the researcher also highlighted notegiara$ within the interviews where she felt salient
potential themes emerged (see analysis and on-goialgsis). As described, participants of the pilot
were asked to tell the story of their career frdra point at which they graduated through to the
current day. The interviews took between 1 anch®iErs. The majority of the time was taken up with
the detailed stories offered by the participantse $econd part of the interviews dealt with exangni
the stories and interrogating them with questiorierided to uncover significant events and issues

that had emerged (see Appendix 1: Interview ques}itllowing the procedure:
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Interviewees were given a copy of the ethical statet associated with this study and asked to
complete a consent form. A brief overview of thedstwas offered and the researcher offered a
brief overview of their own situation and the mation for the study. It is important to note at
this stage that the participants and researcheg aleeady known to one and other, so offering
some explanation for the study and their partiejmatvas offered. The researcher was also
drawing on Johansson’s (2004a) observations of reathze methodology transforming the
interview space into a ‘storytelling arena’: witlig in mind, it was deemed appropriate to offer a
story to help initiate the discussion.

The interviewees were asked to think back to time tat which they graduated and then to tell
the story of their careers from that point to tlverent time. The time taken to tell these stories
varied from approximately 20 minutes to 1.5 hotfrthe interviewee struggled or seemed to get
stuck, or the researcher required elaborations) the researcher offered further prompting
guestions.

When the interviewee had completed their story thiglhad been confirmed to the researcher,
the researcher briefly summarised and a set ohdurguestions were asked in order to
interrogate the story. These questions were designerder to better understand key features of
the story, for example any other central characterssions that arose and key events. Wengraf
and Chamberlayn (2006) recommend a three-stageviete process whereby the researcher
elicits the initial story with one question, theesed phase goes back and asks questions related
to the story in order to elicit further storiesdahen they suggest an optional, further third estag
where the researcher can go back to ask some gpueslirectly relevant to their research topic
(Wengraf and Chamberlayn, 2006:16). The intervieacpss undertaken here borrows from this
model, but stage three was incorporated into tret finterview meeting in most instances, in

recognition of the difficulty of reaching and scliédg meetings with such a dispersed group.

106



4.3.5.20bservations from the pilot interviews

Some general observations were drawn from the expmr of undertaking the pilot interviews.

Making sense of a situation:How people make sense of their situations by ¢gflg upon their
various influences — “I come from a family of teacsi’ (Pilot Interview 1). It was observed that by
leaving the interviewee to tell their story, theffeo their understanding of the decisions they have

made and volunteer information.

Volunteering trigger points/tipping points: A second observation from the pilot interviews et
participants volunteer tipping points or specifieets, which triggered their next step within their
careers. This suggests a benefit to this retrosgeeipproach, as these tipping points were often
events or experiences which were unplanned for pbartil observed while teaching in art schools
that the majority of students were white and middiéss, this led me to”.(Pilot Interview 3). Here,
the researcher allowed the interviewees the spa@xjlore their own narratives, as suggested by
Wengraf and Chamberlayn (2006), with this firsgstaf the interview process devoted to the telling
of the story. It was observed that there were tigaswithin narratives and, in line with the naive

tradition, the researcher was mindful not to intptror re-direct at this stage (Elliott, 2005).

The role of the interviewer: Some brief observations of the researcher werestimicommunicated
throughout the interviews with sounds, was mindfubody language and engaged in active listening.
Larty and Hamilton emphasise the importance ofecdffity when carrying out narrative research
(Larty and Hamilton, 2011). Listening back to thpés, there was also a tendency for the researcher
to interject with her own narratives, which althbugncouraged by Johansson (2005a), in retrospect

occasionally led to unhelpful tangents being taken.

Discomfort at questions:One question which the researcher had a certairugingd discomfort in
asking was related to the ‘Title’ of the story. thee first instance, this had seemed to her to be a

pretentious question to ask. However the experi@icgarrying out the pilot interviews led to the
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view that in fact it was a useful mechanism forcheag the salient aspect of the story, and the
participants did not respond in any sort of negatiray to this question, other than at times to ssgg

that it was a hard question to answer — howevaiwiays resulted in a useful response.

Other observations were made which the researcdmsidered requiring further investigation. At this
point, the narrative interview technique seemedbéoworking well, and it did lead to further

questions. These are responded to in the follow@&agions.

4.3.5.3Recording events and hindsight

The researcher had investigated in detail the eatnd benefits associated with using a narrative
methodology. One area that had not been lookdtbatever, and which the pilot interviews enabled
the researcher to consider, was the reliabilityhef method. In collating data related to longitadiin
studies, there are two obvious approaches. Thedird perhaps the most ideal would be to capture
the data as it happens — i.e. to have the partitspaport on activity as it happens. This method i
referred to as fixed-interval-time sampling. Thew® is retrospective time sampling, or what is
sometimes referred to as the ‘yesterday intervigf), where participants report back on previous

events or periods of time (Klumb and Perrez, 20604mb, and Baltes, 1999).

There are a number of issues associated with iggalents, as pointed out by Joshial. (1981):
“Attitudes, expectations, income, childhood circtamnses are examples of variations that cannot be
collected retrospectively, but which may contribistehe understanding of the unfolding life coufse
they can be collected prospectively and linkedutzsequent events” (Josdtial.,1981:5). It is argued
that the reliability of retrospective self-repogiralso depends to an extent on properties of the
participants such as their gender and other fadtdusnb and Perrez (2004), for example, reported on
a study which evidenced the self-reporting of haws& duties by men and women. The study found
that although both genders exaggerated the amdumiusework they carried out, men were much

more likely to do this, and to a greater extenthdiligh this observation is not to make any judgeémen
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on those participants, it does require the researth be mindful of the accounts offered and
acknowledge that there are other factors at playlgast gender) which might influence how a story

is told.

Other issues with this sort of self-reporting i#uthe idea that when reporting on their career,
participants might be inclined to over-report isstieat are socially desirable and in turn giveaséd
account of events. Klumb and Bates (1999) alsoligighthat short and rare events are likely to be

misrepresented.

4.3.5.40bjectivity vs. subjectivity

Kleinman and Copp (1993) discuss the role of tseaecher in ‘Emotions and Fieldwork’, drawing
upon examples of their own research work and ifigng instances where they have not fully
explored datasets or been able to tell the fullysttased on their own prejudices or views of the
world. They suggest that “we must consider who veeamd what we believe when we do field work.
Otherwise we might not see how we shape the sigtiginman and Copp, 1993:13). As previously
discussed in work looking at reflexivity and thesjiimn of multiple selves within the field (Reinlzar
1997; Gregen and Gregan, 1991), the position ofe¢kearcher within the study is considered here.
Moreover, when discussing objectivity, Kirk and Mil (1986) suggest that objectivity is an
ambiguous concept which is a common concern of matstral scientists, however social science is
more concerned with inner existential choices wingimg to decipher why individuals behave or act

in a certain way.

Important for this study and as discussed in détaihe section on reflexivity (see Section 4.2s3)

the role of the researcher. As a graduate frons#ime cohort as the sample, the researcher came to
the research with a body of knowledge or insight inareers within the sector as well as issues
related to the type of education the participardd heceived. The pilot interviews enabled the

researcher to consider this prior knowledge ana@dknowledge the impact it might have on the
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interpretation of the data offered. In terms of #pproach to analysis of the data, it was deemed
necessary to acknowledge this potential impactliketly subjectivity at each point. Here, the goal
was to tell the whole story, including the researthinterpretation. Kleinmann and Copp (1993)
emphasise that researchers frequently defer fralnding their own emotional response to fieldwork,
preferring to carry out ‘confessionals’ where themg less likely to be feel vulnerable (i.e. not in
published articles). They suggest that in ordeagpear scientific and objective, researchers might
exclude their emotional response; they argue, hewekat this might in turn preclude useful insgyht

or limit the interpretation of the data (Kleinmaand Copp, 1993:17).

4.4 Approach taken to analysis

There are different approaches to analysing qtigitalata. These include manual thematic analysis;
general and theme based, structural analysis; Hmwstory is told, narrative devices deployed,
interactional analysis; Between teller and listedisicourse analysis and grounded theory analysis

(Reissman,1993).

Dey (1993) provides a useful model for qualitativealysis, describing a circular process includimge
main points of analysis: ‘describing’ the data,enene lays down the situation, provides contextand
description of any intentions of research participaand the process by which the data is collected,;
‘classifying’, providing a conceptual framework litvhich to help interpret the data, this also aids
making comparisons within the data; and ‘makingnemtions’ once one has classified the data, when it
is easier to see correlations and patterns witténdata and infer some connections (Dey, 1993:31-33
Elsewhere, qualitative data analysis has beenibdedcas very diverse, acknowledging that there are
potentially multiple methods of data analysis. $auget al, (2003) suggest that it can either be ‘highly
structured’ or have a lower level of structure,gasiing that approaches can either be deductitl, wi
data analysed and themes arrived at via existegryhor inductive, in that a theory is arrivedrabugh

the analysis of the data (Saundstral.,2003).
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As described, this study constituted two phaseas@lone was the collection of baseline career data
collected via an online survey. Initially it wassamed that the study would take a manual thematic
approach, involving codifying the data collectedirugh a series of common threads, trends and
issues would be identified, i.e. the data wouldclassified (Dey, 1993). As the study emerged, a
variation to this approach was taken. As describefiection 4.2.4, it became evident that it wowdd b
hard to reach the full 60 members of the cohortweler this also led to the question “How many
individuals needed to participate in order to hawHicient data?” As described, this led to a pesce

of seeking thematic saturation. To this end, ther@gch to the analysis did not begin when ‘all’ of
the data was collected; rather the analysis wagoomg and the researcher continually visited the da

in order to identify the point at which thematiduwsation was reached. As described by Strauss and
Corbin (1998), one approach to developing a saroatebe through theoretical sampling: here the
process is about making comparisons within the datd one gets to the point where theoretical
saturation has occurred and there are apparenthewotheories to emerge. This on-going approach
to analysis is discussed at length elsewhere. Bnyarad Burgess (1994), when summarising the
chapters in their edited collection ‘Analysing Qtatlve Data’, highlight a recurring theme related
gualitative analysis: “qualitative researchers hé&neguently suggested that research design, data
collection and analysis are a simultaneous andiragmis process ... a recurring theme in this

volume, is that analysis is not perceived as aragpahase” (Bryman and Burgess, 1994:217).

A view was taken that, at the point of thematiaggtion, the researcher would relax efforts totéry
reach the potential respondents (i.e. the full the cohort) to participate in the online survayd
having carried out pilot interviews, the secondgehaf data collection began. Moreover as efforts to
reach and engage the full group were also prowsg successful than anticipated a view was taken to
limit the time spent on searching for and engadimg group: eventually a reasonably concentrated
period of 18 months was spent on this activity. pi@actical purposes it was decided not to focus as
heavily on the survey and instead concentrate dleatimg the narratives of those who had been
contacted. As previously described, a smaller sobyy of the participants were selected to be

interviewed, using a narrative methodology. Heredépth narratives of their career stories were
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collected. As well as a further analysis of theniks that emerged through these narratives, a
secondary approach was also taken. Here the dieted was considered from a narrative perspective
To this end the stories were analysed to lookyfoes of story, in terms of how people go abouehey

their career stories, what they have understodthte happened and whether any key narrative styles
were related to the participants. In other worather than just accepting their account of evenfa or

a sequence of facts, the ‘frame of explanationdusethe participants was also examined (Glasamr a
Loughlin, 1987:35). This enabled the analysis takenconnections’ related to how careers within the
sector develop but also how the stories were Tdid initial analysis offered two sets of data dmicki to
draw, and some initial insight into the externailvedl as internal career as perceived by the paatits.

The in-depth narrative interviews are a means plogixg these internal careers.

4.4.1 Analysing narratives

Citing White (1989), Riesman suggests that stdigtelis a natural way to get over the problem of
“translating knowing into telling” (White, 1989,ted by Riesman, 1993). She goes onto describe a
scenario whereby within an interview situationeapondent might choose to tell a story in response
to multiple questions or each question. This imtsmggests a potential impact on the way one might
go about carrying out analysis and, it is arguaibess an issue related to traditional forms ofyens|

in terms of the role of the researcher and thesttats they would normally make, based on breaking
up data in order to form generalisations or torpret the data (Riesman, 1993:3). Through the
development of this methodology chapter, a numlfeuestions arose, for example, did the stories
need to be considered in their entirety or waskty’' to break them down into sections, in order to
form the sorts of generalisations otherwise astediaith qualitative research analysis? This th&ne
also picked up upon by Saundetsal. (2003),who suggest that analysis within traditional groeshd
theory involves fragmentation of data, but thatually taking a narrative approach to the data
analysis i.e. actually seeing the data as a neeradiggests that it should be dealt with as aatenb
text, suggesting that these approaches are ofkem t@hen dealing with research that looks at life
stories or accounts of particular events (Saunderal, 2003). Stories are made up of structural

elements, which potentially enable them to be amalyand comparisons potentially made across

112



these structural elements. In this respect, naeadinalysis techniques could be adopted when

analysing interview data, which had not been set@deliberately elicit a story.

Another issue related to the analysis was the murest whether or not the stories were true, andtwh
is understood by truth. This is an issue that heenbdiscussed by others, for example Cohen and
Mallon (2001) draw upon the work of Benjamin (196&ho made a distinction between ‘fact-as-
information’ and ‘fact-as-experience’ (Benjamin,689 cited by Cohen and Mallon, 2001:61). They
went on to suggest that the latter was more reteteathe storyteller “who is concerned with sense-
making, interpretation and emotional response2 ¢@adind Mallon, 2001:61). With regard to this
study, where the perceptions and experience opénecipants are central to the findings, this is a
useful understanding of what is accepted as tiitits gave rise to further questions, namely knowing
how much of a story has been told. How can oneube that one has understood all the various
nuances being communicated? Todorova (2007) likeymauthors recognises narrative as a
fundamental means by which humans make sense iosthations. However, within the analysis of
stories, she offers a different method of analysisking to the silence, breaks in communicatiod an
incoherence within the stories offered. She offamsanalysis method that takes a look at multiple

perspectives, analysing both the ‘said’ and theéigt (Todorova, 2007).

Like the question before, this leads to anothes:stiories elicited take the participant back totime

when they graduated and they are asked to tefittrg of their career from that point on, however,

the story is being told in retrospect, how is tlrigh experienced, and in what way has the story
evolved? This gives rise to questions of valid&jliott (2005) suggests that within research lietw
differing perspectives relating to narrative antidity, describing the use of narrative interviearsd

the validly of the information gathered. One viewposhe suggests is that, as Todorova (2007)
suggests, stories are not “simply reports of expee, rather they make sense of and therefore
inevitably distort those experiences ... there isa advantage perceived by some researchers as the
focus of interest is on individual’s subjectivedrgretations and the meaning they make of theasfiv

(Elliott, 2005:28). However, alongside this shenitfges a counter perspective that others view
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narratives as a means of obscuring otherwise dieseriptions.

4.5 Summary and conclusions of chapter

This chapter has provided an in-depth discussigheomethodological position taken by the researche
Included in this has been a description of andficstion for the methods used, insight into anthie of

the sample group, and the role and relationshipesfesearcher to the research and the participénits
has included discussion on a number of importgoecs that have shaped this study particularly the:
participatory nature of the study, the researcheldse connection to the participants and relative
importance of reflexivity as well as insight to iears types of analysis considered. These discussin
developed in Chapter Five where a detailed degmmipg provided of the approach taken to analytieg
narratives which emerged.

Having started out as a mixed method study, thatgative methods devised were eventually rejeated
they were proving least productive in terms of gnggthe sample group, to the point where thewtor
least the researcher’s persistent attempts to engagdicipants, were considered to be potentially
compromising to the study. This again highlightled existing relationship the researcher had to the
sample group, the finite hnumber of potential pgoéints and the ultimate goal of engaging partidgpan
interviews. The eventual methods that became teoasf@f the research were the use of in-depth
interviews to elicit participant’s in-depth caresories and the use of grounded theory to analyde a

build theory from those narratives.

Chapter Five provides a breathing space betwesratid the findings and discussion of this research.

The following chapter provides further detail o thventual outcome of the research, describegai de

the approach taken to analysing the data and @ewisight and reflection from the researcher.
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Chapter 5: Reflections, analysis and self

5.0 Introduction

Based on the personal nature, insider perspeatisiereflexive nature of this study (described in the
methodology chapter), the researcher consideredpbrtant to pause and reflect on the interview
process and how it had impacted on the researchemadrch findings. This chapter aims to provide
the link between the literature and methodologyptéid and the following chapters, which discuss
the findings. Throughout the process of intervigyvand analysis, the researcher kept a ‘research
diary’, noting down feelings and responses to #search. “There is little information availablethe
qualitative researcher about how to ‘do’ refleyvin practice” (Nadin and Cassell, 2006:209) -
through their own work they established a procdédseeping research diaries in a bid to establish “a
commitment to render as transparent as possibleubgectivities inherent to the researcher and the
research process which influence the interpretatiganerated” (Nadin and Cassell, 2006:210).
Diaries were kept in notebooks as well as, typadailed and blog postings which the researcher
recorded in a frequent but ad hoc way her feelitiggghts and reflections on the research process.
The keeping of the diaries intensified throughdat interviewing of participants, and this enableel t
researcher to reflect on both the methods usecatareiging themes from the interviews. The habit of
keeping this type of diary lent itself well to taealysis stage where, when using grounded thduy, t

researcher is encouraged to create ‘memos’ (this¢aissed in more detail later in this chapter).

These reflections are drawn within this chapterethiarorder to help to frame some of the struggle,
tensions and moments of discovery felt throughbatresearch process. Also described here is the
process taken to analysing the data and how thlilved. This draws heavily on the work of Strauss

and Corbin (1998).

This chapter is broken down into three main sestidtfirst, discussion relates to the sample group,
including the process by which they were reached #re inherent problems associated with
searching for, finding and engaging a potentiallypdrate group of people, some of whom were
reluctant to get involved. Second, the approachridk analysing the data is detailed with a step-by
step description of the approach and process adl@pig developed by the researcher in analysing the

115



data gathered. The third section of this chaptibeats more broadly on the insider perspective and
auto-ethnographic aspects of this study, and hesetlinave positively influenced the direction of the

research and at the same time proved a constartiesoitension for the researcher.

As described in the methodology chapter, the stwdg in two parts, but initially a cohort of
graduates from a 1994 fine art course were deaiged and targeted for participation. This potential
cohort was made up of some 60 individuals. A lomgcpss of identifying and finding these
individuals began, with the hope that each wouldigipate in an online ‘career mapping’ survey.
Initially the intention, and in retrospect naivesamption, was that all 60 would be found, all 60
would engage in the survey and the researcher wuawd the luxury of selecting 10 women and 10
men, based on types of career patterns, to beviewezd using a narrative methodology. What
happened was quite different. Finding the individyzroved to be extremely difficult, finding them
and then having them complete the survey was hatidlerthis meant that the approach needed to be
reconsidered. How many was enough? How would tfiectathe data? How would the study be
affected? A decision was made to concentrate owirggrat thematic saturation (as discussed in the
methodology chapter) and to progress with the wrs, interviewing those who had agreed to this
on the basis that the likelihood of reaching 10 raad 10 women was looking increasingly slim.
What emerged from this somewhat messy phase oé@gnand doubt related to the sample group,

sampling methods and general approach was ratleepanted.

The narrative interviews gathered were deep amdana told complex stories of individuals who had
struggled and prospered within their careers, itleand lives, having been educated to be artists.
This chapter is concerned with reflecting on thecpss of gathering these stories and how they have
been analysed. It provides the background to thagtelns which follow which discuss the findings in

detail.
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5.1 Access to the sample group

As discussed within the methodology chapter, thetigieants of the study were individuals who
graduated with the researcher, i.e. they all tdwk game course, in the same year, from the same
university. A variety of means were used to re&ent, as described in the methodology chapter. The
initial snowballing technique proved rather fruitfe or at least the hypothesis that most of thdse w
could be reached would still know at least two cdhe=emed to an extent to be true; however there
seemed a reluctance to pass on the informationtdabewstudy or for individuals to engage if it was.
An example that illustrates this dichotomy was fbin a small cluster of graduates in the West
Country, who all appeared to still know one anatherthis grouping, the first person contacted
completed the online questionnaire without muchmgting and happily agreed to pass it on to two
others. These two others were not forthcoming @i ttompletion of the survey. Some months later, a
fourth individual in the same area was identifigdtte researcher and contacted; this individuay dul
agreed to complete the questionnaire and to passtb a further person, but neither completed the
survey. However, it was interesting that this fayperson had heard about the research from one of
the two people who had been identified by the fpestson in that geographical location. This suggest

that word of the research had spread amongst tdupgr

These were interesting observations and at thist gbé researcher needed to consider a number of
things: Were individuals trying to sabotage thedg®u Were unknown factors from the past
influencing the study? Or was it a simple case rafividuals simply not ‘getting around’ to
completing the survey? The researcher also coregidéine following as potential barriers to

prospective participants completing the online syrv

* As a senior lecturer in a university carrying ouPlaD there was a need to consider what this
means to the person reading emails or lettersneghrds to the study. These might be perceived
as someone with relative success enquiring asexyene else’s success or lack thereof.

* The survey was reasonably long and might appelae too onerous.
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» The contact had with prospective participants ditl ‘sell’ the survey or research or make it
compelling enough

» There were some personal feelings towards the nassrathat were ‘off-putting’ to prospective
participants

» Prospective participants were busy and had ‘moved this was not their priority

A step was also taken to ask those participants widr@ subsequently interviewed what their view
was of the study as a whole and to glean furthedldack. From a reflexive point of view, looking

back at the research diary reveals that this psos@s having an impact on the researcher:

This was a really interesting process. Initiallyolok the approach of searching for people
based on the people | know. So | knew two people,imvturn knew two people. This was the
premise that the sampling began with. It soon becatear that although most people did
know at least two others, that they were reluctanpass on contact details. Again this was
almost not through any malice or ill will more théimrough this not being the priority for
those people, Often the case was that they didnthd survey even themselves. (Research
log, 12/08/2010)

Researcher Interviewee 1 Interviewee 2

Figure 5.1: lllustration of interviewee link to ezscher

Take for example Interviewee 2 who was only oneceawed from the researcher. Contact was made
and a verbal agreement to participate. The paatitipvas then repeatedly contacted and reminded of
the survey and continually agreed to do it but §mididn’t get round to it". A number of factors
were known about the individual: they were a patentoung children, in the midst of a career break
and otherwise leading a very busy life. On initiahtact they had been enthusiastic and volunteered

other names so that the ‘snowballing’ techniquensskpromising.
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One of the things that | had sort of proved to otay was that whether people participate or
not depends on when you happen to get in touddrmst of what is happening in their lives.

One of the interviewees today said that if I'd emtéd her 18 months ago (and I did try as it
happens) then she would have said “no” to beinglwned. It was because at the time she'd
been at home looking after children for near onyears and felt that she would in some way
be negatively judged for this. (Research log 02031)

Other reasons given for not participating in thedgtor for potential reluctance were noted by those
who were interviewed. On two occasions individusigygested that the approach taken by the
researcher was too formal, that it appeared thatafiproach was coming from or on behalf of an
institution rather than an ‘old friend’, and this some respects was further compounded by the
presentation of a written consent form (See appedi This consent form, provided to protect both
the interviewer and interviewee and described m éthical statement associated with this study,
presented an additional layer of formality. Howewadlr participants signed this and understood its

role. In another instance, the participant wheredsdbout their involvement in the study said:

You're right, | was ignoring your emails ... | feftwas odd as you’ve not contacted me since
(graduating) and just hearing from you out of theeb.. (Interviewee 11)

It should be said that there was also another bdodgsue associated with reaching the sample group
and this came from much closer to home. The reBegras well as working full-time and being
otherwise busy in her life was aware that there avasrsonal block to reaching out to these people.

The activity of reaching them was over a periodsofme 18 months. They were contacted, often

multiple times in a staged approach.

What I'm doing is | am using every means possibleach them. So | go through this really
lengthy process of searching for people. I've dgwedl a list of all the students* and | email
them, if there’s a phone number | call (althougls tisn’t very often), I've written to them

letters with self-addressed envelopes if | haver thedresses. I've emailed them on
Facebook, ‘friended’ them on Facebook, I've follodwbem on Twitter and direct messaged
them and @ed them on twitter, I've emailed thenriiends Reunited - literally every which

way | can think of I've tried to reach these peogleam looking every few months and
repeating the process. Sometimes people who weteré or not coming up on Google or
Facebook originally appear and so | then contaeinth (Research log 26/05/2010)

This repeated ‘sweeping’ of the contact list, lowkfor people and trying to engage them in theystud

was having a slightly detrimental effect on theeegsher’s outlook.
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It's been a little bit stop start depending on regdhing commitments but also I'm aware that
| get really embarrassed if | think about it toogpand anxious that they (the sample group)
won't respond. This got particularly bad last sunmmé& made a third massive effort to
reach as many people as possible, I'd sent ouet®rk, multiple emails, had a lot of activity
on Facebook and had disappointing results. | thad & really tough term of teaching and
was feeling pretty hopeless about the prospectettingy any interviews done. It started
feeling like a block in itself. | mean the surveydthad about 12 people complete it at this
point and | had carried out 2 interviews but | jdstt like it was impossible. (Research log
14/04/2011)

However, the method was not unsuccessful, andavithal major push to reach people, lasting for 4
months from February to May 2011, the researches alde to secure and carry out a number of
interviews with the sample group. The followinggtiam (figure 5.2) illustrates the different stagés

the process and numbers of people identified amtcjpating in the study. All in all, the data
collection took over 18 months, from the estabtighof the initial online survey to reaching and
interviewing the participants. This had, as destjlbeen somewhat in fits and starts, but broadly
speaking had involved four major attempts, (ilee, tesearcher’s research time devoted to searching
for and contacting, liaising with the individualagting approximately 2 months at each attempt) to

reach the sample group).

Although there was initial anxiety about potential participant shortfall, once interviews were
underway and the richness of data became evidestamxiety was alleviatedAn interesting aspect
that emerged was that those participants who hed teuctant to complete the survey seemed more
inclined to be interviewed. One explanation fostiright be attributed to ‘survey fatigue’. Eventyal

22% of the original cohort participated in the mitews.
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Figure 5.2: The process of sample selection
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5.2 The Process

Step-by-step process of interviews and analysis

1. The interviews were on-going over a 12 month peribe majority taking place between August
2010 — May 2011. As described, the participantsewelatively hard to reach and once they had
agreed to be interviewed the researcher was quoickake arrangements. The location of the
interviews was always at the convenience of theritikwee, so as not to put any further barriers
in the way of the participants. In order to provmsistency, the researcher tended to wear the
same clothes and was careful to not look overlynfdr This was linked to feedback that the
initial approach had been somewhat overly format @oulding suggests, “whether the
researcher presents him/herself as an acadenges@el or a fellow worker, need to be thought
through carefully beforehand” (Goulding, 2002:60here were issues of trust and disclosure:
again, Goulding suggests that “trust and confi@dityi need to be established right from the
start” (Goulding, 2002:60). The majority of inteews took place in the participants’ homes,
some were at their workplaces and a couple wepalitic spaces, e.g. cafés. As described in the
methodology chapter, participants were first giwedetailed account of the research including
why this topic and who is the audience; they whentoffered the ethical statement to read and
asked to sign a written consent form which highiéghwhat, if anything, the data might be used
for and guaranteed confidentiality. The researetiss took time to give her own background in

order to help build rapport.

2. Throughout the interviews, detailed notes were rialted areas of interest highlighted by the
researcher to follow up when analysing in moreitefais allowed for the on-going analysis to
start immediately. Where themes arose or ideasgadewrithin the interview these were noted.
Approximately 20,000 words were captured in ternfisre@search notes made within the
interviews. The rationale for taking such detaifextes was also that it aided the researcher in

making sense of the data as it was revealed.
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The interviews are underway and | am trying to gaout on-going analysis. Linked to my
personal involvement in the research there is dateramount of analysis taking place ‘on
the hoof’, for example part of my approach to thieiviews is to take detailed notes. When |
feel there is an issue or point of particular irgst to the various themes of the research | will
indicate this in my notes or when something unaepleemerges. (Research log, 12/04/2011)

As discussed, a secondary source of data whichguaaied the interviews was a research diary.
Here the researcher kept handwritten, typed, ethaitel blog postings throughout the period of
the research, all with reflections of the reseaashit was happening. These are drawn upon

heavily in this chapter.

The interviews were recorded and then transcrilbld. majority of interviews lasted 2-3 hours:
this was considerably longer than the pilot intews which had been 1-1.5 hours in length. On
reflection, this could be attributed to the reskarts enhanced interest or the participants’ deeper
interest in the study. Each interview resultedppraximately 20,000 words of transcribed text.
The total of 13 interviews resulted in approximat&60,000 words to be analyseAll
interviews were audio recorded. Issues around veneth not to analyse pauses and silences
were considered. This had an impact on the typeaoKcription to undertake, for example, the
‘Intelligent verbatim technique’, whereby verbalugas are removed from the transcription, and
the ‘verbatim technique’ whereby the entire contanthe interview is transcribed. Olivet al.
(2006) refer to ‘naturalism’ in transcription, wkerevery sound is captured, versus
‘denaturalism’, which takes the ‘intelligent veripat technique. In their paperConstraints and
Opportunities with Interview Transcription: TowarBeflection in Qualitative Research’ Oliver
et al. (2006) explain and explore these two different apphes and how they might be best
applied depending on the theoretical perspectieeréisearcher is taking. They also emphasise
the need for the researcher to take time to refdecthe method which best suits their own

research prior to starting the transcription preces

When discussing critical discourse analysis anustraption, Kitzinger and Firth (1999) describe
difficulties in capturing everything that happemns an interview, suggesting that the most

appropriate form of transcription when taking teiwrt of approach is one of denaturalisation
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(Kitzinger and Firth, 1999). Oliveet al. (2005) argue that if the research objectives are
concerned with meanings and perceptions and takera grounded theory approach then this
approach would be more useful. As this study isceamed with capturing perceptions of, for
example, an individual's enterprising behaviouerita denaturalised approach was deemed most
appropriate. Throughout these interviews, detailegs were taken, and following the interview
the digital recordings were transcribed, along wthis the data from the online survey (if
available), so that a reasonably detailed pictuvalty emerge from the data. The interviewer’s
notes and diary were considered the appropriatedpturing and on any observations in terms
of participant behaviour and/or body language faameple: if they were friendly, open,

forthcoming, reticent or anxious.

The transcriptions were then bought into Nvivo,oanputer-supported qualitative data analysis
software program. The first step of analysis in\vivas to take the transcript of the very first
interview. This had been manually coded previoysipr to the decision to use Nvivo. This
offered some interesting comparisons when compatireytwo ‘coded’ transcriptions (the
manual and first attempt open coded Nvivo transcrilt also offered the researcher clear
evidence of the benefits of using software to manthg analysis phase. Nvivo enabled a less
cumbersome approach to looking through and finenguthe coding applied, as well as being
able to highlight links and collections of codedalglease see appendix 3 for an example of a

transcribed and coded interview from Nvivo.

As suggested in the methodology chapter, the methgital approach taken was grounded
theory. Briefly, with grounded theory, the theomerges from the data rather than an existing
theory being tested. The use of narrative was anmefcapturing the stories and career histories
of the participants as they perceived them. Thegs® of collecting the data was, however,
influenced, to an extent, by the grounded approbcigrounded theory the approach suggested
by Strauss and Corbin (1998) is one whereby theamion-going process of data collection and
analysis. This was interpreted as meaning thahalere of the interview process might evolve as
issues such as ‘thematical saturation’ arose. Baggest that the process of analysis is not one
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whereby one simply codes a source of data then snow® the next: “rather we want to know

what this case teaches us about the other cadeati$S and Corbin, 1998: 88).

The initial phase of coding was open, although s&methemes which related to the literature
review were sought: creative industries, entrepresiep and gender — these acted to an extent as
top level hierarchical themes, with many sub-theeragrging. Throughout this process, memos
were written associated with the codes and themesated. As Scott (2009) suggests, “The
development of your theory is captured in your mgmiew memos = thin theory. Method
memos chronicle tussles with the method and helipevihe chapter on method. But most
importantly theoretical memos are written aboutesodnd their (potential) relationships with

other codes” (Scott, 2009:3)

Following this initial process of open coding, fh®cess moved on to axial coding. Axial coding
is the stage in grounded theory where links areemtstween various open codes which have
been identified. Throughout this stage, detailedno®were kept relating to the codes identified.
Strauss and Corbin (2003) refer to memos or codesras representing “ideas for further data
collection and different ways of thinking about ttencepts that emerge from the data” (Strauss
and Corbin, 2003:233). This process was considerdide on-going analysis and coding of the
data gathered in this study. This process couletegred to as theoretical sampling. However, in
terms of ‘where to look next for the data’, thissniaterpreted as not where to look in terms of
the sample group, but rather in terms of what goestto ask in order to gather the data required,
as Strauss and Corbin indicate: “It might suggeststions to ask in subsequent interviews or
remind the analyst of categories to focus on inrtbgt analytic session” (Strauss and Corbin,
2003:233). They suggest that the process of awridihg is greatly aided by memos and the use
of diagrams. This lead to the continued and furitreation of memos relaying thoughts and
ideas related to the data, and creation of diagranese links in the data were evident.

My approach to this is taking a grounded theorym@agh and where | am seeing new themes

emerging these are feeding into the future intevsie For example a recurring and
reasonably strong theme is around identity. Thisassomething discussed in any real detail
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in the literature review but will be looked at potially in some detail within the findings.
(Research diary, January, 2011)

In terms of how this process impacted on futurerinews, the researcher was keen to have a
consistent set of questions (please see appendwkith framed the semi-structured interviews.
However, as new themes emerged, additional quasti@ne asked. For example, as described,
issues related to artists’ identity were highlighéad this in turn became an area to look at in the
interviews, but also to focus on within the anaysf future transcripts. A second example was
where issues of gender and gendered roles werdighitgd in subsequent interviews: this
specifically highlighted the role of the ‘man a®yider/breadwinner’ and the apparent link this
had to a sense of compromise in terms of pursuingreer as an artist. Taking the grounded
theory approach, this was again highlighted andglsbwut in further interviews with male
participants and focused on in future analysisigass Borgatti suggests that memos fulfil a
number of functions. One important aspect is thay tpotentially provide the framework for the
emerging theory: “Memos are short documents tha wmites to oneself as one proceeds
through the analysis of a corpus of data ... Atégoal note is anything from a post-it that notes
how something in the text or codes relates to iteeature, to a 5-page paper developing the
theoretical implications of something. The finagédiny and report is typically the integration of
several theoretical memos. Writing theoretical meratbows you to think theoretically without

the pressure of working on ‘the’ paper” (Borgai®96:7).

In terms of this study, this stage enabled theareber to analyse all of the interviews, being
careful to go through them one at a time, in th& fnstance in the order that the interviews were
carried out, in order to fulfil the grounded apprioaand the on-going analysis (i.e. the analysis

had begun before all of the interviews were coneplet

The final stage of coding which has been applie I referred to as ‘selective coding’: this
refers to selecting one or more of the categoddedus upon. Strauss and Corbin, (2003) refer
to this as “the integration of concepts around i aategory” (Strauss and Corbin, 2003:236)

and again refer to the need to write memos andeidiagrams: they also advocate the use of
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‘storytelling memos’ used to help make sense ofrésearch, data and understanding of what is
being found out. Within this research, in this phad the analysis, “selective coding is the
process of choosing one category to be the coegeat, and relating all other categories to that
category. The essential idea is to develop a sisigleyline around which all everything else is
draped. There is a belief that such a core coraletys exists” (Borgatti, 1996:5) see appendix

for a full list of open and selective codes.

A final aspect of the analysis was to look at tyyget of stories that had emerged. To see the
stories as whole, as described in the methodolbgypter, and to try to identify them as types of
story, which might help to understand the narragisition that the participants were taking: for
example ‘tragedy’, where the protagonist ultimatfliys, ‘epic’ stories which carry a plot line
which has many twists and turns but broadly encpogitive (Brown and Humphreys, 2003).
‘Salutary tales’ are part of the tragedy genre ({Brp1986). Comedic, satiric and romantic are

traditional ‘poetic-plot’ types (Boje, 2006).

| am capturing these stories and always wanted tteebe considered from the perspective of
a set of stories as well as looking at them aswmcof data. There is something about how
people tell their story. Some are better storyetsl| they could make the most ordinary of
circumstances interesting, vivid; some have littbafidence in their story or have suggested
while I'm interviewing them that “it’s not that ietesting”. Some tell their stories in really
long-winded ways with so much detail about the traewf their working lives, while others
are fast, to the point with little in the way ofjhlights. | think it will be really important to
have a look at the stories from the perspectivieosi they’ve been told and in turn what this
tells us about how the participant perceives tloaireer. (Research log,18/02/2011)

5.3: Insider perspective and auto-ethnographic is®s

It is important not to forget the role of the rasder within this study. With high levels of prior

knowledge of the participants and a shared histtry, interviews were without doubt emotional

experiences. In the majority of instances, theigpents were identified by the researcher as

individuals who had been part of her wider mili@ther than close friends, apart from two who she

had remained in contact with since graduating. H@anethe interviews held a great deal of emotion,
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and the interviewer attributed emotion to thesescdbing them as ‘wonderful’ ‘sad’ and so on. In
terms of the process of analysis, this level osefess to the data made it even more importany to t
to provide a little distance between the interviewad interviewees. There was a balance to be
achieved in terms of not being overly objectivaimtant and recognising that there are benefitsdo
insider’ perspective. An already recognised issiik grounded theory is that by its immersive nature
there is already a danger that the researcher kEer@m immersed in the data that they lose

objectivity.

As described, the researcher had developed a mdtrodnalysing the data. To an extent, the
approach was heavily based on that advocated laystrand Corbin (1998) in terms of grounded
theory. For example, they stipulate that “persoamperience can increase sensitivity if used
correctly”. Recognising the issues associated whik, they go on to suggest that “the essential
process to keep in mind is keeping a workable lcaldretween objectivity and sensitivity” (Strauss
and Corbin, 1998:48). The following quotation hights these intense emotional feelings:
I am travelling back from the South, what a cougfielays, so shattered but also feeling full
up of folks’ stories and so much to think aboueréhwas a really funny moment when | left
one of the interviewees, she held my shouldergyamd me some words of encouragement (|
forget exactly what) but | felt really overwhelm@&artly | suppose it was great to see her,
partly she was | think rather inspirational in theay that she spoke and partly because |

guess | may not see her for another seventeen \eaw nineteen) or ever | guess ...
(Research diary, 03/03/2011)

As discussed in the methodology chapter, the wank naultiple selves and work related to
insider/outsider methodology, characterised by rbgearcher researching their own organisation
(Coghlan, 2003), came to life throughout the preaascarrying out the interviews. The researcher
had to wear a number of hats. At the same timevehe the researcher, an academic, in some
instances she was an old friend visiting afterraglome, a house guest, most importantly someone
who had shared the experience which all of thagygaints had in common. The potential benefits in
terms of 'pre-understanding’ (Neilson and Repst&93) were felt throughout the interview process:
having experienced similar feelings about her oaneer options and choices, the researcher was able

to empathise with the participants, and this adsbtb some interesting conversations around some of
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the themes of the research and enabled the quiestiohthe narratives to be examined on what was

perceived to be a deeper level. Potentially thezeevdownsides to this where this empathy went too

far. For example:
A recent development having carried out now theegith interview. This one made me feel
really odd. The personal nature of the interviethg, slight feeling of being outgunned by the
interviewee, all left me feeling really unsettiécduddenly felt very aware of the feelings of
not wanting to delve into people’s pasts anymorneadgo recently seemed to be a fascinating
study of the development of careers suddenly seeos®y, voyeuristic and in some instances
scary? As someone who has reasonably high levedspathy the process of re-living with
the participants their story from when our pathstlarossed has been a real mix of pleasure
and pain and | am mindful that | need to strike bia@ance between my own objectivity and

drawing on my own understanding of their situatiom®rder to make sense of their stories
and interpret the data. (Research diary, 15/04/2011

From the earlier section related to the procesanalysis it was considered important to put aelittl
distance between the researcher and the data.ighitere Nvivo was particularly useful, as it
offered the researcher the chance to look at tha ftam a slightly more clinical or objective

perspective.

5.4 Summary and conclusions of chapter

This chapter has offered insight and reflectionstlom process that the researcher underwent. It
describes in detail the issues related to the samgmaup and reaching them. It looks at the tensions
and benefits of having the researcher so closéyed with the participants and also describes, in
detail, the process of on-going analysis and ie&rs which the researcher undertook. It was seen as
important to discuss these issues prior to the ndeteiled findings of the research, in order to
provide some insight into issues affecting the psscof how the findings were arrived at. The
following chapters (Chapters six, seven and eigitgvide these detailed rich descriptions and

discussion of the findings.

The approach to writing up the findings from thelgsis is as follows: several core themes emerged
through the analysis these are presented oveplioaving three chapters and discussed thematically.

Broadly these have been grouped into:
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« Internal and external factors informing artistienmdty in the fine art graduate
* The nature of enterprise and entrepreneurship nviftie art practicethe tensions and
motivations within the working life of a fine artagluate

e Gender and parenting and its impact on fine agarar the male and female perspective

5.4.1 How were thematic headings derived?

The data was analysed using a grounded theory aqipras discussed, following an accepted three-
stage approach to of first open coding, second axizlosed coding, then selective or theoretical
coding. Strauss and Corbin suggest that in ordéretp make sense of an often “complex body of
data” (Strauss and Corbin, 1998:251), and to hielghee structure and clarify what to include in the
writing up the researcher should first developladr analytic story’ (Strauss and Corbin, 1998:249)
Here the researcher has made use of this straéegly.a brief overall analytic story is provided,

highlighting a selection of core nodes or theméahdished through the analysis in NVivo:

Brief analytic story

A group of Fine Art graduates who all graduatedrfribe same course
had their careers explored. It is now 18 yearsesthey completed their
studies. Many have moved around the country, nressettled with
families and jobs. The majority attempt to leaif@awhere they are able
to use their creativity and this is a characteristitheir careerghey
frequently describa strong need to be creating. In most instances,
repeated attempts with varying degrees of percesuedess have led to
work as practicing artist here is in all but two cases the desire to be
creative and in the majority of cases a desiredkenart.

Linked to the sense of wishing to create work $trang sense of identity
as an artist or affiliation with the arts world.i¥lsense of identity seems|
to move and change as other factors influencedbese of the
participants’ lives and careers. Interestinglys idlso informed by those
with whom they come into contact, from family tetwider arts milieu.
On-going attempts are made, with varying degregeofeived success.
Ambitions related to creative sector careers reratong, with renewed
efforts to make and exhibit work taking place thgbaut the time period.

There is a strong tension felt by the participamterms of the potential
commercialisation of their work. Paradoxically kéd to this themes
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emerge related to a number of participants’ peezkability to
commercialise their work. Within this context, ‘niia¢f a living as an
artist’ is perceived to require business skillsxgrally speaking, a
perceived lack of these, a discomfort witletworking’ and ultimately a
lack of confidence present blocks to realising éhembitions. The
situation is made more complex again by the infbgeof external factors
for example partners and family life and the neethake a living. Here
we see varying degrees of enterprising and enineprel behaviours and
acceptance and rejection of those traits.

The complexities of gender and gendered roleslaoeapparent and the
final part of this story relates to how the pagants experience their
careers from the perspective of their gender. $pally, a strong factor
which emerges relates to parenting. This is notaaghtforward case of
careers being sabotaged by parenting: in sevesakcahildren have
inspired and made the need to create even more.acgecondary asped
is the role of the provider and the difficultiesitta career as a fine artist
presents in that instance. WarR identity is a recurring thenteroughout
the analysis.

—

As the story above evidences, albeit in its simdi@sn, many themes emerged, many of which are
linked. In writing up these findings, the story hasen broken down into three distinct sections,

provided in the following three chapters.
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Chapter 6: Findings and Discussion; Internal and eternal factors informing artistic
identity in the fine art graduate

6.1 Introduction

This chapter provides a detailed exploration ifi® ¢omplex situations in which the participants of
the study found themselves and offers deeper ingigh the first section of the story. It estabésha
conceptualisation of their relationship with thetieative practice and the internal and externdbfac

which have helped to shape and steer their arigstittity.

A group of fine art graduates who all graduatednfitbe same course had their careefs
explored. It is now 19 years since they complebedr tstudies. Many have moved
around the country; most are settled with famiéird jobs. The majority attempt to
lead a life where they are able to use their origgtiind this is a characteristic of their
careersthey frequently describe strong need to be creating. In most instances,
repeated attempts, with varying degrees of perdesuecess, have led to work as
practicing artists. There is a desire to be credtiall but two cases, and in the

majority of cases a desire to make art.

Linked to the sense of wishing to create work s¢rang sense of identity as an artist pr
affiliation with the arts world. This sense of idiéyn seems to move and change as other

factors influence the course of the participant®d and careers. Interestingly, it is algo

4

informed by those with whom they come into contfraim family to the wider arts
milieu. On-going attempts are made, with varyingrees of perceived success.
Ambitions related to creative sector careers rerstong, with renewed efforts to
make and exhibit work taking place throughout theetperiod.

Fiaure 6.1: Section One of bief analytic story

This chapter is structured in the following waystj the apparent ‘physical’ need to be creating is
considered, next aspects of identity are explospécifically the participants’ identity in terms of
being an artist, this is viewed from a nhumber akpectives including the participants’ artist idgnt

in relation to other people; the often multipleertities they may hold; their partners and roles as
parents; their confidence or lack thereof; and rthgeérceived role within the wider artists’

communities. Within this chapter the researcher esakonnections between the findings and the
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existing literature within the field. Having takargrounded theory approach to analysis, the indeicti
nature and discussion presented here are donetisim whe context of new (to the study) areas of
literature, these are drawn upon in order to cdotdise and conceptualise the emerging theory. This

model is developed and visualised within this drefollowing two chapters.

6.2 The physical ‘need’ to be creating

The majority of participants had experienced a demgombination of emotions related to their
current situation, their youthful expectations dhd realities of making a living from their finetar

practice. This initial section offers insight irttee characters of these individuals.

What is actually driving these individuals to watat be artists? Within that question lies the
assumption that they do want to be artists. Thi @her questions relating to what constitutes an
artist are important to this discussion and hawenliealt with in the following way. The participant
were asked: “what is creativity? What does it mEanthem and how has it evolved throughout the
twenty year period since they started their Finedegrees?” It became clear from these interviews
that there was, in all but two instances, a stroegd to be making or creating art work, this was
accepted as to mean anything which covers fingraudtice as defined by Oakley al, to include
“those who have studied painting, sculpture, fime ghotography, fine art, film and video or
combined arts” (Oaklegt al, 2008:4). Interestingly, it should be noted thaise participants who

did not describe these feelings felt that they vat¢herwise able to be creative within their work.

Within the chapter this has been referred to gshgsical need’ to be creating. What emerged from
the interviews were a number of apparently phys&zal emotional responses to not being able to
create or in relation to the desire to create. &hlesve been analysed in order to seek common
descriptions. Broadly speaking, they can be bradtewn into three key areas: ‘physical feelings’,
described as a ‘compulsion’ to create; ‘emotioredlihgs’, described as cognitive; and feelings of
being ‘out of control’ or subconscious feelings.e¥b are based upon an analysis of the description
offered by the participants. As described, the ymisltook a three-stage grounded theory approach.
Figure 6.2 illustrates a portion of the initial opeoding phase linked to this theme (please see
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appendix 4 for full list of open codes). Alongsittee coding, memos were made, as advocated by
Strauss and Corbin (1998), to help to formulatasdgbout how these themes might be related to each

other. These memos are drawn upon extensivelymittis analysis.

Emergent
themes

Physical
manifestation
(need to
create)

Out of their
control
(Subconscious)

‘Physical
feelings’
(Compulsion)

Artist Identity

‘Emotional
feelings’
(Cognitive)

Figure (6.2) Open coding: Nodes associated with Ernal and external factors informing artistic identity

in the fine art graduate

6.2.1. Discussion of the ‘physical need to create’

Table 6.1 offers a selection of quotes from thdigpants, these have been categorised within the
analysis within a ‘tree node’. Nvivo offers the uglee ability to organise the themes or nodes &to

hierarchy. This proved to be useful in this studg,new and emerging themes arose and themes
converged, particularly at the stage of axial cgdifhe headings applied to the nodes or themes

described (above) were those which were arriveduang the analysis phase. Under one common
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theme, that of ‘the physical need to be creatiraghe three different categories related to ‘physical

feelings’, ‘emotional feelings’ and feelings of bgi‘out of control'.

Table: 6.1 Feeling associated with the need to crtea

Physical feelings
(Nvivo node name)
(Compulsion)

Emotional feelings
(Nvivo node name)
(Reward)

Out of their control
(Nvivo node name)
(Cognitive, subconscious)

it's like an itch that | have
to keep having to scratch.

dying to like start making
something or destroying
something, you know, to
make something else,
something, I've got totally
impelled to do something
like that all the time. It's
quite exhausting really.

It's like a gnawing thing
and that's what | mean
about the disease, it's
always there..

minute my last child, went {
school, that was it and it's
like you're just now, you
have this huge driving forcg

which is, I've got to make up

lost ground.

D

I know, for me, making stuff
makes me feel a lot happier,
makes me feel a lot more settl¢
and balanced and better within
myself and | suppose, in a way
that fuels, you know, my belief
in the work that | do, that there
is something.

you feel like it’s fulfilment

I loved most aspects of the

journalism, but actually | felt
the whole kind of betraying

myself, by doing something
different.

Q|t’s a complete kind of mental
illness [considering oneself an
artist], in a sense, it's going

round thinking of one thing anad

actually, you're not, you're
something else.

Yeah, there is a creative aspeq
to it, so at least I've got that an
you know, it's quite important,
‘cause | did the office job and if
just bored me to hell, nice
company but | have to be doin
something creative, otherwise
I'll go spare.

And | still kind of think
that, you know, that you
rdlon’t have any choice, you
know and | feel driven to
,constantly make things an
create things and | can't
really get away from it if |
wanted to.

| feel compelled to be
involved in creative
industry in one way or
another; | can't imagine
doing anything else ever..

O ~

I

o
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Although this set of nodes have been divided ihesé three distinct fields, further research within
the literature suggests that they could be intergbable (Williamson, 2011; Brinck, 2011) and
attributed to other factors, for example health amell-being (Hagman, 2009). The following

discussion develops the understanding of this a&ppaneed to be creating’ within the context of the

literature.

One of the striking aspects of these quotes (hadmany more that accompanied them) was that
these individuals happen to have participated énsdime undergraduate degree course at university:
they were not selected for interview based on thwgirent career. The majority have careers refated
their study, albeit not as artists, one is a psawi artist and three identify themselves as naking

in a related field. Yet the sense of needing tatereand make art has remained strong with the

majority of participants.

This is an important element relating to the cotualisation of the careers of these individuals and
forms an initial pressure or ingredient that frartiessr career. It is perhaps important to explaves h
important it is for this physical need to be métduld be argued as Pratt (2004) has previousét, t

by their very nature, all human beings are creatarel one needs to question whether what these
individuals experience is any different from anyest person from any other discipline. In this
context, it has been noted that the creative imighissinay potentially be no more creative than ather
(Pratt, 2004:119). However Howkins suggests “Weakereative in our way .... a few people go
further and make their creative imaginings the ajréheir working life.” (Howkins, 2002:4). Further

to this, early research suggested when lookingpattfference between arts and science, that there
were marked differences in, for example, problernvisg techniques. However recent research,
seeking to establish whether this was still theedasnd that there was very little difference betwe
the ways in which arts and science graduates thinterms of “convergent thinking, divergent
thinking, preferred learning style and creativebpea solving skills” (Williamson, 2011:31). The
study found that this change was due to the newsvitaywhich all courses were now taught, to
emphasise the benefits of both creative and stiempproaches to problem solving. Elsewhere,
Brinck (2007) suggested that art and its creati@n set within a given context, such that what is
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created and how it is appreciated by both thetaatisl audience is, to an extent, governed by a
particular context, be that social or political.eSkent onto argue that the artist is no more creati
than others and advocates “a new, evolutionaryppetve on creativity: it is something that all
humans are born with, in the same way that we are Wwith the ability to remember and to dream”

(Brinck, 2011:website).

If we assume, then, that this need for creativputto make something, is as strong with this grou
of people as with the rest of the general populati@rhaps other forces are influencing their agmar
‘need to create’, or at least emphasising it. A hamof academic fields explore creativity and the
‘need to create’, most notably research relategsyewhoanalysis. The ‘physical feelings’, it coulel b
argued, are descriptions of feelings of compulsioe, the participant felt compelled to make
something. Here participants describe feelingstedl#o having a “disease”, “a gnawing feeling”, a
“huge driving force” - similar descriptions are @féd in research related to both writers and
musicians. Anderson (2004) offers two distinct oeeswhy people make art by dividing art makers
into two groups: essentialists, those who makdarpleasure, for themselves; and contextualists,
those who wish to communicate something to othéesargues that these two sets of motivations,
while not mutually exclusive, are behind most adkers. Mithen (2006) linked a similar human
compulsion to make music to our need to communjeatd linked this to the evolution of language.
Elsewhere as the work dDissanayakeg1992), who also looks at art and creativity frahe
perspective of evolution and makes the link betwien‘pleasure of creating’ and, amongst other
things, ‘play’ Dissanayake1992).This could be linked to the ‘emotional fegs’ described and
could be argued to be better categorised as ‘réwiarthis instance the reward is the experience of

pleasure. An alternative reward could be linkedegognition, either from peers or family — this is

explored in more depth in Section 6.3.5.

Writing from a psychoanalytic perspective, Kavateter's (1993) book, ‘The Compulsion to Create:
Psychoanalytic Study of Women Artists’, suggesthwegard to female writers that the ‘compulsion

to create’ is linked to their mourning their poiahtelationship with their mothers and fathersisTis
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based on ‘object relation theory’ where, in thistamce, the parent is the object (or missing opjétt

her critique of this work, Markotic (1996) summassKavaler-Adler’s theory‘She [the female

artist] creates and keeps creating because thiserisonly way of both expressing herself and
maintaining contact with the world. In addition etlintensity of creativity can be narcissistically
flattering” (Markotic, 1996:158), and it could begaed that this only serves to perpetuate the
compulsive quality of art making. It would seemtttias follows a Freudian hypothesis which linked
creativity to his classical ‘Oedipal heterosexualdal’, and “Freud's fundamental assumption is that
the sublimation of the artist's unsatisfied libidoresponsible for producing all forms of art and

literature whether it be painting, sculpting, oitimg” (Cross, 2003:1).

On a number of occasions, participants spoke aheupractice of making art from the perspective of
their health. Participant 1 spoke of it “making bedter” and it “being good for me” and Interviewee
9 talked about “creativity being an illness” — da## Table 6.1. The sense of the creative process
being linked to the physical self and to physicaalth is found in the literature, as Hagman (2010)
identifies: “The desire to create is driven by thisging for reunion and healing, and the enjoyment
of art appreciation is the joy of experiencing ttestoration as embodied in the artwork” (Hagman,
2010:19), elsewhere Segal suggests that “artistipuise is specially related to the depressive
position. The artist needs to recreate what hes fimethe depth of his internal world. It is his @mn
perception of the deepest feeling of the depregsbsition that his internal world is shattered whic
leads to the necessity for the artist to recreateeshing” (Segal, 1991:177). Interestingly, both of
these positions contradict Kavaler-Adler, who refutreativity’s healing power, by suggesting that i

rarely heals, rather perpetuating a cycle of magiiKavaler-Adler, 1993).

This initial focus on the ‘need to create’ is clgaromplex, with many attempts made by academics
from different disciplines to try to understandlit. order to help develop our understanding of the
sample group, the researcher provides furthertimsithat are arguably related to this ‘need totefea

to build our understanding of what may lead toemtive and artistically fulfilling career.
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6.2.2. Sense of self as an artist

Further exploration and analysis of the data res/#edt other strong characteristics are also shared
the group. One is their sense of themselves agsarli became clear that this sense of onesalhas
artist is shaped by many factors.
In terms of when we were educated in that way sedunean, there are a hell of a lot of kind
of self-taught artists around and in terms of kofctritical dialogue, it's extremely weak. It's
almost like there's a massive divide between tloplpethat went through the kind of funny
situation, environment, that we were at and parimd engaged with and the kind of dialogue
that we were kind of working with has carried onoither forms, through other media. For

me, | know, since then if you haven't been thraibglh, there's a massive difference, in terms
of the way people work and operate and think. (Eigant 2)

Here a differentiation is made between practisitigta who have been through the art school process
and those who have not. This reveals a potentfédrdnce in terms of attitudes and expectations
towards life as an artist: perhaps those who hasenbeducated as artists are then somehow
professionalised over those who have not. Thissis iadicative of an emerging sense of self. Itidou
be argued that one’s ‘need to create’ may havéitedations within the arts education system, as
Participant 1 suggests:

| wasn't really allowed to [do anything differerftom being an artist], because I'd been to

art college and engaged ... there is that kind ofeheggagement, in lots of different ways.
(Participant 1)

Multiple factors influence the participants’ sermdehemselves as artists, for example the perceptio
that other people have of them and, more obviollying had a specific fine art training/education,
potentially contribute to their sense of themselasscreators and artists. It is of interest thaséh
factors continue to remind them that their ‘rokethat of an artist, even years after having stlidred

in some cases a long time after they have callethsklves ‘artists’ or produced any work. In other
words, this is a situation where the individuaksnse of themselves is frequently reinforced by both
internal and external forces. It could be argueat this contributes to their sense of themselves as
creators and their need to create; it also leadisesubject of identity and specifically their serof

their artistic identity.
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Everyone called me ‘art teacher’ in the news rodmcause I'd come in ... | even dressed
artily and of course ... Canary Wharf, people dorfess like that, they're all in black
pinstripe suits and | was arty, | suppose, so ttedied me ‘art teacher’ and so, it really felt
that somehow | didn’t belong, but maybe my brailoiged there, but the rest of me didn't.
(Participant 2)

6.2.3 Developing a model of understanding — stage 1

It is evident that firstly, there are multiple potial explanations for this sense of compulsion to
create, and secondly, within this group the feelingtrong. Figure 6.2 represents the first stddbe

model being developed through the analysis of #ta.dThe research findings suggest that not only
do these individuals have a strong ‘need to creatiebut that this compulsion also helps to shape
their sense of themselves as creative individuadsthe model being developed in this first stage
suggests that this sense of needing to createympuision, a physical drive that is beyond their

control, informs their sense of themselves as meatidividuals

‘Physical (Sense of self as a creative individual)
Addiction/Health

(‘need’ to be creating)

Emotional
(‘need’ to be creating) °®
Reward

Out of individual
control
Compulsions —
cognitive or non-

Figure 6.3 Integrative model: stage 1

In order to explore this further, the researchentvizack to the data to seek clues about the drfeers
these individuals and their ‘need to create’. Altflo this research was based on the stories of their

careers, frequently the participants revealed gdomistory, describing a childhood and early &fe
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the ‘artist in the family’ or that they felt theyati always had some sort of artistic ‘skill’, ‘taten
‘ability’ or ‘gift’. Perhaps in this sense theiréed’ to be creating was quite real and stronger that
felt amongst the wider public. This was an ided tas frequently reinforced by parents or teachers.

This is explored in more detail next.

6.3 Artistic Identity

Having used the on-going grounded theory approachnalyse, i.e. the earlier interviews were
analysed, new and emerging themes were exploredlisequent interviews, ‘identity’ was a theme
which came into the category of ‘emerging theméshumber of individuals discussed notions of
identity, in terms of their identity as artists kalso in terms of their other multiple identities &r
example, mother, parent or provider, amongst oitEns section explores ideas of identity and an
additional layer is added to the conceptualisatibrihe factors influencing the careers of these
individuals. The following section looks specifigaht the factors that potentially contribute t@ th

individuals’ sense of their identity as artists.

Here four different participants talk about thense of being an artist, their identity as an aaingl
tensions surrounding it:
| realised I'm completely mental, because | hadighe any work for, what, 10, 15 years and
| still pictured myself as an artist. (Participa®}

It is strange but | was thinking of it this mornitggause | thought about what | was going to
say and | guessed you'd say, well, what is yourgjod | thought, well, straight away | said
technician in my mind, then | thought, oh actuallgm but honestly, | don’t see that as my
full thing, 1 am, don’t know what you call it, biike a sort of the furniture maker as well, you
know, even though | don’t get loads of, well, harathy money from it. Mentally, it’s still part
of my job, I'm still trying to push it. (Participad)

| feel like it's gone through waves, you know, been doing my degree when | thought, oh
this is really my identity as somebody who makesravhatever. (Participant 4)

| still feel that I'm still practising, but not madg work. (Participant 7)
This presents an interesting question: is the ifeas an artist one which was developed through

these participants’ undergraduate programme? Isitlentification with the subject any strongeritha
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graduates from other disciplines? Is there somgthiherent within this group of individuals, or is
this an issue with higher education, in this ineeamot managing the expectations of the students?
The following discussion on identity goes some Wwagnswering these questions.

When are you an artist ... it's like, | mean, whem ktids ask me do you still do your own art,

| always say, yes, | do, ‘cause | do, but | wouldidy maybe | was an artist either, I'd

probably say I'm more of an art teacher or a pninéker, | wouldn’t say | was actually an

artist, I'd just say, it's weird, isn't it? It's &se it's actually quite a loaded thing, an artist,
isn'tit...? (Participant 5)

I'm not an artist, | don’t think, but | mean, yeatdo make art. (Participant 12)

I've only been working as an artist again for thstlthree years. (Participant 3)
As these last quotes suggest, it is not clear edtthere is also a certain amount of embarrassment
associated with even describing oneself as ant artethough this may be linked to some of the
issues of confidence and self-consciousness descriéter in this chapter. The data analysis
highlighted a number of factors that the particigaassociated with this sense of themselves atsarti
and which, it could be argued, contributed to thaitists identity’. These are described below and

illustrated in Figure 6.3.

Looking at the literature, some interesting work Brgece (2011) around artists’ identity and their
sense of self, points to work on the ‘boundary’lesseer (Lips-Wiersma and McMorland, 2006;
Dobrow and Higgins, 2005), whereby artists ofteadldives where the boundaries between their
personal and working lives are somewhat blurregly #lso argue that within that framework there is
a need for a strong sense of personal identityt 8aPreece’s work considers identity from a
branding and marketing perspective. Ibarra (198Kstabout the provisional self and the ways in
which people develop their own sense of identitydobon the groups and networks they are part of.
What became clear here, was that these individsidllgnineteen years later, at the time of wriling
had a sense of themselves as artists or creatotitipners to a greater or lesser extent. Fredyi@nt
was a fleeting feeling, something that came andtysametimes it was something they had lost and
then reclaimed when their circumstances had changkdough it was not explicitly detectable

through the analysis, arguably, it was the agénefparticipants while studying that is a factothie
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formation of their artistic identity. Late adolesce has been identified as the point at which the
‘identity formation process’ is undergone (Krog@Q03:207). Kroger identifies and discusses a
number of different theories relating to identiyrrhation, including, “historical, structural stage,
social cultural, narrative modelling as well as gisysocial” (Kroger, 2003:206), but highlights the
work of Erikson (1963) who devised the term ‘egeritify’. The formation of this process follows a
specific route which starts within childhood: “cagi childhood ‘being like’ admired others and
assuming their roles and values reflects the mestmaof identification as the primary means by
which the self is structured. It is only when tluol@scent is able to select some and discard otifiers
these childhood identifications in accordance hithor her interests, talents and values idhentity

formationoccurs” (Kroger, 2003:20).

Elsewhere, when discussing identity and agencylaHdlet al. (1998) highlight several different
approaches to considering how and when identitgrimed. They provide insight into two conflicting
schools of thought: one position is that of theségial self’ described as a “durable organisatibn
mind and body” - they also refer to a ‘culturalistarsion’, which is “pre-constituted, culturally”
given, self which similarly is “set in place by tlead of childhood” (Hollanctt al, 1998:13). The
conflicting position is that of the ‘socially constted self' which, it is argued, is shaped by

whichever powerful discourse the self may happesntounter (Hollandgt al.,1998:27).

This next section undertakes a deeper explorafitimedactors which lead to or informed the serfse o
artistic identity. Anderson points to narrativeetivays in which people narrate their selves “by
assembling the bits and pieces of our narrativiesviiable ‘storified’ versions influenced by mempry
context and intention” (Anderson, 1997:214). Thasrated view of self has been heavily drawn upon
within the field of psychoanalysis, but has a reswe with the research and approach taken here. The
diagram below shows how these terms were linkegitttin the analysis: it illustrates the ‘hierarchy’

of the identity theme. Strauss and Corbin (1998hlight three aspects that can be drawn out at this
stage of analysis. They suggest that findings shbelpresented as a “set of interrelated concegts n
just a listing of themes” (Strauss and Corbin, 1990@) and that one method that can be deployed to
aid the researcher is to seek “conditions; the wiyere and how come. Actions and interactions —
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strategic or routine responses and Consequencescer@es of actions and interactions” (Strauss and

Corbin, 1998:130).

Artist Identity

Responses and consequenges

Responses and consequenge

.A//' A \
- Other people

Background

Conditions: the why, where and how come

Figure: 6.4 Axial coding: Contextual conditions, external factors that influeace artistic identity

6.3.1. Factors influencing or informing artist idertity

Figure 6.3 aims to identify the factors which hamBtuenced or shaped the participants’ sense of
themselves either as artists or creative pracet®nThese are described as ‘external’. It is @sf@ng

that this appears to conform to the position wHizérra (1999) refers to in terms of the external
factors (people, networks), and through the anslgéithe data we are able to build up a picture of

how the various areas have contributed to this.
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6.3.2. Artist identity: Background and perceptionsof talent

Earlier, this chapter discussed a specific chamatiethat the individuals involved in this studigare:
their apparent ‘need’ to be creating. Perhaps &oab link is that all of these individuals wentdd
school: at some point they considered themselvée tsufficiently talented to gain a place within a

school of art and design and to study fine art.

Participants were requested to provide careerestdrom the point at which they graduated, however,
a number proffered stories or instances from thkitldhood and made reference to their younger
selves. Emerging from the data was a sense thaltitieipants perceived themselves as artistd)eor t
‘arty one’ or ‘talented at art’ prior to their tina university and a long time before they gradiiate
This arguably concurs with the view that their siti identities forming prior to this time suggests
some element of both the narrated self (Anders@97) and in some instances the culturalist
essential self (Hollan@t al., 1998): this second view, it could be argued, wadmddependent on
cultural norms that the participant has interndlismd how their parents related to them and their
talent.

Right from the beginning of school, she said [histhrar] ... unlike a lot of parents, she

wanted me to go to art college and she's reallyudrof me that I've kept something going
and I'm not like some, you know, either accountarttrug addict. (Participant 1)

I'd always considered myself to have ... a naturértg but when | went to uni | realised
there was something different that made everybdtbrent. (Participant 6)

Robinson and Aronica (2009) argue that all childzea creative and inventive and that the western
education model educates children out of creativitysome instances, the role of parents appears to
have helped and encouraged participants. In otsrscit seems that when coming to art school there
was a realisation that no longer were they thert@d one’, rather they were amongst a large group
of equally and often more talented individuals. sTtieme of ‘other people’ and one’s situation in

relation to other people is explored in more detefection 6.3.5.
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6.3.3 Artist identity: Ambition

Another aspect of identity is the on-going ambitimnbe an artist. This was examined from two
perspectives. Explicitly, the participants wereeaskretrospectively, what their expectations ofrthe
careers had been when they first graduated. Itdcbel argued that this is a flawed question, as
ultimately they are remembering their younger selard it is impossible to quantify how much, if
any, of their actual subsequent experience wouldence the answer to this question. The well-
known limitations with retrospective accounts, disged in the methodology chapter, are often
attributed to the limitations of human memory leadto ‘constructions and projections’ as opposed
to ‘objectively accurate reports’ (Domlet al., 2006:3). Wolframet al. (2007) suggest that “these
occur due to faulty memories, oversimplificationsdarationalizations, subconscious attempts to
maintain self-esteem due to needs for acceptacbesvement and security, and social desirability”
(Wolfram et al., 2007:477). It could be argued that these are mdiact the participants’ direct
ambitions or accurate portrayals of their origiaalbitions. However if we take them at face value th
responses highlight a common theme. Table 6.2 gesvihese initial expectations in the words of the

participants.

Table 6.2 Expectations of career as recent graduate

Totally, yeah. Yeah, they're probably still the samow, it's always, | wanted to be an artist and |
wanted to be ... a respected artist, | suppose aatkttvhat | still want to be, so yeah.

I think when do you get to the point and | thindel know, when we were all art students it was like,
oh, whether I'm going to be a famous artist or yotyj know, that’s all ...

At the time, | was working in Birmingham in a clegtshop, | always thought I'd do some crappy|job
and be an artist on the side, which again is whatdoing. It's what I've always done, | suppose.

| wanted, when | left, | wanted to do an MA in FAw and | wanted to go and lecture at a university
[in fine art]

I thought | might go into something like interioesdgn sort of area, but that was as far as my plan
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went.

I think in some sort of pie in the sky way, | thotigh | might just be a practising artist.

| did art because it's something | enjoyed basicall the time, yeah. | suppose | had vague thoughts
of actually doing something in it in the future tla¢ time.

What emerged was that these early ambitions fretyjueemained with the participants. Further
analysis of the data highlighted a striking aspetbss the interviews: all but three of the paptiaits
described still having ambitions to be 'showingsgst (i.e. exhibiting and possibly selling work):
It's quite hard to give up, but then ... well, whaiitj 18 years after we graduated, it's quite
hard to say, yes, | have an identity as an artisém you know... (Participant 4)

No, | mean, every day, | think, | thank my luckgrstand think, God, I'm so lucky and
everything, but there's still a part of me that Hhat sort of burning desire to have my
paintings or my prints upnd you know, Tate or whatever ... that’s just likdream though.
(Participant 5)

I’'m wondering about a possible change. I'd realkelto work with children and do my own
work (art work). | think the thing is | didn’'t exgienot to be making; | thought 1 would be
making. (Participant 7)

It is clear here that there was still a strong et be ‘making’ (making art) and to be exhibitirig
could be argued that this is all linked to the undlials’ sense of success and whether they halesl fai
or succeeded in having a career as an artist, sorgethich is well known to be difficult to achieve
(Bridgestock, 2011; Reidt al.,2010; Banks and Hesmondhalgh, 2009). This wadigigkd through
the words of the participants, who were frequemtlyious about what had become of the other
members of the group. Key to this were questiolade@ to the success of the participants and who, i
anyone, had managed to sustain a career as asprgétitist:

You judge yourself against your peers, you judgesgalf against the people that were with

you. | think we all do it. It's not that you're cpeting with them, it's you think, oh my God,

we both had the same starting point, how have é&meled up there and I've ended up here.
(Participant 3)
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| was 40 last October and there have been times,tHought, God, I'm such a like, everyone
around us seems to have these really big careRestiCipant 1)

| would say that | had a huge kind of identity izrigoing into writing and actually always
wanting to go, and feeling that | was betraying Wiele kind of art thing. (Participant 13)

However, as identified in the literature reviewjdta well-known phenomenon that careers in the
creative industries, and specifically the fine aestor, are notoriously difficult to establish dandld,
with the literature highlighting the phenomenontieé ‘difficult first year’ (Blackwell and Harvey,
1999). This theme is picked up again in the follmyvchapter, which explores in depth the practical

issues around developing a career and working\ifiein the creative industries sector.

6.3.4. Artist identity: Art school education

Leading on from the discussion of ambition it ish@ws pertinent to explore one area which emerges
through the research: the role which the partidgiatime at university played in their sense of
identity as artists. It is evident that in the ni@joof cases they may have already had a long-held
sense of themselves as ‘creative’, but this apptanisave been reinforced through their time at
university, specially within the school of art atiesign. The following four quotes were coded under
this category ‘Artists identity: Art school’.:

| think there is something about people who do FArtedegrees. It's just something about an

identity as an artist. (Participant 4)

Cause we expect a lot of ourselves, from havingtluat art school label on us, which is
maybe what we’re going back. (Participant 2)

| suppose you are as an art student, you're ailketdbove it all, ‘cause you're an art student
and you're a creative being. (Participant 1)

Because | think you talk to people outside of Fnegraduate ... people who do, | mean,
maybe it's the same for people who do other degree®n’'t know, but | think there is
something about people who do Fine Art degrees just something about an identity as an
artist. (Participant 4)

It could be argued that there is a sense that theré&ype’ of individual who does a degree inefiart,
including a sense that the identity of the indidtas an artist has to an extent been establistied p

to getting to art school.
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A number of studies have looked at fine art practiith a focus on the participants’ art school
education and various perspectives have come o riggating to its positive and negative impact on
artists’ careers. Arguably, their identity as dstior example, is reinforced at this stage. Oakleal.
(2008) highlight “Willingness to put one’s work on showe, &ccept constructive criticism and to let
that feed the development of future ideas, areasly part of this process” (Oakley al, 2008:28).
It could be argued that, unlike many higher edwcatourses, art school education addresses the
individual, that it is learner-centred (Penalund Benaluna, 2009): much of the work is self-managed
and initiated, and unlike other disciplines, casdeegin prior to graduation (Blackwell and Harvey,
1999). Ballet al. (2010) discuss this: “creative practice (within eghion) provides the context for
personal and professional development and ourrfgwdi.. that students continue to adopt this model
after graduation in their portfolio careers — theyntinue to combine practice, further study and
informal learning” (Ballet al.,2010:11). Elsewhere, researchers have sought te frdés between
the pedagogy within schools of art and design &mgbatential link with entrepreneurial outcomes
(Carey and Naudin, 2006; Penaluna and Penalun&, 2008; Carey and Matlay, 2007, 2010).

Our head lecturer was very dynamic and enthusiastiout his practice and he organised

lots of talks and presentations of art practiceywesgularly by artists, i.e., non-lecturers or

teachers and encouraged us to present our ideadaudiss our art practice with each other

which kept things alive and encouraged hungovetesits to attend college, bounce ideas off
each other. (Participant 13)

Here we see the link being made between the tegeh@thods and arts practice. The lecturers were
also practitioners, as has been noted within tteealiure (Carey and Naudin, 2006; Penaluna and
Penaluna, 2006, 2008; Carey and Matlay, 2007, 2Balet al, 2010). It could be argued that their
teaching styles, which arguably emulated the practif an artist e.g. presenting and discussing
work with peers, led to the participants viewin@riselves within this professional context or as
peers to their lecturers.

| enjoyed my fine art degree but could not see hawas going to succeed as a fine artist and

generate an adequate income to support myselfought teaching art would give me job

security and involve my interest but found it ayvetressful and non-rewarding encounter.
(Participant 12)
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However, it would seem that in some instances was not sufficient in terms of sustaining a
career. As the quote above suggests, there wateatia gap within the provision for helping these
graduates develop a career and secure paid woithéararts practice. This is explored in greater
depth in the next chapteWhatis evident is that the art school education ret#d, to an extent, the
sense of the participants’ self as an artist, thhoits pedagogical approach, and arguably the

relationship between the practitioner/lecturers stadents.

6.3.5 Artist identity: Other people

Having told their stories the participants wereeakko identify key characters within their career
stories. As with much of this research, at the pofranalysis it emerged that there were oftenngfro
characters who featured heavily within the stomyt Wwere not mentioned when participants were
explicitly asked this questiofrrequently the participants referred to other peapho had in some
way influenced, shaped or reinforced their idegsitin terms of seeing themselves as artists. This
ranged from those close to the individuals to that® they worked with or who are, arguably,
peripheral to their lives. The interviews, as elssaled, were very much focused upon the period of
time subsequent to the completion of their degreesa number of characters emerge from prior to
this point. When the participants were asked taideokey characters from their story, these coed b
anyone who they identified as being a central figwithin their story. In addition, groupings of

people emerge (see Section 6.3.6) from within ¢wéos or outside of it.
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Figure 6.5 The hierarchy of influence over attitude and artist identity

Figure 6.5 provides a visual representation ofhtegarchy of influence with regard to the artistic
identity of the participants. It is intended to Hlight the multiple influences informing and shapin
the participants’ sense of themselves as artisteeriAéxploring this, the impact of other people was

clear, and the following section develops highlggand discusses these findings.

The majority of the participants expressed a tengibich related, perhaps obviously, to the need to
earn a living. Frequently this was characterisecuy expressed in relation to their role as a pievi
or pressure from their partners. Often it wouldnsebat these close relationships worked to either

undermine or strengthen the participants’ sendharhselves as an artist. It might be that either th
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role of an artist, the characteristics of artistgreers or the earning power of the artist was

misunderstood or potentially not valued. Tablef@@/ides examples participants highlighting these.

Table 6.3: Positive and negative impact of partnerand family on artistic identity

Positive Negative

My wife, 'cause she's very supportive,... shefeah, it is hard and for them [partners] to let
wants me to sort of do my thing and she's theu be who you are and you know, credit tp
opposite of my previous girlfriend, who him, he is, and it's hard for him to let me
wanted me to get a career quickly. grow because, you know, when you've had

someone at home and they’ve been doing
But right from the beginning of school, she| si,ff and he's had to learn.

said [his mother] ... unlike a lot of parents,
she wanted me to go to art college and she'She [his then partner] was kind of pushing
really proud of me that I've kept something me to try and do something else, like mayhe
going and I'm not like some ... either change to be an architect or something,
accountant or drug addict. something like that, so it put a lot of sort of]
strain in that relationship.

| remember my step-dad asking me when we
are the pub, he was like, ... what the hell are
you doing at art college (and he was like
you're not an artist one bit ?)

Likewise, roles within the workplace, which wereduently outside of an artist's studio, also set

about reinforcing these individuals’ sense of thelwes as artists, or at least stereotypes of @artist

Everyone called me ‘art teacher’ in the news ro{Rarticipant 2)

The museum were so excited that they'd had an artitheir staff, that they did like this little
press release in their local kind of thing, justaese like this ex museum staff has their own
exhibition. (Participant 5)

It could be argued that this continual either pesiteinforcement or negativity towards the role of
the individual, as an artist, has had a profourfdcefon these individuals’. Both in terms of their
ability to operate and make work without feelingttthere are expectations of them otherwise or that
they are in some way out of their depth. It hamb&eygested that a career as an artist is frequentl

not taken seriously by society. Robinson and Ararf009)argue that within the western education
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system the arts and creativity are not valued gislyias, for example, English and Maths. It coutd b
argued that a career within art is not valued aghlizias more conservative careers. What is
interesting from the narrative extracts above & dbservation that these individuals are potegtiall
receiving very mixed signals about the role orrtheie as an artist. From the supportive parent who
acknowledges and wants their child’s talent torflsluto the ‘dissatisfied’ partner who wants a more
conventional career for their partner in the wohd, the mockery of the news room to the adulation
of the museum staff. This resonates with ideas talhow artistic career identities are formed, amnBai
(2005) suggests, ‘myths and stereotypes’ are dewotthis formation, as opposed to more traditional

forms of building an ‘occupational identity’.

6.3.6 Artist identity: Arts world

A large influencing factor for the majority of paipants, in terms of their sense of themselves as
artists, but also in terms of their practice, wdstus referred to here as the ‘arts world’ withie
coding, and during the analysis it became appaitegit the wider arts community was hugely
influential. For the purpose of this study the sanorld’ referred to any reference to the wides art
community in terms of groups of artists: sometinteseferred to an almost ephemeral sense of a
higher arts ‘scene’. Initially the term ‘communitwas adopted within the coding, but this perhaps
suggested something wholesome and supportive @d/#s not always the case. Then the term ‘arts
milieu’ was used because it encapsulated a typsmdéfined and sometimes ephemeral wider group
of people. This mixed view was evident when lookatgthe role of the wider arts milieu on the
participants’ sense of their identity and role asts. Elsewhere, this is described as the ‘amdioa
definition provided by Becker as “all the peopleosh activities are necessary to the production of
the characteristic works which that world, and pesgh others as well, define as art” (Becker,

1982:34), and ultimately this term was adopted iwithis study.

It could be argued that this arts milieu was powleffecause it helped to shape, in terms of

undermining or boosting the participants’ confidenthe individuals’ sense of themselves as ‘an
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artist’, because of its relationship with identitg. one is recognised as an artist, one is eratrand
part of a community.
I work predominantly in the arts and in the creatiarts, there's always tensions between

individuals as well, there's always competitiorerde competition between personalities.
(Participant 9)

The creative industries are generally characteriasdestablished within the literature review, as a
highly networked sector (Bakt al, 2010; Carey and Naudin, 2006; NESTA, 2003; P2H02;
Florida, 2002; Baines and Robson, 2001, Bkiral, 2001a). The nature of these networks is
considered to be important to practitioners as arcg of securing work, making contacts and
establishing projects. Fine art, although generphgctised on an individual level, is also heavily
reliant on its network. Here practitioners meet dimdl collaborators or hear about exhibiting
opportunities (Bridgestock, 2005). There are alsmaber of specific networking events associated
with fine art practice, most commonly the privatew or exhibition launch. What emerges through
the data is a less than comfortable situation fouraber of these individuals. Partly this is assied
with the need to network and the need to sell them work. What also emerges, as the quote above
suggests, is that there is a great deal of conetiThat competition might be made up of individua

who are otherwise friends, colleagues or part off yeetwork.

The literature points heavily towards the ideaha fooundary less career’ (Bridgstock, 2011; Arthur
and Rousseau, 1996), a number of interpretatioimg fmthe less traditional career paths of creativ
industries practitioners who arguably have a “camestained by external networks” (Arthur and
Rousseau, 1996:6). Elsewhere, there is evidenbkiokd boundaries between colleagues and friends
within the creative industries (Peottshacher, 200%)js was not always a natural, or comfortable,
position for these participants:

| used to find the whole networking thing of fime ra@ally difficult and that was part of my

business and | couldn’t do it and so that's whyehwinto illustration. (Participant 3)

| think as life gets easier and | get older andtb# rest of it, it kind of fades a little bit aitd
gets, | don’t know, last year we did alright, bén | just find it so uncomfortable, the whole
exhibition thing and networking and all the resitof. (Participant 5)
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Alongside this, there appear to be several odd mijsg within the wider arts world. One area
explored in the following chapter is that of thexd®n surrounding commerce and art. An aspect
related to this and identity is: what happens ifaatist chooses to work outside of accepted (by the
arts world) methods or draws upon what might becgieed to be commercial type approaches to
marketing? This, it appears, can lead them totfes! they are not conforming to a true image of an
artist as perceived either by themselves or how fkel they are perceived by others within their
artist community:

There's a lot of snobbery about it here, a lotrofeirse snobbery, because | use Twitter and

Facebook and people really ... I've got quite a bastklagainst it [from other artists].
(Participant 2)

Perhaps a useful way of understanding the impacttust of the arts community but society at large,
on the participant’'s sense of artist identity i®yided by Bain (2005). Burke and Stets (2009)
describe “an elaborate system of mutual influenoesveen characteristics of the individual and
characteristics of society” which informs the idgnof both society and individuals (Burke and Stet
2009:2). Bain (2005) suggests that the identitthefartist is informed by ‘myths and stereotypes’
opposed to more traditional forms of building ancopational identity’, owing to the isolated nature
of the artists’ work life and working away from tfghared work place culture’: she goes onto to
identify how these myths have emerged:

Although myths of marginality, alienation, ‘outsidstatus and creative freedom remain

potent and have a strong hold on artists themsehhesreality of marketplace requirements
currently dictates a different set of demands. (BaD05:29)

This raises interesting questions related to thégi@ants of this study. If they are not practgin
artists, are they still artists? If they are ndlirsg artists, are they still artists? Indeed, Bhighlights
the lack of value placed on artists generally witlsociety in terms of the ‘realities of the
marketplace’, which demand they behave in a waychvitiey may be uncomfortable with or simply
be ill-equipped to cope with. Linked to this are tterms by which academics define artists. As
Oakleyet al. (2008) point out when discussing an Australiardgtlooking at the careers of visual

artists, “The study is notable for its methods elesting artists: ‘practising professional artisisé
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self-defined and must have been artistically activéhe previous three to five years. They are not,

however, required to have earned income from ttastige” (Oakleyet al.,2008:18-19).

Internal < > External
Background
Mental
(‘need tobe creating) Arts world
Physical Art school
(‘'need’ to be creating) @

Other people

Out of individual

control Artist identity Ambition
(‘need’ to be creating)

Figure: 6.6 Integrative model stage 2: Factors inflencing or informing artist identity

Earlier in this chapter a number of questions ainseslation to the ‘compulsion to create’: is the
identity as an artist one which was developed thinothese participants’ undergraduate programme?
Is their identification with the subject any strenghan graduates from other disciplines? Is there
something inherent within this group of individualsis this an issue with higher education, in this
instance, not managing the expectations of theests@ The findings from the research go some way
to answering these questions and explaining theipreifactors which inform and influence artistic
identity. The findings identified a number of irtat and external factors which influenced the fctis
identity of the participants. These have been erplavithin this chapter. Figure 6.4 provides the
second stage of the integrative model. It highBgifie internal (compulsion to create) and external

factors informing artist identity.

The relationship of the wider arts community andative industries sector is further explored and
discussed in more detail, in terms of its impactiua individual practitioner and how they go about

developing their practice, in the next chapter.
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6.4 No artistic identity

This chapter has focussed heavily on the ideatiose who participated within the study had a gfron
sense of identity as artists or as creative indigis. However, it is important to recognise thatalb

of those who participated saw their lives as linkedhe sector or viewed themselves as creative
practitioners. Two of the thirteen participantsgntfied themselves as no longer connected in any
way to the art world. However it is evident thaerh is still a residue of this past experience. For
example, when commenting on their current caregrtiddpant6, who is now a ‘facilities manager’,

suggested that:

| have to do a lot of project management and whangiso feel like the design process and
creativity are really drawn upon. (Participant 6)

They further describe this:

| still consider myself creative. My entire outlookmes from a creative perspective, For
example | am really big on sustainability and ‘ftaf house’ appearance of buildings ... it's

all very creative. I've also designed and built |llvexverseen, two sustainable houses in New
Zealand. (Participant 6)

And while accepting their life and career outsifi¢he creative industries for the perceived berefit

has, Participant 12 described with some sorrow thgierience following their fine art degree
| enjoyed my fine art degree but could not see hawas going to succeed as a fine artist
and generate an adequate income to support mysgldught teaching art would give me
job security and involve my interest but foundatystressful and not rewarding. | guess
location was the main factor here and | was notpared to move to London to see if |
would sink or swim as a practising artist. | wasmtent with the idea of having art as a
hobby, | moved away from a creative role and fodusa regular, secure income. My

peers/circle of friends etc. have no connectiohitt and so, it is with great regret that |
have not even pursued it as a hobby. (Participait 1

Within each interview, the participants, havingdttheir story and having had that explored through
further questions, were asked specific questioledat to the study. This included being asked about
their view on creativity and if and how it had exed throughout their career. Although explored in

more detail in the next chapter, it is clear in fingt narrative extract within this section thhetsense

of creativity and ability to be creative is alivedawell. However, the resigned tone of Participkht
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suggests and highlights the difficulties of turnimge’s desire to create art into a sustainable ofay

making a living.

6.5 Summary and conclusions of chapter

The aim of this chapter was to offer an in-deptsight into the internal motivations and tensions
which have been experienced and described by thieipants of this study in relation to their sense
of themselves as artists. Throughout the chapterstages of analysis have been drawn upon: Hiest t
open coding, which gave rise to the themes that lawerged, then the axial coding, where the
relationships between the different codes were dourhis has resulted in discussion: first, an
exploration was made into the participants ‘comipulsto create, described as internal factors, and
second, the internal factors that impact on theistadentity. Throughout this chapter the resharc
has been careful to break down, through the prockasalysis, the factors that have contributed to
the participants’ sense of themselves as artists véinere potentially there are barriers to their
perception of success. Within this chapter it igttvaecognising that the factors which have been
discussed have been characterised as ‘internal’esttelrnal’. However, the focus is the participants
perceptions of themselves and their reaction teehexternal’ factors which have informed their
sense of artistic identity and have helped shap# Buccess, perceived or otherwise as practising

artists, and it is this that is of interest.

The findings and discussion have led, through amslyo the beginning of a progressively developing
integrative model. This chapter has provided thg tiwo stages of this model. A number of issues
have arisen within this chapter that are explorediepth in the following chapter: the nature of
enterprise and entrepreneurship within fine artfize; and the tensions and motivations within the
working life of a fine art graduate. Here we widleshow these sometimes fragile identities faréén t

external world, and how the realities of sellinglanarketing their own work have impacted on their

identities and careers.
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Chapter 7: The nature of enterprise and entreprenetship within fine art practice: The tensions

and motivations within the working life of a fine at graduate

7.1 Introduction

This chapter is structured in the following wayrsEi a discussion of the analysis process is peovid
in terms of the how the theoretical coding thaterpéhs this chapter’s findings is provided. Second,
the practicalities of being an artist are considetbe resources required, the need to sell, matket
and operating a business. This is discussed fraenpirspective of the participants and their
experience and feelings towards these practicalétiel how they have impacted on their careers. The
third aspect looks more explicitly towards how #hasdividuals feel about the idea of being
‘enterprising’. Since the incoming 1997 Labour adistration first coined the term ‘creative
industries’, much emphasis has been placed oroteef the sector and the creative entrepreneur. Fo
example, Rae argues that “the creative entreprerarerkey stake-holders” within the context of the
‘creative economy’ (Rae, 2008:58). This representsgnificant proportion of the period after the
participants’ graduation. Their experience offemsight into the actual lived experience of these
potential ‘creative entrepreneurs’. This chaptentibutes to the model developed within Chapter

Six.

Where Chapter Six established factors that shapep#inticipants’ sense of themselves as creative
individuals or artists (referred to ‘artistic idém?), this chapter is concerned with the actuabfylife

as an artist, specifically a career following aefiart degree, exploring the practical and realdive
experience of these individuals in their attempt&uild careers. Through the analysis process, core
themes were identified to determine the driversckd and characteristics of these individuals’

careers. As with Chapter Six, the findings andwis®n are integrated and presented thematically.

It is well documented that there are few jobs fioefartists (Oakleyet al, 2008; Blackwell and
Harvey, 1999). Because of this lack of work oregtsk jobs, it has been argued that artists aresgush
to be more entrepreneurial or enterprising, anch higstances of self-employment are evident.

Aggestam describes the ‘Art—entrepreneur’ as divitiual who is a “holder of tacit knowledge that
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is realised as part of human capital and incluaebvidual skill, competence, commitment and
creativity based mindsets” (Aggestam, 2008:30)inmdtely, in order for artists to make money from
their art, they are required to sell their art:sthi could be argued, requires business skillsnfro

marketing through to finance and accounting skills.

7.1.1 Analysis

As with the previous chapter, a brief ‘analyticrgtds provided, as recommended by Strauss and
Corbin (1998, 2003). The analytic story aids theeeecher to articulate and formulate their analysis
Selected categories from the analysis are showbold; this is developed in Figure 7.2, which

illustrates the open coding which forms the bakibig chapter.

There is a strong tension felt by the participamterms of the potential
commercialisation of their work. Paradoxically, linked to this atetnes which
emerge related to a number of participants’ peezkibility to commercialisetheir
work. Within this context,rhaking a living as an artist’ is perceived to require
business skills generally speaking, a lack of these, a discomfitt ‘networking’
and ultimately dack of confidencepresent blocks to realising thesmbitions. The
situation is made more complex again by the infteeofexternal factors and
internal factors, for example external factorpartners andfamily life and the need
to make a living; andinternal factors: fear, self-consciousness, luclgersistence
and resilience. Here we see varying degreesaterprising and entrepreneurial

behaviours, and acceptance and rejection of thags.t

Figure 7.1: Section two of bief analytic story

As described, the analysis took a three-stage gemitheory approach. Figure 7.2 illustrates the

portion of the initial open coding phase relate@mnterprise indicators.

160



consciousness

Enterprise
indicators

Lack of
bus‘iness Lack of Book-
skills confidence keeping

Enterprise
Skills

Blocks to

. Types of
Enterprise

enterprise

Portfolio I @
Self-
employed

Intrapreneur

Tools of
the trade

Self-

Promotion

Figure: 7.2 Open coding associated with enterprisedicators

Figure 7.2 illustrates the coding that was arrie¢dvithin the open-coding phase. To reiterate, the
open coding phase enables the researcher to oeelg.fA number of themes emerged through the
data during the open coding phase. The researchsr specifically looking for enterprise and
entrepreneurship, and so ‘enterprise indicatorsatyee a core theme within this phase. This referred
to any instance where a participant showed evidehn@nterprising behaviours, working patterns or
blocks to enterprise. When this field was brokewml@nd examined in more detail, more explicit
areas emerged under the three headings aboverpEseeskills’, ‘Types of enterprise’ and ‘Blocks
to enterprise’. These were then further exploredifgail and explanation on: for example, what were
the blocks to enterprise? What types of enterggigmperience did the participants have? What

specific issues might relate to enterprising sRill$iis led on to the next phase of the analysis
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7.1.2 Axial coding

As described, axial coding is the process of makings between the themes that have been
generated, with a view to seeking within them aerall or core theme or category. Figure 7.3
illustrates the links made within the process oélasoding. Strauss and Corbin (1998) highlighethr
aspects that can be drawn out at this stage oysisallhey suggest that findings should be pregente
as a “set of interrelated concepts not just anljsbf themes” (Strauss and Corbin, 1997:130) aatl th

a method to aid the researcher that can be deplsytedseek “conditions; the why, where and how
come. Actions and interactions, strategic or rautiesponses and Consequences — Outcomes of
actions and interactions” (Strauss and Corbin, 11988. This diagram represents a number of factors

which interrelate with each other.
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Central to the analysis at the axial coding phaas tle relationship that the individuals had wité t
outputs of their creative endeavours. This is apglerissue as there are, as Figure 7.3 indicates, a
number of relationships between the different factdhe top and bottom strips highlight the
contextual conditions that the participants fagederms of the external forces which impact on the
participant and their sense of themselves. The rlovets of conditions are character traits and
perceptions which the individual holds. Conditioas,Strauss and Corbin identify, shift and change
over time and affect one another (Strauss and €ot998:131). Surrounding the individual are
concerns that the artist might have over the astef&hat is its value? Is it a product? Shoulddt b
sold? Is it precious? Who owns it and do | wansed it? This part of the diagram illustrates the
transition that the object and the artist make ftbeir private world to the public sphere. At thi@nt
other factors and inter-relationships come inty pkor example, a lack of ‘business know-how’ and

‘fear of rejection’ undermines confidence.

Broadly speaking, this chapter is focussed on lieeretical coding: Tensions of art and commerce
informing value of workThe following sections detail the findings and \rat the development of
the model that relates this theoretical code toctire theoretical code of artistic identity disadss

within the previous chapter.

7.1.3 Part one: Practicalities of developing a caeg as a practising artist

A common set of issues experienced by a numbeauicfpants emerged. Each of these should be
considered within the context of the aforementiosedse of identity and physical need to be creating
(see Chapter Six). Bearing this in mind, it is cléeat regardless of this ‘need to be creatingteéhe
were and remain issues around how to go abouhgelharketing and being entrepreneurial about
one’s arts practice. In order to first contextualikis situation, a brief overview of the ways ihigh

artists make a living is provided.

Artists make money via a number of means, as ifietitby Markuseret al (2006). They are often
engaging in what in the entrepreneurship literatefers to as ‘portfolio’ working, i.e. they might

have a number of different jobs or types of wotkei to fulfil or to enable (financially) their tic
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activity. In the UK, there has historically beemsystem of securing public funds for artists thrqugh
amongst others, the Arts Council. Markusgral (2006) highlight three specific fields where sidi
are able to find work that is artistically fulfilg while also being paid work: working for the
commercial sector, typically in a self-employed aety; in the not-for-profit sector, where they
might be commissioned; and within the communityt@ecinterestingly, recent surveys of artists
reveal high levels of self-employment “amongstsasti(72%) than in the creative industries as a
whole (41%)” (Jones, 2011:2). Elsewhere, Throsl§072 highlighted “three alternatives: creative
work, arts-related work and non-arts work” (ThrosB@07:395), in all of which an artist might find

themselves engaged at a given time.

However, for many artists including, as establishid participants of this study, the selling oé@n
own work and making a living from one’s art is g kaspiration. Traditionally, artists sell their wor
through exhibiting at an art gallery. The exhibitiavill have an opening night or private view:
collectors and the buying public are invited teeatt and commonly it is at the private view that the
majority of sales are made. Art galleries frequetdke a large commission from any work sold. An
artist may engage an agent to help secure exhgbifoportunities. The agent will take a commission
of any work sold. Other exhibiting and selling oppaities are provided by arts markets, open
studios, selling online via the artist’s own websitr online gallery spaces (Branagan, 2009). New
models have emerged in recent years, for exampsy ‘Ehe online social networking hand-crafted
marketplace: “Etsy is the world’s handmade marleetpl (Etsy, 2011). From a marketing
perspective, these would all be referred to asté®uo market’, i.e. the different potential sales
avenues that a company might use in order to irt pihoduct in front of their potential customdrs.
this situation it is worth remembering that theividual artist would potentially be working at othe
jobs simultaneously, as described by Markuseal, (2006). They might well be self-employed, and
they might have limited knowledge of marketing ogpts. However, there is evidence to suggest that
either via their education, their experience or sather tacit knowledge, these individuals knew tha
in order to be make money as an artist they woaiceho sell, and they knew that this required a set

of skills which they did not necessarily perceilierhselves to have.
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As established, one important issue which emerged the participants was an on-going desire and
compulsion to create. For a number of the partidipanultiple attempts at being self-employed were
made and continue to be made. Anecdotally, busisegport and enterprise development for the
creative industries has by and large been focuse@eent graduates and aimed at young enterprise.
The participants have made multiple attempts, aadiqularly recent attempts, at either ‘going
freelance’ or setting themselves up in businesss&hbusinesses’ are all what could be referrexsto

creative businesses and are linked to their originalies in some way. For example:

» Freelance art therapist (and artist)
* Freelance furniture maker

* Freelance artist (x2)

* Freelance artist and writer

* Freelance illustrator

This is an interesting finding from this researblearly twenty years after graduating, a number of
participants from the study continue to seek outatwbould be described as entrepreneurial
opportunities. To be clear, this is not those wi®raaking ‘art for art's sake’: they are specifigal
planning to or are in the process of making somalloof their living from their creative pursuitsa
self-employed/a small businesses. If this smallpdargroup are representative of fine art and oreati

graduates, this suggests an untapped creativeaamsibfy entrepreneurial pool.

The following section goes into depth about theegigmces of the participants and goes some way to
explaining the career outcomes they have had amdolle that enterprise and entrepreneurship have

played.
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7.1.4 Art World

Everyone loves a Fine Artist - apart from otherd-irtists! (Participant 9)

Another important aspect which arose in the previchapter, when looking at identity, was the
influence of the wider artist community, or milierevious research acknowledges that the arts world
has an influence on artists (Bridgestock, 2005y@tas artists as consumers of art and in setting

taste in art (Throsby, 1994j.is argued this provides them with context argight to the
market place. Oaklegt al., highlight there are very few creative disciplimaduates who
work on a “totally autonomous basis” (Oakletyal, 2008:2) Similarly, the participants’ sense of
themselves as artists, the relationship they h#d seilling their work and the commaodification of
their work was also heavily influenced by this seaoba wider artist community. There appears to be
a set of unwritten rules of engagement.
This section explores factors which the participadéntify as influencing their relationship witheir
work. As shown in Figure 7.3, these could be dbsdrias part of the contextual conditions in which
the participants find themselves. What they descisban undercurrent of feeling that in some way
they are being disloyal or improper by wanting take money or commercialising their work. This is
a theme that has been identified by others. TaytorLittleton found in their 2008 study that “arnida
money-making are discussed as incompatible and @ivectly opposed” to one another (Taylor and
Littleton, 2008:280).
| think the link between art and commerce, welldswust completely lost when | first
graduated in terms of how to make money and itisdweith art | sometimes feel like the act
of doing it is like a luxury. But if you go and try sell your work or appear too commercial, |

don’t know but | think definitely it is sort of fkmed upon by the wider artist community.
(Participant 2)

This highlights a number of factors. First we fiadstrong sense of the role of the wider artist
community, insomuch as the idea of selling worknisome way frowned upon, there is something
wrong with being commercial and a point at whicle onight be considered too commercial. Savage
(2006) argues that the role of the artist changetthé period following the Renaissance, suggesting

that the “Bohemian artist offered an attractivelative to the bourgeois lifestyle of the timerida
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this has remained the status quo: “In effect a\was drawn between the ‘commercial’ and the’ non-
commercial’ artist, which states that one is lookkedvn upon and the other is held in the highest
esteem” (Savage, 2006:3). Perhaps the ‘fantasgritbes! below is that of the ‘bohemian artist’.

| suppose I've not really put into practice evealhgsort of pushing to make any sort of living

out of being a practicing artist, but maybe | havéecause | want to protect it, my fantasy of
it. (Participant 4)

Linked to this is the apparent snobbishness o&tteeworld. Participants experienced this towahas t
commercialisation of their art work and it extendedhe use of social media and other methods of
what could be considered marketing communications.
There’s a lot of snobbery about it here, a lotofdérse snobbery, because | use Twitter and
Facebook and people really ... I've got quite a bastklagainst... (Participant 2)

Artists have to eat, at the end of the day ... aptetheeds to be that tension, because it's just
not enough now ... absolutely, you have to feedigigain every possible way, but why can't
we be commercial at the same time or have somedfimdkta of how to manifest what we
want to do. (Participant 5)

This leads to discussion of the importance of neéteand the need to be accepted by the wider artist
community. It also suggests that some level or eraok success might be represented by how one is
perceived by the artist community. This is a paradven that this community is unable to offer any
financial rewards. It also raises questions abchdtvthe benefits are, then, as experienced by those
who feel accepted by their artist community. Kubaoid O’Reilly (2009) present a useful critique of
the literature within this area and point to twopoging schools of thought. They acknowledge
literature which highlights the ‘conflict betweenoromerce and creativity' where the
commercialisation of the art world and its needcceonply with models of ‘supply and demand’ is
damaging, contrasted with ideas of the opportulpiesented: “... commercial considerations in the
production of art may give artists more freedomempression than employer-patronage or public
subsidy; there is a place on the arts market foauists, even if it may be a very small niche”
(Kubacki and O’Reilly, 2009:59). Elsewhere, whesadissing these tensions within arts marketing,
Hill et al. (2003) argue that commercial and arts marketiegnaore similar than arts organisations

would, perhaps, like to think, suggesting thatdhis (although focusing more on performing arts and
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arts organisations as opposed to individual aytisésre traditionally relied upon public and media
relations. They argue that the link to an evengrsfthe arts marketer ‘something newsworthy’, laut g

on to describe how, like other areas of marketinbas moved to a more ‘transactional model, i.e.
databases and customer relationship managemertaaps. The relationship to the wider arts world
and networking is discussed in detail later in tbiepter. However there is a suggestion that

entrepreneurship is a hidden, unacknowledged até&ibf the successful artist amongst the arts world

7.2 Business skills associated with fine art pracie

This section discusses business skills as percéiydle participants and their wider implicatioos f
artists. The participants recognised that ther@ specific skill set associated with enterprisehimit
the creative industries.

Even if you're artistic, you need to get to youdi@ance and if you can't reach them, if you

don't know how to write a covering letter or howdo your CV or how to even articulate
your practice. (Participant, 9)

However,in most cases, the participants felt that their dwisiness’ skills, were weak, limited or
missing. One participant gave an indication of ithey felt about their own employment skills and
how they feel they measured up to the subsequeptriexce they have had, withessing
undergraduates while on a post-graduate mastexggg@mme:
| didn't have those basic skills of CV, filling imell, 1 think 1 could have done a job
application, | think my first job application | fidd in by hand ... not even like a photocopy, |
just filled it in, I mean, you look back and yointy how is that possible and when | look at

the degree courses now down in Falmouth, | mearsetikids are absolutely, it is a business
that you're in, but it's the artistic business ahdy’re taught that. (Participant 3)

Likewise, participants seemed to struggle withrib&on of a product through their fine art practice
Here, being able to sell something that was nadrlyiea product proved to be difficult, especially
given the assumption that it was imperative to lb®dgat networking in order to sell work.
Throughout these interviews, the participants meggecated reference to business terminology and
processes. There was an acceptance that in ordeake a living through selling one’s work, one

would need to deploy some basic business pringiplamely marketing and selling, finance and
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accounting and business operations, each of whiekepted obstacles to the participants. As is
described in Section 7.2.2, the participants egpeed a struggle related to the selling of and

ownership of the work they produced.

7.2.1 Marketing

When looking at marketing theory, marketers and ketamg education frequently refer to the
‘marketing mix’. The marketing mix provides marketavith an easy to remember checklist of areas
to consider when developing marketing strategy.s€hweere originally referred to as the 4Ps
(Product, Price, Promotion and Place): more regehts model has been further developed in order
to accommodate the more service orientated ingéwsswhich make up the modern economy, so the
7Ps include Process, Physical Environment and Beg@ilahhosseini and Ardahaeym, 2011). The
marketing mix enables the marketer to develop dym consider its price, how it will be promoted
and the ‘place’ where it will be purchased. TheevidPs are concerned with the augmented product,
i.e. the service the customer receives, in termghef people they come into contact with, the
processes surrounding their purchase and the ghysitvironment. The marketing mix theory
suggests that if you treat these as ingredientsgahdhe correct balance of the four or seven, your
marketing strategy should work. If nothing elsegsth work as a useful checklist to make sure the

marketer has considered each aspect that migltt #fileir marketing activity.

Within the analysis, it was apparent that, althotigl participants might not have ever explicitly
considered these aspects from a marketing perspeatach was significant in terms of how
participants experienced the selling of their warke marketing mix has been partially used here to

help to frame the discussion and explain the rblaarketing for the participants of the study.

7.2.2 Product and price: the value of art work

Related to the tensions of being ‘too commerciad af ‘trying to make a living’ as an artist, isvino
the art work is priced and the perceived valuéhefwork, as perceived by the artist, the buyindipub

and the commercial art galleries. One participamis| the lack of ability to price and attribute a
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financial value to a work to the feelings of congoh to create. They are referring to a ‘creative
disease’ which was discussed in the previous chapteterms of the participants’ ‘need’ to be
creating. Here we can assume that the artist iblerta recognise or establish a monetary value for
their own work, as it has stemmed from a need witliem, as opposed to a need within the
marketplace.

I mean, | almost feel like saying, this is probaidyt of the sort of being creative disease side

of it, by saying to people, just give me whatewer think it's worth, you know. (Participant
1)

There is a sense that there is no monetary vatug @alue will be recognised by the customer. One
participant, who has predominantly made their bvims a writer and journalist and subsequently
returned to art, talks about their ability to dedlr writing but not their art work. Potentially shis
linked to the writing work being commissioned, ggposed to the art work, which comes from this
internal compulsion to create:
Yeah, it's almost like a guilt thing, isn't it? thBm doing this for myself ... whereas if I'm
writing something, there's a publisher that willnleéit and an agent who'll benefit and the

readers that will benefit ... whereas actually with gou know, | think it's very much about a
self-expression. (Participant 4)

Likewise, another participant who also had struggléth the idea of selling their own work felt far

more comfortable doing so when they changed thesfo€ their work from visual art to illustration:
That's why | went into illustration, because | tighti | could let my work kind of promote
itself and be its own sort of thing and now | realithat, | suppose | am becoming more

enterprising in that | am making a product that &w to put out, that | now know the
audience that | want to reach and | know what | ifamm my work. (Participant 3)

It is evident from this last quote that the papiit feels more able to sell their illustration wtian
their other art work. Their perception is that thikustration work is a product and can be treadsd
such. For the record, their ‘other’ artworks arénpags and prints using a similar illustrative and
aesthetic style, and arguably there is a marketifese. However, as there is a clearer markethfor t
participant, in this instance authors and publish#dre participant feels more confident and clearer

about what the customers expect from their worke Phrticipants did not just feel more at ease
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selling something that they perceived to be a phdwt they perhaps did not have the very personal
relationship with work that was commissioned thalytfrequently had with their ‘own’ art work .
| think from the fine art perspective, there's aensort of self-indulgent, or there was a thing

of I'm doing it 'cause I'm doing it and if it's naching people, so what, it's out there, '‘cause
it's about me. (Participant 3)

7.2.2.1 Discussion of product and price: the valuef art work

This sense of self-expression, of the work being dlmse to the individual or them having to ‘sell
themselves’ has acted as a barrier (for some fgtits) to behaving as practising artists. From a
marketing and product perspective, it could be adgthat they have good reason to be concerned:
after all, as Kotleet al.(2005) suggest, the market-led route to productkdgment is one of looking

to solve a problem that the market has: “when daésggproducts, marketers must first define the core
of benefits that the product will provide to consrsi (Kotleret al.,2005:540). The product directly
responds to this need or problem. This represetession for these individuals and their ability to
sell their work in terms of whether there is a neardor it. However this is not clear cut: the marke
orientation to product development, it could beuad is a phase, and others argue that artists are
potentially in a position to take a ‘product origtidn’ to product development, citing the artistady
Emin and Damian Hirst as examples of artists whwgik has a guaranteed audience (Fillis, 2010).
There is an odd tension here, as expressed by Kubad O’Reilly (2009): “Indeed, artists have a
reputation, not always deserved, for being focusedheir inner processes and their products, and
therefore being out of touch with the marketplagi€ibacki and O’Reilly, 2009:57). However, Fillis
argues that there has been a tendency to dramyeaviraditional marketing theory when looking at
arts marketing, but that perhaps this is misplaaed the situation is more complex. Participants
expressed anxiety in terms of making their ‘protfictvith the market. Moreover, Oakley highlights

a suspicion from artists of business generallypgiasnoting commercial gain at the expense of other

values” (Oakleyet al, 2008:3).

When discussing the value of art work, a plethdrstudies and philosophical positions relate to how

art is valued both by society, the art world, aftectors, investors and artists, all of whichzauld be
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argued, are also contributing to the ways in whidse individuals perceive themselves and their art
work. It could be argued that, from the artiststgpective, the three values they are concerned with
can be categorised as emotional, aesthetic andcielaGuest (2002) offers a compelling discussion
on the value of art, highlighting a number of fastdhe considers how we ‘approach’ art and suggests
that the viewing public might attach some ‘persoralies’ to a piece of art. He refers, as othets do
to the intrinsic value of art and questions whethés is due to its uniqueness or ‘sacred qualjtaes
well as considering its role in the “enrichmentaotommunity’s life” (Guest, 2002:316). Meanwhile,
Fenner (2004) refers to the “location of the valaetl how this can confer some level of value. When
discussing the use of ‘ready-mades’, he gives Kaenple of du Champ’s use of an ‘off-the-shelf’
snow shovel and discusses how its value is altened it has had artistic value attributed to ittty
artist. Perhaps more cynically, Mandel (2009) =fer artworks as ‘luxury goods’, highlighting the

somewhat fickle nature of the art market.

What emerges, then, is a set of complex relatigsshiith art from the various stakeholders with
whom the artist may come into contact, with a carabion of values which they may or may not
attribute to their art work, especially given teatne artists are seen as ‘fads’ (Mandel, 2009} iBhi
not lost on the participants of the study:

| think there's an on-going sort of having to sefleself and having to make what one’s

selling kind of seem palatable to the people wholarying it. (Participant 4)
In most cases, although the participants had ndthume perceived success with selling their art
work, there was a sense that they knew somethimghaf was required of them to do so. It is evident
from this last narrative extract that an importaspect of the situation these individuals felt was
need to ‘sell themselves’. This brings into quesiihat the role of the artist is within the valddtte
artwork. Emin and Hirst offer good example of dstisusing their celebrity status to further shape
demand for their work” (Fillis, 2010:38). But what these individuals, in fact all of the fine art
graduates that graduate each year? The participéitss study are describing a situation whereby
they feel that in selling their work or putting thevork up for sale they are in some way sellingt pa

of themselves. Arguably, the underlying commodsythe artist (reputation) and not the artwork.
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Graduating not long after Emin and Hirst, the pgoants would have been starting their careers
within the time period when the YBA (Young Britigtritists) were in full effect. They may well have
been influenced by or felt the need to emulate ntehods those artists used to build their own

celebrity:

| was influenced by the art scene in London, i.@mian Hirst and the like. (Participant 13)

However, there is a broader sense of the valubehtt work to the individual and their sense of it
being a part of themselves which goes beyond thsparct of selling the work. There are two parts,
then, to this discussion. On the one hand therebbaa and continues to be an increasing cult of
personality in society generally and amongst artsgiecifically, and on the other hand there is the
sense from the participants of this study, thatehs an inescapable issue of selling oneself, when
selling one’s work. Perhaps this is strikingly vessed through the work of Emin, as Gauntlett
(2007) suggests: “Emin has become a significaneteéy’ in the UK — attracting attention from the
tabloids, unusually for an artist — but (or perhapsreforg much that has been written about her
seems to dwell on her personality rather than ek Gauntlett, 2007:10). Indeed, Emin provides a
key example not only of an artist who has wide lwefg status, but whose autobiographical art works
are such that she could be argued to be sellingimgmate insights into her private world. Of cear
Emin is not the first artist with this celebrityatis; indeed, Walker (2003) points to another
significant period of art history when discussintjsés and celebrity, looking at pop art and Andy
Warhol and Jeff Koons. There are a number of isbees. It is not that the individuals within the
study are desperate for celebrity status: howehes; graduated and worked through a period where
there were significant art celebrities. There imscevidence to suggest that this has informed how
they feel towards success and what constitutesesac@hey also have identified that in sellingrthei
work they are in some way selling themselves, anthsy, too, need to be an attractive proposition.

This leads to mixed emotions and a complex relahgnwith their practice.
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7.2.3 Promotion; Networks and networking

One striking aspect of the findings, when talkihgat enterprise and entrepreneurship, was related t
participants’ confidence: this seemed to centrdetings of embarrassment and self-consciousness
about selling their work. It manifested itself ina ways: the individuals were unable to perceive a
monetary value of their own work and believed thatvalue would be recognised by others. There is
an odd tension here. In one way the maker wanteake art, wants to be able to do that for their
living, and there are already tensions around piaign'selling out' by being too commercial, but
there is another issue too — fear that the workhtmgt sell and a wider fear of rejection. Thera is
level of embarrassment/self-consciousness assdaidtk the work. In turn, this appears to present a
block to the artists and ultimately prevents theomf getting started, selling and creating the ot

cycle of feedback that is initiated when someongstsomething.

A number of themes are linked here, as illustratedrigure 7.3. The participants frequently
experience anxiety or discomfort about networkimgt, as we have seen this is considered to be an
important aspect of securing work and marketingonan work. One part of this was a sense of
embarrassment and a feeling of self-consciousnesgt dheir work expressed by the participants.
Unlike entrepreneurs, it could be argued that oreandividuals and artists are offering somethariig
themselves when they sell their work. Howkins (2@@8) describes the creative entrepreneur as
someone who uses their “creativity to unlock thealtethat lies within themselves”. It could be
argued that his leaves the artist more vulnerabtejection and criticism. As illustrated in Figufe3,
this sense of fear appears to fall into two aréest: fears of general rejection, of the work neiry
taken seriously; and second, a fear of being ey the arts world.
I mean, the last time | tried to go off by myskednded up getting a job instead, you know,
probably through a fear of it not working out oyitng to get the money off people and all that

sort of thing, so no, that's a side of it | needwork on really. | mean, I've got a website.
(Participant 1)

It's something | aim to do ultimately ... | love idea of showing and selling my work, | like
the idea of it, but | don’t do it and I'm reallygally crap at pursuing it. (Participant 4)
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Linked to the idea of self-promotion are other esuelated to marketing and some of the practical
aspects of getting started: how to go about gettiogk exhibited and how to behave as a professional
artist. Small incidents can act as huge stumbliogKks to individuals just getting their work exttix
in the first place:
| sort of sent a load of images round and they ,salidwe’d be quite interested in some stuff
and when | went down, they said, oh could you byimgr CV and | was, like, | haven’t really

got an art CV and then | kind of felt like thatth@eant that what | was trying to show wasn’t
legitimate in some way and then that became a hoitk own right. (Participant 1)

Networking is a strong feature of ‘doing businesghin and characteristic of the creative industrie
(Carey and Naudin, 2006; NESTA, 2003l Baines andsen, 2001). The importance of the network
and the need to be accepted by the wider artistrezority is a source of anxiety for some of the
participants of the study. This offers a route ¢éarding about opportunities, making connections with
collaborators and other artists. As with the enapur, certain traits are considered essential for
creative individuals, as Ball (2003) highlightsetbasic requirements are for creative individuals
“who can work flexibly with good interpersonal anesearch skills as well as having excellent

communication, networking and team work skills” (Ba003:14).

However, networking although considered by bothpgasicipants and the research community to be
an essential element or ‘tool of the trade’ foisést was something that the majority of particiigan
felt uncomfortable doing or lacked confidence at.
| used to find the whole networking thing of fineraally difficult and that was part of my
business and | couldn’t do it. (Participant 10)

7.4 Finance, earning a living

A tension was expressed by the majority of theigipetints which relates, perhaps obviously, to the
need to earn a living. Frequently this is chardster by and expressed in relation to their rola as

provider or related to pressure from their partners

A significant factor highlighted by many particigans the need to make money. What is interesting

about the narrative extract below is that it itigiddentifies an idea of being ‘disconnected from
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making money’, suggesting that making money is aqtriority or motivating factor for artists.

However, it is clear that this is only sustainalftg a limited period, as the realities and

responsibilities of living and providing increadersy with the desire for more financial security.
Because of being so disconnected from the whoke aflenaking money, being an artist, |
think that is actually the whole basis of the kafcchange of career plan and | think that I'm

sure that if it comes down to it, a lot of peopleovare now not working as artists, that the
reason they’ve diverted off is simple economicart{€ipant 2)

However it was not as simple as the participantsnmaking money (from their artwork sales): there
was also a clear factor, related to finance, whiels ‘a fear of finance and managing money’. While
participants recognised that they would almostaielst have to be self-employed in order to make a

living as an artist, the associated aspects of giagaheir own finance and accounting systems also

proved to be a barrier:

| hate dealing with money and | always have, foanegle, in the past, | hate the idea of
ripping people off, which is not very good for mesis, is it really, so I'm quite sort of fearful

of it and | suppose that's the biggest thing thaitspme off, is dealing with that side of it, the
financial side of it. (Participant 1)

The ‘fear of ripping people off’, links to the vauor perceived value, of artwork. How artists feel
about pricing their work is discussed earlier iis tthapter but this highlights another aspect &f th
study: their education. This group of individualgdmo explicit business education. This is disalisse

in more depth in Section 7.7 but arises here, too:

I never had any experience, sorry, | never hadtanght experience of business, it was learnt
through trial and error and | wouldn’t say I'm aryegood businessman. (Participant 9)

The next job | had ... I'd met lots of people intlisiness by then, so | was doing lots of little
sort of pop videos and things like that, workingdifferent people doing prop making, doing
the scenery in the background and then, for sorasor@ | got a job in a record shop and |
think it was just 'cause | had a year of declaring tax and it all got a bit scary, it got a bit

scary, you know, it's like running your own busmédsfreaked out a bit and | decided that |
needed a bit of a nine to five job for a bit. (Reigant 5)

These narrative extracts highlight some interestispects: they point to the practical skills of
managing a business and business operations aasv&ime of the specifics of artist practice: being

able to network, price work, manage turnover anidasel market work. In some respects it would be
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easy to say that these are skills which could artdrpially should be taught within schools of artla
design. This has not gone unnoticed by the enssgducation research field. Fuelled by government
policy (Gibbet al.,2010), there is a growing body of research thakddo the importance of teaching
enterprise and business skills across Higher Eotucand specifically outside of the business school
domain, as discussed within the literature reviéw.emerging field looks specifically at teaching
enterprise in schools of art and design (Penalumta Renaluna, 2008; Carey and Naudin, 2006),
however, is the answer as straightforward as thisgetting arguments around art schools being for
teaching art, there are other issues at stakewtdoh are deeply personal to the artist and pasditis

but relate to their sense of worth and the notibsetling, perhaps, a little bit of themselves. fiehis
also a tension described well by Preece (2011)}tisi# careers can provide a further understanding
of this as they are caught between two worldscthieal world from which they derive psychological
success and the financial market from which theyvdesconomic success” (Preece, 2011:2). This
highlights the tensions which these individualsezignce: the need to be doing ‘the right thingtha
eyes of the arts world, and the requirement to nmakeey. These forces that fight against each other

and around the individuals are illustrated in Fegar3.

7.5 Place, time and resources

Linked to the financial aspects of pricing work amdnaging accounts are a number of factors that
also influence and seem to have impeded the gaatits. A strong linking feature to the compulsion
to create (as described in the previous chaptes) thva place and space in which to create and the
place to exhibit. In this section, the conceptRIfte’ (from the marketing mix) is discussed frdma t
perspective of the participants and their expegeriypically an artist's place in terms of their
channel to market is through the gallery and exhipi their work. This is not always a
straightforward proposition. As has been identifitese individuals are frequently self-conscious
about ‘selling’ their work. They find it difficulto attribute a monetary value to it. They sometimes
struggle with the social side of the arts world #mel networking. In some instances, their work rhigh

not be easy to buy:
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I mean, | was painting and I've moved away front tiaw and of course, you know, with a
painting, at a gallery and someone walks in andg/ they it and so that's fine, there's that, it's
a really simple commercial relationship, but nom hot, I'm doing installation again, so I'm
stuck and yeabh it costs a lot of money to do... {§pant 2)

What this narrative extract highlights, in additimnthe potential problematic nature of selling som
art work, or in marketing terms reaching the ritdrget market, is the actual cost of creating work.

This participant continues:

... putting on exhibitions, there's huge expensesvad, simple as that really and it has to be
paid for. | mean, I'm at the point now where | néade earning properly again, in order to
fund that side of things, until it's making propaoney ... (Participant 2)

A picture emerges of the struggling artist who teaself-fund their activity if they wish to secuiee
outlet for their work. This potentially presentdarrier, and as has been highlighted previousky, th
lack of funds to pursue artistic work had led te ttownfall of some. However this is not to say that
this is an entirely negative situation. There sadvidence of a great deal of collaboration aadirg

amongst those who are immersed in the arts world:

We're all working for free, so my film maker’s winds for free, the director, the runners,

everything and I'm making everything for free toand so it’s just one of those things that's
kind of happening. That actually is what's realfilliant about being here, ‘cause people are
really open to just doing stuff for the creativél lng it, so you can really sort of develop stuff,
but again coming back to, in the end, it's all abduall has to be paid for somehow...

(Participant 2)

Here lies one of the fundamental issues of makiligirg as an artist. It costs money either in time
lost to other paid work, the expense of materiats space to make work, or the costs associated with
exhibiting, all of which can be detrimental to fusing arts practice. All of the participants where/

still practising were in some way working outsidetlteir practice to greater or lesser extent. k& th
majority of cases, this ‘other work’ was eitheratedd to their original degree or subsidised their

practice.

Planning’s the bit | don’t do and | don’t think madesigners or creatives are great planners
and that would probably just sum up the businessren for me as well, because it's about
financial planning, so the university career hasibe real solid thing for me, because it's
protected me from having to kind of worry aboutsethings in terms of my pension’s paid
for... (Participant 9)
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This appears to have been an issue for most gidfiecipants and is dependent on how long they are
able to sustain being hard up and how long it té&eshe pull of a more secure source of income to
prevail:
We had like group exhibitions and not many peoplae; apart from our Mums and Dads,
but it was good fun, we had some good parties thmrelike | say, you had to be on the dole,

so that was, you know, it felt like you weren’tliggetting anywhere and you didn't have a
job to go to. (Participant 1)

I'm really frightened of getting pulled back intonsething else [away from art] cause it's a
high earning thing, you know, it is really well dabasically and you know, so I've been
working as an artist for two or three years ... I'get no trouble at all with getting the

exhibitions and getting the work out there and gkirare going great guns, but it costs a
bloody fortune ... (Participant 2)

It should be noted that Participant (2) is refegrio a relatively recent return to being a pracgsi
artist. As highlighted in the previous chapter, tie®d to create, the compulsion to make art and to
pursue a career as an artist, seems to have rainaitiethe majority of participants, and as suds th
is not a static situation. Indeed there is evidailmceuggest that they may have numerous attempts,
with varying degrees of success and that thistimately an accepted part of their lives and wheyth
are.
| had some work out in a commercial gallery lasaryehere was work in a commercial
gallery but that didn’t sell, but it's nice to knaWwat you can still get into a gallery and show
your work and I'm doing a commission piece as vielt,that's something that | don’t really

want to do but I'm doing it, it's a weird subjectyavay. So, it's still good, ‘cause it’s still kind
of ticking over and | still feel that I've still gthat little aspiration burning. (Participant, 5)

The tensions and motivations within the working liff a fine art graduate have been discussedsn thi
first part of this chapter. In the previous chapeveral stages of a model were developed and this
model has been revised in order to illustrate thdirigs discussed so far in this chapter. Figude 7.
highlights the tensions discussed in terms of theirtess skills that the participants perceive to be
required in order to sell their work; the tensidmttthis creates with their sense of what they are
selling. Here the difficulty in pricing work, isssi@vith the monetary, aesthetic and emotional values
of the work are considered. Figure 7.4 illustrafiage 3 of the integrative model. This is the

extension to the model developedGhapter Six, which acknowledges these forces amsices for
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the participants. This goes some way to explaitiirgnature of the careers, where the skills (dk lac
thereof) associated with enterprise and entreprehguhave impacted on these individuals, and the

tensions they have experienced while attemptirgptrate as artists.

Tension v Motivation

Value of work:

Business skills Financial
required N Emotional
Aesthetic
External
Factors ] factors
Compulsi |
on to: e
e identity
Artistic
) identity Arts and critical
Desire to make wottd/
r(rjioney ;‘sel_l Fortl_x At for art’s
‘ommercialisati _ “ake
on | R ;
Tension v motivation
Figure 7.4 Stage 3 model development: Tension surr ling individuals experience of operating as an artists

7.6 Part two: perceptions of enterprise and entreneurship

Multiple barriers associated with entrepreneur@ivity have emerged through the analysis. But this
was not the case for all participants. Some paditis’ careers have been built upon multiple
episodes of entrepreneurship and running businesgber within fine arts sector or within other
sectors, including writing, new media and cateriAg. entrepreneurship was a major focus of this
study and arguably a characteristic of the creatideastries sector (NESTA, 2006), participants were
explicitly asked what their perceptions were ofntiselves as entrepreneurs but also as enterprising
individuals. Perhaps bearing in mind the previoaissions expressed within this chapter around

making money as artists and the commercialisatidgheir work and selves as artists, this provoked a

mixed response.
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7.6.1 Perceptions of being enterprising

Throughout the interviews, participants would c#lgudrop into the conversation that they had
actually been “working as a freelancer” or “hadrbeghibiting” and “selling work” throughout or at
particular points in their careers. It was ofterlyomhen this was pointed out to them as potentially

enterprising behaviour that they considered theigiht be.

One participant spoke about ‘not even mentionirghs of the freelance activity on her CV but
proudly spoke about a number of purchases and kémgrovements made paid for by this activity.
Later on in the interview the same participant rwerd@d a number of gallery exhibitions and
commissions that she had had. None of these wenéianed when she told the story of her career.
While this is an indicator of a level of portfoliorking and continuing arts practice, the partinipa

did not regard any of this activity as entreprer@uor enterprising on her behalf, or worthy of

inclusion within her story.

Table: 7.1 Perceptions of enterprising and entrepneeurial behaviour

Indicative of
entrepreneurial
traits/behaviours

Not-
entrepreneurial

Entrepreneurial Intrapreneurial

Well | don't feel
like | am
nentrepreneurial, |
think it's a
confidence thing
and I'm not really
a networker. |

When | knew | had | was also working in
enough experience and| clubs, you know, |
enough confidence to setmean, I've always bee
up something on my a bit entrepreneurial,
own, that was the first | whether I'm just
decision that | made. Sq,promoting myself,

| still find it really
difficult in terms of
my art work, |
mean, | could flog
my writing ‘til the
cows come home..|.

I've pretty much always| within a business or
been self-employed.

Six years of my career
were all me running my
own business. I'd call it
freelancing, rather than

running my own busineg

really. That's because o
being entrepreneurial

within a company or to|
a business, then |
always, you know, I'm
conscious of what, of
how to sell stuff, do yo
know what | mean, so
Shink it added a

f dimension to the
entrepreneurial side of

imagine you'd
need to be a good
networker and
communicator to

Lbe able to put

yourself out there,
when being an
artist.

| don’t know if
you'd call that
freelancing, you
just do a bit of
work for them
and then they pay
you, so yeah, it is
freelance.
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but what | always me, but yeah, it wasn’t| | wouldn’t run my
lacked, was the businessexclusively that. own business, |

functions. don’t think, never
I was given abudget | ever. If, for some
I think I've done a big | and | had to produce spreason, | became

chunk of entrepreneurial many commissioned | g\ ccessful in the
work. pieces of work and thenpext 20 years,

develop schemes to go Charlotte, | would
with it, so | suppose | employ someone tp

that was kind of run my business, |
enterprising, isn'tit? | | \wouldn't want to
SUppose. do that. I just find

that, you have to
totally multi task to
such a capacity
that | don’t think |
don’t think it's very
healthy for me.

7.6.2 Discussion of perceptions of enterprising anehtrepreneurial behaviour

The table above offers an analysis of the partitggperceptions of themselves as entrepreneurial.
These have been categorised into: those who haukitive attitude towards the concept of ‘being
entrepreneurial’, recognising this as a trait theg or able to offer examples of their entrepreiakur
behaviour; instances described as intrapreneuthalevparticipants were entrepreneurial on behalf of
an employer (Antoncic and Hirich, 2003). Some rgjd@ntrepreneurship and did not see themselves
as entrepreneurial, and some exhibited entreprihetraits but had not explicitly identified

themselves as such.

These mixed views towards entrepreneurship and pheicipants’ sense of themselves as
entrepreneurs is linked to two other key factorgasadentified within the study: that of their istic

identity and how an entrepreneurial identity wopletentially be at odds with that; and the tension
felt between art and commerce. To an extent, thé&cgmnts’ feelings regarding themselves as

entrepreneurs were linked to their position onrtile of ‘the artist’ more generally. Some, however,
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had a pragmatic take on the situation, suggestiagdrtists have always had to be entrepreneuwrial t
succeed, or the idea of being an artist or an pregneur is not mutually exclusive:
And that's part of the characteristics of peopleowlvent to creative industries, whether

actually people, they need to actually, it migheven go back a layer, mightn’t it, it might be
the fact that we all actually like being in chargieour own funny little thing? (Participant 2)

Certainly there is evidence elsewhere that theadiizk between the entrepreneurial mind-set aad th
of the artist:“it has been posited that artists ... share manyhefdntrepreneurial personality traits
cited in the academic business literature, padityllocus of control, risk-taking propensity,
innovation, creativity and achievement motivati¢@’Cinneide and Henry, 2008:78). An important
consideration for this study is how in some cabés rmight inform or help shape the identity of the
individuals. There appears to be a split betweemsgehwho are open to the idea of being
entrepreneurial and see this as linked to the carkethe artist, and those who reject it or feél il
equipped for it. Rae (2004) offers a useful insigid the role of entrepreneurial identity withimet
creative industries, in terms of its formation, Highting ‘entrepreneurial identity formation thigiu
practice’ as well as how individuals use narratigehelp to make sense of their identity (Rae,
2004:495). Elsewhere, and potentially relevantaimes of the participants of the study are “external
factors like entrepreneurial culture or the exiseenf entrepreneurial 'heroes' as living exampfes o
entrepreneurship have a certain influence on earbhop's occupational entrepreneurial identity”
(Vesalainen and Pihkala, 2000:112). Perhaps thisdcexplain the influence of some of the arts

celebrities discussed earlier.

In terms of entrepreneurial activity, the particifga discussed the need to be entrepreneurial in
relation to the recent economic downturn and fugdints that the current (at the time of writing)
administration had made to the arts in recent y&@drase two different positions could point to push
and pull theories (Brockhaus, 198@d why artists end up taking a more entreprenegasition. On

the one hand, they are drawn to an entreprenqaogtion (pulled), as they are able then to enfy t

freedom to pursue their own ideas, projects andtistiy; on the other hand, recent and on-going
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ambiguity around funding for the arts could be @d&®d as pushing individuals into
entrepreneurship.
A lot of the bodies that would have representedaiartists or created roles for us or work
for us or status for us now actually aren't exigtirso it's really coming back to that, I'd say

and | think that the artists that are doing weleahe ones that embrace that wholeheartedly
and really work it. (Participant 3)

Figure 7.5 offers an extension to the developmétfieintegrative model. It highlights the additabn
dimensions of push and pull factors influencing ahdping the careers of these individuals. It also
suggests a further extension to the previous waridentity, in terms of multiple identities. Hereew
see the overlap between the artistic and entrepristhédentities. As described previously, these ar
not static positions. For the majority, throughthdir careers their identities have dipped in amidod

the artistic and entrepreneurial spheres and dépgrah their perspective, these are more or less

compatible

Tension v motivation
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Figure 7.5 Stage 4 model development: push and pdé#ictors informing entrepreneurial outcomes and idetity
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7.7 Enterprise Education

Interestingly an earlier point made by a participabout not having had “any explicit taught
experience of business” is a theme which aroseugfimout the study. Participants were asked about
their education and its impact on their entrepreaéoutcomes. Recent studies have suggested that
although enterprise and business studies tendonbe ttaught explicitly within schools of art and
design, much of the existing art and design pedagmuld be usefully adopted by enterprise
educators in other disciplines (Carey and Matl&@d1® 2011). This research highlights the use of
practitioners or ‘pracademics’ (practitioners wiazture), a term adopted by the entrepreneurship
education research community within the last tearygQAA, 2012). ‘Pracademics’, it is argued
provide students with a potentially entreprenewdéd model (assuming that the practitioner is-self
employed, as many artists are) (Matlay and Car89/2 The use of real-life briefs to respond to
offers ‘experiential learning’; the end of year shdhe need to exhibit and the ‘crit’ offer the cxmt

the opportunity to justify and ‘sell’ their ideaBhese features are described as ‘implicit’ entsgpri
education, as opposed to ‘explicit’ enterprise atioa, where the student takes a class or module on
enterprise or entrepreneurship. Indeed it has bdamed that not only does the art school
environment offer an opportunity for the studewtseghearse their careers (Carey and Matlay, 2007;
Penaluna and Penaluna, 2008), but their careewslcstart while at art school (Blackwell and

Harvey, 1999).

Within this research, the participants were asleddnsider whether their fine art education had
explicitly offered them enterprise education. Fartaxploration also sought to establish whethewethe
were any career benefits (specifically related mbemprise) in the generic teaching of creative
disciplines and potentially any ‘implicit’ enterpe education, for example whether or not the
lecturers’ status as a practitioner, project-basmdse work, 'crits’, peer review, assessmentedsg
private views and exhibiting work had any bearifigis next section looks at ‘explicit’ and then
‘implicit’ enterprise education and the potentiadpact of both on entrepreneurial outcomes and the

ability of the participants to sustain a businesam artist.
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7.7.1 Explicit enterprise education

Participants, tended to be negative in their atétutowards enterprise education, particularly with
regards to how they had been prepared for theanpial life as an artist. Enterprise provision tigh
their undergraduate programmes was limited. lvident that they were given very little in the way

of explicit enterprise education:

It was a huge gap that we didn’t realise was evame really, | mean, ‘cause | was lost when
| came out, | didn't know how to make any monegrt{€ipant 3)

None of it was geared up to a career. (Participant

| didn't feel that the course really sort of helpptk think about what | might do with this
experience and qualification at the end of it, adfdike about how to market oneself, how to
kind of approach galleries, how to put a decent sbrart based CV together, all that sort of
thing that might be something that you might daarourse like that, it didn’t feel like that.
(Participant 9)

The course was about finishing off with your fishbw and there wasn't a sense of ... we
didn’t do stuff where we tried to get stuff showrexternal galleries particularly. People did
do things like that, but no, | didn’t really kind bave a sense of, beyond buying Artist’s
Newsletter, quite what to do really. (Participant 6

The narrative extracts above are pretty damningrms of what they highlight was perceived to be
missing from the participants’ undergraduate caulsierestingly, the participants again seem to be
clear about what was missing in terms of marketfimgling exhibiting opportunities, an artist's CV.

This implies some tacit knowledge or acquired kremgke subsequent to graduating.

7.7.2 Implicit enterprise education

While the participants may have felt ill-equipped graduating and that their undergraduate
programme had not provided any ‘explicit’ enterprisducation, there was a suggestion that other
benefits and entrepreneurial outcomes accrued fineinfine art course:
People that have done fine art they are self-dised and they drive themselves, but that
doesn’t always connect that you can be self-dis@gl and drive your own practice, but the
marketing of your practice is a separate thing aadching the people you want to reach and

understanding your practice enough to be able teakrit down, it's like a different skill.
(Participant 5)
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Interestingly this suggests that the practice afidlesd nature of the courses equips graduatestivih
discipline required, but the practical businesiskiscussed earlier in this chapter are not dged.
| suppose being at art school, you become more ewhdesign and promotion (Participant
7)
This participant highlights the access to and dgwekent of the individual's design literacy and, it
could be argued, how design is used within a mareontext.
In a funny kind of way it gave me a great sengan@-management and allowed me to think
creatively about all kinds of things not just agtudying art gives you the ability to have a

creative perspective on most things. It's givertimeeconfidence also to try new things, which
inevitably has led me to where | am now. (Particips3)

Interestingly, this final participant, a serial mgreneur currently running an restaurant, idegtifiis
fine art education with equipping him with businegdls in terms of time management but also as

offering a creative outlook and confidence to ttlyes career options.

It can be argued that enterprise education wasngdkr these participants, although there is some
evidence to suggest that while the existing metlwddeaching fine art may well lend themselves to
developing entrepreneurial traits, without the etplbusiness skills being taught alongside them,

upon graduating, the students are unable to falbypemically exploit their talent.

7.8 Summary and conclusions of chapter

It is clear from the findings and discussion withims chapter that there is a situation whereby the
individual has a compulsion to create. They woikd to sell the work they create. The reasons for
selling are complex: if they sell their work thasea sense of success linked to selling; if thdly se

their work they potentially can make a living fratoing the thing they love to do. However, in order
to sell their work, they may experience the disaindf having to network, to view their art work

and perhaps themselves as a product. This caitsqonestion how they value their artistic endeavour
They experience the issue of trying to give a poicprovide a monetary value to something that they
may perceive to have some other value, perhapsnatianal or aesthetic value. Their artistic pursuit

may be very personal and so the individual may tieai they are having to sell themselves in some
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way. Linked to this are external tensions: cultumadl historical attitudes towards art and the tstis
role within society. This is often emphasised by ttritical arts world and serves to build or

undermine the individual’s confidence.

The individuals have had to navigate their way digio this and come to terms with the role of
commerce within the arts world and how they positieemselves and operate within it. It is evident
that the participants felt underequipped to deahwhis side of arts practice, although there is
evidence to suggest that they may have inadveytactjuired some enterprising aptitudes or traits
while in education. The tools to fully exploit tleedor example business, marketing and accounting

skills, were lacking.

This chapter has provided a third and fourth stageconceptual model for understanding the careers
of fine artists and how entrepreneurship is expeed. In some instances, the participants
acknowledge themselves and the role of an artisnaepreneurial, highlighting both push (lack of
other work and/or funding) and pull factors (theside to ‘do their own thing’) for entrepreneurial
outcomes. The role of identity is once again caergd, with participants taking on an entreprenéuria

identity.

Finally, the role of education and specificallyamptise education, both explicit and implicit, teen
considered, highlighting both the benefits andeprgneurial outcomes engendered through existing
art school approaches to teaching as well as atpaafcexplicit and arguably useful business skills

development.
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Chapter 8: Gender and parenting and its impact onihe art careers and enterprise; the male

and female perspective

8.1 Introduction

This chapter provides the final section of findiragal discussion. Within the previous two chapters,
key themes emerged which helped (in Chapter Sig)dainderstanding of the ‘compulsion to create’,
the role of artistic identity and contributory facd that help shape and inform identity. Within
Chapter Seven the practicalities of a career aseadrtist were discussed: key findings emerged
related to the tensions of commercialisation of ®@aet, business skills gaps within fine art preeti
and an exploration of implicit and explicit entaggr education. The impact of these factors on
participants’ perceptions of themselves as ent@ngiand any eventual enterprising behaviour that

they perceived themselves to exhibit were discussed

The chapter is structured in the following way sEithere is an examination of gendered roles acros
various creative disciplines as experienced byp#réicipants; this includes discussion of unexpecte
outcomes or situations where the participants’ ggpee contradicts the dominant position held by
researchers within the field. Second, parentingissussed and its role within the careers of the
participants is looked out from both a male anddtenperspective. Next, a detailed exploration of
entrepreneurship and arts practice in relationar@ting explores both the impact and opportunities
that arise. Identity is then discussed around thendtion and fluidity of identity as artist,
entrepreneur and parent. Finally an insight anceeeldping understanding of the role of gender

within the careers of these graduates is provided.

As described in previous chapters, Strauss andit(tb98) suggest that in order to help make sense
of an often “complex body of data” (1998:251) tdphaid the structure and clarify what to include in
the writing up, the researcher should first develdplear analytic story” (1998:249),. This portioh

the findings is described in the final sectiontad ainalytic story:
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The complexities offender and gendered rolesire also apparent. The final part of this story
relates to how the participants experience thegara from the perspective of their gender.
Specifically a strong factor emerges relategarenting. This is not a straightforward case of
careers being sabotaged by parenting: in sevesabazhildren have inspired, made the need fo
create even more acute. A secondary aspect isdlerofe of the provider and the difficulties
that a career as a fine artist presents in th&nee. Workon identity is a recurring theme
throughout the analysis and emerges here again lwbkimg at multiple identities and
parenting.

Figure 8.1 Section three of brief analytic story

As with previous chapters, the initial focus istbe analysis process. The first stage within grednd

theory approaches to analysis is open coding. Becafl the emphasis of the study there was a
deliberate desire to seek opinions on the rolesofdgr. As with previous chapters, this was looked a
explicitly, i.e. participants were asked whethed an which ways gender had impacted on their

careers. The open coding process also drew out mlaed and unexpected themes.
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Figure 8.2 Diagram illustrating indicative open coes (relevant to ‘Gender’)

Figure 8.2 offers an illustration of the procesopén coding which relates to the themes and theory

building which takes place within this chapter. Tha@gram shows the process as a mind map.

The Nvivo software allowed the researcher to buifd the analysis by creating a hierarchy or
‘families’ of codes. This enabled the researchepegin to establish core categories within the open
coding phase and establish themes within thosegaa#s, for example Gender>Gender

roles>Parenting>Push to Enterprise.

The participants explicitly associated a numbeifaators with their gender, which the researcher
identified either, as having been highlighted witthe literature review or as deemed to be emerging
or new themes to the study. The participants hagranced a wide range of gender divides within

the working environments of a number of creativseigilines: these related to both male- and female-
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dominated fields. In some instances, the widelg veéw of the dominance of one sex over the other
in certain fields was challenged. One area wheseettisting stereotype held true, bar one exception,
was the role of parenting. Parenting and the impatiecoming a parent became a strong feature of
the analysis. Again there were surprises amongsketfindings. Although in some cases becoming a
parent presented a barrier, block or interruptioncareers, there were positive outcomes too.
Parenting, or more specifically motherhood, is Hhgitted within the literature related to

entrepreneurship as being a block to self-employrtidarlow, 2006) and stated to have an impact on

the types of business women run (Smith-Hunter, 2006

8.1.2 Axial coding

Within the second phase of the analysis (axial mgdihe researcher sought to find relationships
between the initial open codes. Figure 8.3 illussthe axial coding phase. The codes illustrated here
and discussed within this section focus on gerfumrever this is not to assume that the factors kvhic
emerged in the previous chapters are no longevaeteFor example, the ‘compulsion to create’ and
the issues and anxieties around running a busaresstill there (albeit not illustrated in this gliam).

Figure 8.3 highlights an additional layer of conxtje for some of the participants: the role of gend
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8.2 Gendered roles within the workplace: examplesdm various creative disciplines

Prior to the participants being specifically askdbut whether their sex had had any bearing on thei
careers, gender had already featured highly innteeviews. This offered rich insight into the raé
gender within the creative industries and acrosHipfel disciplines. A picture emerged of the types
of opportunity that were available, depending angbx of the participant and how they responded to

being either in a male- or female-dominated envirent.

Across the creative industries, there is eviderigender differences in terms of the types of thh

the different sexes are likely to take. The creathdustries in their widest definition tend torbale-
dominated, with as the sector skills set suggésisike the UK’s working population as a whole the
typical Creative Industry workforce is white, makgung and highly qualified” (Creative and
Cultural Skillset, 2010:20). A number of statistemphasise this, suggesting that within the creativ
and cultural industries women only make up 40%hefworkforce as opposed to 46% in the general
workforce (Skillset, 2008; 2010). There is evidetita senior and management roles tend to be male-

dominated.

8.2.1 Gendered roles within creative disciplines

An unexpected outcome of the study is the insi¢ddiged into the multiple sub-sectors of the creativ
industries. The participants’ careers had led tiremany different directions, but by and large they
had remained in careers related to or within onehef creative industries. As elicited from the
literature review and explained in the Introductitims study has used the widely adopted DCMS
definition of the creative industries encompassitigrteen unique sub-sectors: advertising,
architecture, the art and antiques market, crdéisign, designer fashion, film and video, interagti
leisure software, music, the performing arts, g, software and computer games, television and
radio (DCMS, 2001:5). Broadly speaking, the papteits’ careers were centred around one or other
of these sub-sectors. Table 8.1 offers insights anhumber of these different disciplines and [tesi

discussion of the specific gender issues associatbdhese. The chapter goes on to discuss inldeta
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the arts (as a sub-sector central to all of théigygants), from the different perspectives offeisd

the participants:

Table 8.1: Insight into gender issues across multig creative disciplines

Sector

Participant perception Discussion

Design and
Advertising

(Graphic
designer/ Graphig
design HE
lecturer)

Advertising, it's even wors
[than design], that's why
I've got a lot of respect fo

eA number of participants’ careers had had sh
into the design and advertising field at one ti
ror another; the majority of these were with

my  female colleaguesvisual and graphic design, with one particip
who've worked in making forays into furniture design. Both grap
advertising as a career, butdesign and furniture design appear to hav
they've sacrificed reasonably strong male dominance. The Ig
everything, they don’'t havehours culture typified in the film and televisig
families, they don’t haveindustry is also prevalent within advertising,
boyfriends and they had tahe participant suggests when they acknowle
give that up to get ahead [nthat for women to pursue a career within this fi
terms of their careers. they would be required to make significg
sacrifices: the suggestion here is that this is

Look, I'm alright, | have gay the same for their male counterparts
staff and I've always been

able to get on with womeninterestingly some areas of research point
who are in managementadvertising as having a feminine as oppose
apart from men women. It'smasculine working culture, albeit with mg
a strange one, ‘cause it'stending to take lead roles (Willianes al., 1999).
something that, well, I've Other interesting aspects of the graphic de
always felt that, ‘cause
can't do small talk with g One participant felt strongly that their sexuali
group of blokes, like evenas a gay man, was also a significant factor wi
creative always go back fohis career within graphic design and the :
football, they always go backworld. Their perspective offers interesting insig
to sport, they go back to, itlsinto the gendered position of both of the
just in the blood, kind ofdisciplines.

thing. | can remember
having quite heate
discussions with someo
who I'd class as a mentd
about how there are no gg

men in advertising, he wou o ] ]
turn around and say, putA trait discussed here is of women having

hang on a minute, my COI:fldOpt traditiona.IIyI masculil.ﬂe' behaviours .in qr
writer for 30 years was gayto get ahead within advertising. Besen hlghllg
and I'd go, one person, bitd long history of gendered roles, the domina

generally, students comin

This would indicate that graphic design is a v
gnale dominated and somewhat ‘laddi
renvironment, which it could be argued would &
yoe unattractive to female designers.

d

Iworld were the ‘laddish’ and macho atmosphe
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through as well, they'll gqg
towards illustration or

photography, or they’ll be in

fine art. You don't tend t
find a lot of gay graphig
communicators.

I'd pushed for, it wasn’
official, but | aired my
opinions | wanted positiv
discrimination and | wante
women in the new tean
They've actually turned oJ
to be more manly than me
‘cause they've come from 3
years of working in ven
hard, male dominate
advertising and  desig
agencies and they bring wit
them those copin
mechanisms an
methodologies.

(Partcipant 9)

workplace (Besen, 2007).

D

== o <

o

OO 5 o =

Publishing

(Journalist)

| mean, the thing abou
journalism, it's massively
democratic, it's not just fo
the boys, it's whoever ge
the story first is the winne
and that's it ... and so it's
completely even playing fie
and everyone is as nasty
each other as they are |
everyone else and it's almo
kind of beautiful in that, o

everyone  backstak
everyone else, regardless
race, sexual identity, cree
anything, you know, it’s jus
so no, really even playin
field.

As a journalist ... | think the
whole mode of operation is
very masculine one, thinkin
about it now. It's democrati

tOne participant spoke about the issue o
masculine environment in the journalism fie
r but women being very good at it. This particip

rfeeling was that the field of journalism that g
ahad been involved in (tabloid) offered a “lev
dplaying field”. On reflection, she considered tk
tohis was a masculine environment with won
chaving to adopt ‘aggressive’ characteristics’
sorder to compete for the stories. Ross (20
f highlights a long-argued view of a ‘mach
gulture within newsrooms; she goes further
ohighlight the influence this has, not only on thg
dworkers, but also on the actual content
,emphasis within the news broadcast :
gpublished (Ross, 2011:1148).
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actually, the way that yo
behave is quite aggressiv
its as if youre all on

testosterone night and day |..

and | don't mean that as
cliché, but it is, so maybe it’
kind of coming ang
rebalancing everything an
now it's about
acknowledging, actually,

don’'t need to work like thg
anymore really.

(Participant 2)

=

n 9

—

Television

(Commercial
promo
producer/director

All those trainees, we @¢
four new trainees, they'r
always men. We had on
nearly had one about thre
years ago, every other yeg
there's always been men. I
interesting, they might ge
some women in, you kno
who freelance, but that’
because they haven't got
get involved in the politics ¢
the company and they’ll jus
do trails and they’ll fuck of
at five, 'cause they've got |
pick the kids up, but there
not that many women. Out
about 30 creatives, there
only probably, there are les
than 10%, I'd say, arg
women.

You'll see more men up (
stage, it's a very mal
business, the creative sid
but the admin side, th
production corner, it's the
ones who actually do th
actual pen pushing, mone
things, they're mostl
women.

(Participant, 8)

=tA male participant’s career had been firmly ba
ewithin the world of commercial shorts. Here
edescribed his role as a ‘creative’, working for T
ecompanies creating video trails for televisi
rproduction companies. He noted that within t
‘dine of work there were very few female memb
2tin the teams of which he had been a member.
W,

s This disparity was highlighted within th
tditerature review. Although statistics remd
fscant, it would seem that within the film indust
sywhich shares some characteristics with televig
there is a tendency for gender roles to
csomewhat stereotyped. As established there
dJew women in camera, sound, electrical

peonstruction departments (the film industry)

gnore women work in costume, make-up

sscript development” (Skillset, 2005:12). It col
»be argued that this is the case within

television industry, too. Much attention both
the literature and in the popular press has foct

d
g
d

efocus on ageism directed at female presenterg

enewscasters, as well as an inequitable pressu

ewomen to be and remain youthful and attract
or as Jermyn highlights, “the double standard

eageing” (Jermyn, 2012:1).

/)(Nillis and Dex (2002) highlights a wide range
factors affecting particularly mothers workir
within television, for example the long-houy
culture, keeping up with contacts and netwad
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it all' and then feeling unable to give sufficie
attention to any area of their lives. Issues

prevalent to freelancers who might be working
short-term  projects and need short-te
extended-hours childcare (Willis and De
2002:139). It is worth noting that these iss
faced mainly by women with children are
unigue to the television industry: a number of
creative industry sub-sectors are characterise
project-based and time-limited work. H
example, the film industry (Blair et al., 2001
could also be considered exclusive in terms o
long-hours culture and project-based and o
location-based work, all of which could |
considered problematic for anyone with childc
responsibilities. It is evident through many of {
creative disciplines looked at here that won
frequently take administrative roles. Brow,
describes how within the BBC, an institutig
arguably, central to the UK television indus
there is “vertical occupational gend
segregation” (Browne, 2004:55).

continuing to pursue an ‘eighties’ ideal of ‘having

nt
of

childcare are also raised. This is particularly
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Art Therapy

(Art therapist)

| suppose the female thing
that its a ‘caring’
profession, there aren
many men working as a
therapists. | do feel that th
need for security is a fema
thing too, especially havin
had the children.

(Participant 7)

I've always wanted to be

good therapist, I'm no
interested in being :
manager, which is wher
promotions lie, this s

probably due to having sma
children which | feel is &
gender thing.

iFwo of the participants were working as
therapists. This does not strictly fit with any
tthe sub-sectors as defined by the DCMS by
rtworthy of discussion, as it is a related field itk
ethe sector and has strong links to the fine
graining. One of the participants (at the time
gwriting) has ventured into private work. Unlik
some of the other sectors and fields discus
here, art therapy is a female dominated fig

profession” (Kaplan, 2000: 13), and Hog
a(2007) reports that 70% of UK art therapists

t female.
3]

EHowever, the participants involved in this stu
describe a situation where they experienc
llkglass ceiling’. While the glass ceiling effect h

entrepreneurship (Orhan and Scott, 2001), the
a paucity of research to support this within

art
of
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I
art
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Kaplan describes art therapy as a “largely female
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! been highlighted as a push factor for female
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therapy. However the participants describe
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(Participant 4) situation with “little career progression, and a
recent decline in funding and management roles
are frequently male dominated”(Participant 11).

Table 8.1 discusses the experience of the partitspaithin specific sub-sectors or job roles within
the creative sector. The discussion locates thesengs within the context of the literature. These
findings highlight the gender differences withinese different fields and act as examples to
illuminate what is already known within the litewe¢. However, seeing these together also offers
insight into how these different fields compareod&ily speaking, it could be suggested that jobs
described as ‘commercial creative roles’ have ddany to be male-dominated, whereas jobs which

are ‘non-commercial creative roles’ - the art tipésh art teacher - appear to be female-dominated.

In order to succeed in some of these traditionderdaminated sectors, women have (anecdotally)
sacrificed having families. The experience and nlagen of the participants and qualified, to an
extent, through the literature, indicates that worhave had to adapt their behaviour, to be more
masculine, in order to succeed within design, atbieg, journalism and, to a certain extent,
television (albeit very few women are cited as ewarking within the production/creative side
descried here). There is a paucity of researchsadite creative industries, but specific sub-sector
have been examined, which aids our understandinigeoéxperience of womeRor example when
discussing fashion, McRobbie (1998) makes referéméemale fashion designers who run their own
businesses, as having to “postpone motherhoodiiriédy” (McRobbie, 1998:7). There are lower
levels of women running architectural practicespite almost equal humbers being trained (DCMS
2006:69). It could be argued that, as with othefgasions, there has been what Adkins (1999) refers
to as a ‘re-traditionalisation’ of gendered jobesal Banks and Milestone (2011) apply these theories
to the cultural industries, highlighting particdlathe new creative industries (i.e. the new media
sector). They suggest that women’s involvement athily and domesticity has left the way open

for men to exploit opportunities within this sec{@anks and Milestone, 2011). However, gendered
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roles are not straightforward, as established élitierature review, and both sexes are reluciant t
embark on non-traditional gender roles, with evigerihat women experience male-dominated

cultural references within many organisations (&%ar2002).

The sub-sector where the study offers most ingghthat is referred to by the DCMS as the arts
market. It becomes evident that for this cohortéhdpes seem to be an imbalance in terms of who is
able to participate and to take opportunities. Hoerethis is not as straightforward as ‘jobs foe th

boys'.

8.2.2 The arts market: careers within arts organisaons

The arts market is discussed from two perspecti@e® participant had spent a number of years
working in an art gallery another, worked and hadrained as a curator and is currently (at thetim
of writing) the director of a successful gallerydaarts centre in the South-West. The second
perspective has already been discussed widelyeiprievious chapter, that is, the arts market frioen t
perspective of the practising artist. This is ptke again in this chapter, but through the lens of

gender.

The role of women within the arts market (the redeer extends this definition to include roles
within arts management, art gallery ownership amatorship) has endured a fair amount of criticism
for being male-dominated at senior management.lé&#iough there appear to be large numbers of
women working within the creative and cultural isthies, there are fewer than in the general
workforce (Skillset, 2010; Dodet al.,2008). A female participant offered an interesfoegspective
which ran contrary to much of the literature incdissing how the art gallery and museum she worked
within had female leadership and a team of younig meéddle managers. The participant related this
to the male-dominated leadership discussed witierliterature, disputing that there was an issue an
citing her female boss. However, those who wereirgrin management were otherwise male

You know, she was very good, but she definitelyahigghe that she liked to employ and you

could almost clone them, they were so similar andve had quite a lot of men in the
position, but she was the Director and not a lotredidle management, but she was at the top
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and then most of the middle management were mem,ittvas really mixed actually in that
particular museum, but yeah, it's badly paid. (Reigant 5)

Another participant who also had experience of wigykvithin an art gallery environment also cited
the low pay and low skilled jobs held by women.
I think being a woman in this field and knowingsthrea of work is much, there's many,

many more women working in this area than thereraem and there's many more female ...
administrators than there are men. (Participant 2)

In most instances, participants were able to tliinkxamples of women working as managers within
art galleries, while still acknowledging that thevas a tendency for women to reach a glass ceiling
within arts organisations:
Most arts organisations, | think you'll find mor@meen working ... in the gallery sector side
of things and then there's like the hierarchy ... tibe of the tree kind of thing, the bigger
posts still seem to be male dominated, but havaid that, there's a significant amount of,
and I'm thinking about London again, arts organisas there, middle scale really, like

Whitechapel, South London again, the prominentréiguhe Director there is female.
(Participant 7)

An interesting perspective offered by the same fenparticipant, who herself was working as a
gallery director, was that perhaps, it was the obldirector that may be unattractive to women:
| wonder if it's also to do with the actual roleedause with each institution and like curating
itself is so different to being that of a Directarhich is what's happening to me, curating is a
creative process and Director, which this role tHatdo now is a mixture, Director's

completely different and | don'’t really want to dolot of the tasks that come with that.
(Participant 7)

Insight is offered through research carried outhmsy ‘Cultural Leadership Programme’ which cites
that there are far fewer female leaders withinstbetor than male and the proportion of mixed gender
management teams within the sector is only 12%passed to 39% in the general workforce (Dodd
et al., 2008:8). Adams (2010) points out: “as in musewvanen disproportionately occupy lower-
paid, lower-status jobs, shoulder much of the burdfeteaching and administrative tasks, and have
difficulty achieving promotion to senior posts” (Achs, 2010:39). Adams was looking in detail at the
high-profile issues surrounding Elizabeth Estevdl;Goho was Director of the Victoria & Albert

Museum (V&A) in London from 1987 to 1995 and higjfited a male-dominated, socially elite and
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patriarchal system which potentially led to herigeation (Adams, 2010:28). However, a different
perspective offered by the participant is that ppshin addition to the established gender inedesyit

the management roles are perhaps perceived tsbiidgently creative and so also lack appeal.

8.3 The arts market: careers as artists

8.3.1 Fine art education

This section starts with discussion related to piheticipants’ education and the attitudes towards
gender which may have contributed to the formatérthese individuals sense of themselves as
artists. One interesting aspect which arose wasxalicit reference to dismissive attitudes of male
lecturing staff towards women as practising artiggsnumber of the female participants made
reference to either an explicit or underlying geridealance in terms of the teaching staff, as asll

some dubious attitudes towards female students.

The participants were not asked about their expeei@f education from a gender perspective, so the
responses below were either embedded within theestor formed part of their response to the
question of whether they felt gender had impactedheir careers. This first extract suggests that a
the time (1991-1994), lecturing staff might sti# barbouring some rather patronising and outdated
attitudes towards the role of women as artistsstindents of fine art:

| thought he was quite a good lecturer tutor, betdaid that it wasn’t long ago that women

came to art college to find their husbands, thattsat he said, which was like, oh okay then,
but he was saying that as a part of a discussiah) thought, oh gosh ... (Participant 5)

A secondary element is the role of women as lengustaff. The researcher’s insider perspective
offers some insight; during the first two yearstlod course there were no female lecturers. Students
(including the researcher) made efforts to redtifg, through discussion with student represergativ
who raised these issues at faculty/student meetingss seen by some that there was a need from a
social, ethical and gender equality basis to hawvmee representative staff. The male-dominated staf
were also considered as not being empathetic Wwahfdmale position and their sometimes feminist

work, and potentially insensitive to the personalune of some students’ wordit should be noted
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that by the time this cohort were in their finabyea number of female staff had been recruited and
were working across the different fine art discipB.)
The fine art course was quite brutal. The headulestsaid to me that | was ‘adolescent’; it
was all very male-dominated in terms of the lectgrstaff. | was doing sculpture and making

quite personal things and could probably have b#&edf from some female tutoring.
(Participant 6)

We didn’t even have any women lecturers there adid complain about that because my
work was being marked by men. (Participant 3)

These extracts illustrate the situation withinpleeiod of this cohort’s fine art education. It cdie
argued that the situation may have been symptorohiis time. For example recent revelations
related to the Savile enquiry highlight a latend &rstitutionalised sexism (O’Carroll, 2012). This
could be described as benevolent sexism, whictifevehtiated from hostile sexism “We define
benevolent sexism asset of interrelated attitudes toward women @hatsexist in terms of viewing
women stereotypically and in restricted roles hat &re subjectively positive in feeling tone (floe
perceiver) and also tend to elicit behaviors tyihjozategorized as prosocial (e.g., helping) or
intimacy seeking (e.qg., self-disclosure)” (Glidaldfisk, 1996: 491). This type of sexism often has a
positive face but has been identified to underminenen’s self-esteem and confidence, due in part to

its patronising nature (Dardenetal.,2007).

Dalton (2001) highlights that there is a paucityregearch examining the role or importance of arts
education, suggesting that maths and sciences iaen gignificant importance. Perhaps the
underlying point here is that some types of edocatire quantifiable in terms of their financial
capital, while cultural capital is largely ignordthwever, arguably, most industries owe a significa
debt to the arts, although this is rarely acknogeti(CEBR, 2013). This has been a feature of recent
discussion in the popular press and amongst academmghlighting the plight of the arts, citing
continued cuts to arts funding while cultural exparontinue to deliver financially (Toynbee, 2013),

while in secondary school education the threatrt® @urricula has been highlighted with the attempt
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by the current administration to introduce the EsigBaccalaureate, where educationalists opposed to
its introduction suggested thate felt that their introduction could lead to adwier system, where
arts and cultural subjects would be learned throagtdifferent and less important type of

examination” (Cultural Learning Alliance, 2013: vedie).

But from a female perspective, there are furtheplications: “there has been little attempt to
understand art education’s place in relation tovtttker social contexts of the family, productiverko
and consumption or to see how girls’ art educatelates to women’s contemporary art practice”
(Dalton, 2001:6). Burgess and Reay discuss the iitapce of being aware and engaged in the
discourse of how art education is taught, sugggstiat “the underpinning needed is one that indude
a critical evaluation of deeply embedded existifggdrchies of knowledge within both the world of
art production and the world of education” (Burgessl Reay, 2006:74). The following comment
from a participant who has recently participated imaster’s course within an art school environment
suggests that many of these same issues are ifgillhere she is discussing how to manage
communication within that environment with maletieing staff, also highlighting that as women
age another set of issues emerges:

We either talk like men talk and come across in ey and basically, don’t mention the fact

we’re struggling with our childcare and we’re stigling with this, we have to pretend that

we don’t have family commitments, or we just keepushing it into people’s faces and just

say that’s, but unfortunately, it's hard to do, whgu reach a certain age, you stop being as
visible, you know, a woman of 40 years. (Particigan

It could be argued that the fine art educationfoeoed gender stereotypes with the arts world.
Previous studies have highlighted a charactenigtart and design education being that lecturess ar
frequently practitioners. Carey and Matlay (2007ighlight this from the perspective of

entrepreneurship and argue that these ‘pracadenuvedt! act as entrepreneurial role models, on the
basis that they are likely to be self-employed anddmall business owners. From a gender
perspective, it could be argued that in a male-dated teaching staff, these role models were simply

not there for the female participants of the study.
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8.3.2 Careers as artists

This lack is, however, not reflected in the attesrgotd persistence of a number of female particgpant
in pursuing their careers. For the most part, #mdle participants had a greater interest in riigin
their artistic practice. In nearly all (10 of 13ses, the participants had a career or professikad

to their studies or practised art and, as estadlistine majority still had a strong compulsion rteate.
However, there does seem to be a gender splitrimstef the artistic pursuit. A key finding is the
female participants were more inclined to be makingand seeking exhibiting opportunities in
addition to their day jobs, whereas the male paditts appear to be more likely to pursue their
creative ambitions within their jobs. Again, this an observation of this cohort and not a
generalisation about all male and female fine addgates. Figure 8.4 illustrates a scale of
involvement in fine art practice based on the pgetioa of the participants and the degree to which
they have remained practising artists. The chansab categorise the participants in terms of their
sex, involvement both as practising artists, asd #ieir day jobs, in terms of how they make antjvi

and how closely their living is related to fine practice.

H Male Female
3
2 2 2
1 1 1 1
Not related career + Not related but Highly related Related career + Arts practice
No arts practice  some arts practice career no arts some arts practice
practice

Figure 8.4 Scale of involvement in fine art practie by numbers of participants and gender
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The participants had various jobs. The majorityemerolved in a role linked to the fine art field.
Some had had careers in other creative disciplimeshad moved in and out of the practising arts
world. It should be reiterated that a clear featfréheir careers is that they tend not to be stdthe
majority move between their paid work and theis gntactice. Through questioning the participants

about gender, some interesting aspects emerged.

A key finding is that there appears to be a tengdoc the female participants to have a stronger
tendency to continue to pursue their art careeikead to this is a relationship between their cardah

arts practice and being or becoming a parent. Rerfémale parents within the group, parenting
provided a boost to their artistic ambitions. Asritified within the coding phase of the analydisre

was a suggestion that becoming a parent was admoéror a ‘block’ within the careers of some
participants (particularly female participants). wéver, it would appear, although not easy, that
parenting also acts as a motivator for artisticvdgtand that potentially the forced career break
offered those individuals an opportunity to re-fedheir careers and re-engage with their artistic

endeavours.

While the men in this study generally made vemjelimention of their children, there was a sena¢ th
their role as ‘provider’ (see Section 8.4.2) hagtrang influence over the career decisions theyemad
Potentially the lack of break within their caredr,could be argued, led to less opportunity for

reflection and then re-focusing/attempting or releléshing artistic pursuit.

8.4 Parenting and career

Parenting remained a dominant theme throughoutinterviews; however, this was far more

prevalent amongst the female participants. Theofadllg section details the role and impact of
parenting on the participants from a number of pestBves, first the female perspective, then the
male. The discussion is then developed to loolkatimpact of parenting on two core areas of this
study: entrepreneurship and arts practice. Thidiaseds concluded with an extension to the

conceptual model which has been developed througbloapters Six, Seven and now Eight.
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8.4.1 Female parents’ perspective

| meet women at baby groups and the women doR'atabut their careers, they focus on and

talk about their children, it's like the babies lagte the project. (Participant 10)
Part of the rationale for looking at this sampleugr, as described within the methodology chapter,
was that they would be reaching middle age. Witthkdates between 1968-1972, they would (at the
time of writing and analysis) be around the 40 ya@drmark. The assumption of the researcher was
that by this age most of the participants wouldeheither had or considered having children, and if
they had had children, their impact would have bie#nby the participants in terms of their career.
Of the 8 women who participated in the study, all tvo had children and one of those had a step-
child. Of the 5 men who participated, all but orsel kchildren. In all cases, the female parents én th
group had been the primary carer for their childeerd in the case of these women this had led to a
period of maternity leave or absence from work. s@me of the women, this had led to prolonged
gaps in their career, for others a change of catédike the male participants, the role of paneas

discussed and featured heavily in their stories.

Whatemerges is that parenting affects careers witlgrcthative industries, specifically the careers of
fine artists. This is particularly pertinent to wem and there were multiple occasions where ths wa
described by participants. However, it is alsordluencing factor with some of the male particigant
Here the issue is slightly different, and thereeswp to be a link for some men in terms of 'being a
provider'. This is less directly linked to the a€tstaying home and looking after children and more
closely related to being ambitious, or the ambgiof the partner/wife on behalf of the man. While
these findings are not surprising, the novel asigatte ways in which parenting affected careehg T
following discussion explores male and female perSpes on parenting and its impact on

entrepreneurship and artistic pursuit.
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8.4.2 Male parent perspective — man as provider

Although parenting was primarily a feature of teenfle participants, in the respect that they spoke
about it the most, this did highlight the role m@ay within family life. A key finding through the
research, which was unexpected to the researclasrihat for all the confines and restrictions which
the female parent participants experienced, thex® an equally restrictive situation for some of the
male participants. While some of the female paréinis experienced a situation whereby their role as
a parent meant that they experienced prolongeckicareaks or required jobs that provided flexible
working hours so that they would be able to devimbe to their children, the male participants gelt
different sort of pressure: the pressure to provideestablished in previous chapters, fine anbisa
career that offers much in the way of job secuoityfinancial reward (for the majority). The male
participants were more inclined to talk their rakea provider either to their partners or as parent
Constantly, I'm in turmoil, constant turmoil, nainstantly, but | lived in periods where I'm
really self-doubting and thinking, what the hell amloing ... |1 should have a proper career
and | should have tried harder, | shouldn't havenedine art at university, | should have

done at least something like 3D design or somethingp | could have a career. (Participant
1)

The girl that | lived with, she just couldn’'t undeand why | didn’'t make, | don’t know, she
was kind of pushing me to try and do something ékemaybe change to be an architect or
something, something like that, so it put a latat of strain in that relationship. (Participant
1)

One observation made of the male participants, laigblighted at the analysis stage, was that the
male participants, 5 of 6 of whom had children,ebamentioned their role as a parent or their
children. Perhaps this next comment highlights gy might be the case:
| think there's a real pressure, especially maybe rhen, not to kind of let their family
interfere with their work. (Participant 3)

It's really difficult and 'cause I've got a six ntbrold baby and a three year old daughter, you
know, weekends are obviously eaten up and it's dfigult. | am going to see about a job

this weekend and that really, | mean, if that wowtatk out totally to satisfy me, my creativity
and using my skills and getting paid, if all thautd come together, that would be brilliant.

(Participant 1)

It's a worry, trying to make money from being creat (Participant 13)
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8.4.3 Parenting and entrepreneurship

An unexpected aspect of the study was the link éetwparenting and entrepreneurship. Within both
the literature review and the previous chapter Wwhacused specifically on entrepreneurship, push
and pull factors were discussed. For those in thdyswho had children, particularly the female
parents, there appeared to be a link betweendtatirs as parent and their uptake of entreprenpursh
This is not to say that the male participants weyeentrepreneurial, more that their entrepreneuria

activity was less linked to parenting, and willdelained later in this chapter.

First, then, motherhood is discussed: this is amrgimg field within the wider entrepreneurship
research community. A useful study provided a nemméwork with which to consider female
entrepreneurship. Brusket al. (2009) discuss motherhood as a “metaphor repreggntie
household/family context”. Having established ttias context might have more impact on women
than men, and adding to an existing framework afepmeneurship, the 3M model made up of the
constructs market, money and management, they ajgmetlthis model further to make it the 5M
model, adding motherhood and macro/meso factorsnpsrtant considerations when looking at
female entrepreneurship that should be taken ordlwlaen interpreting data on female entrepreneurs

(Brushet al.,2009).

A recently adopted term for mothers who are enémegurs is the ‘Mompreneur’ (often referred to as
a Mumpreneur in the UK context). Nef al. (2007)identify the ‘mompreneur’ as significant in that
“their motivation is the altruistic desire to crea better environment for their family and overall
community” (Nelet al., 2010:7). This may seem a bold generalisation tlberte is some resonance
with some of the female participants within thedstin terms of seeking a means to have a work/life
balance. Mompreneur is the name given to a US-baskde support network. The literature in this
area points to mompreneurs frequently choosingitohusinesses which are focused on mother and
baby/child products, where perhaps they have ifledtia gap in the market. However, it is
acknowledged that “mompreneurs operate across @rgpeof markets and domains” (Net al.,

2010:12). It is evident from the participants aststudy that parenting has had an influence dwair t
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need/desire to ‘go freelance’/self-employed andobrex; arguably, entrepreneurial, as the following
female participant indicates:
Particularly since I've had children, I've beenrtking about kind of trying to develop some

more private work as an art psychotherapist and koow, I've sort of made little headways
into it. (Participant 4)

However, strikingly, the following quote is fromnaale participant, suggesting that men (or at least
men pursuing a career within fine art) are also @owpd by parenthood in terms of their
entrepreneurial activity:

Yeah, she will be back from maternity leave, se ithiforcing me more to go self-employed,

so | can look after my son, if you like, two dayseek, three days a week, so | suppose that
links into it somehow, somewhere. (Participant 1)

This perhaps points to the difference of this grawer others. As previously discussed within
Chapter Six, they have a strong desire, a compuyls@mcreate; in Chapter Seven it was established
that their careers, structures and types of woek femught with anxiety and repeated attempts to
establish themselves as artist, and that gendtadhg has been a tension between making money and
making art. In some instances, this has led indaisl into situations where they are perhaps not as
financially secure as they would be had they putsaalifferent career. This explains the situation
described above. It could also be argued thatdhisst symptomatic of a current trend highlighted

the popular press towards women out-earning treinprs. In the United States, 33% of wives out-
earn their husbands, an increase of a third sii8& tvhen just 24% out-earned their husbands (DoL,
2008). However, in terms of this study it would eppthis is somewhat of a red herring: although it
appears that a similar proportion of women in thi€ tut-earn their husbands, the situation is
complex. For example: “59 per cent of men, but @89yper cent of women were employed full time;
26 per cent of women but only 6 per cent of menevenployed part time; 14 per cent of men were
self-employed, but only 5 per cent of women; angé&fcent of women were ‘inactive, looking after
family or home’, but only 1 per cent of men” (Gonerent Equalities Office, 2010:21). The statistics

offered here by the Office of National Statistieveal a situation which is relevant to those of the
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majority of female participants in the study, tleey have had children and have taken a careek brea

and/or returned to work part time.

The literature relating to fathers as entreprengemsgls to concentrate on areas connected to family
business, business succession and the role ofrdatki¢hin firm leadership, as opposed to the
literature on female entrepreneurship which, ascriteexd, has a heavy focus on the use of
entrepreneurship as a means to work/life balancepaventing as a push/pull factor for female
entrepreneurship. Perhaps this is because, as &ideimi (1999) describes, that entrepreneurship
itself is gendered. It is considered male/masculam as such, male entrepreneurship is the norm
(Marlow, 2002) and female entrepreneurship the h@»ees this link with questions about creativity
being gendered, too?

| returned in 2009 to open a bakery/cafe. The nwae predominately motivated by lifestyle

choice and a desire to give the kids a great ptaagrow up. (Participant 13)
The extract above is the one instance where a paateipant linked an entrepreneurial career choice
to his role as a parent, i.e. being pushed intcepreneurship. However, what this also revealkas t
the choice of entrepreneurial activity is outsideéh@ creative industries. This suggests that fteed

to provide’ is stronger than ‘the need to create’.

8.4.4 Parenting and artistic pursuit

The participants frequently spoke about a desireotdtinue making art throughout their careers. In
some instances, there was more of an incentivaddupe art work when there was limited time.

Participants suggested that they became more ecoalonith their time.

It is evident that parenting has shaped the careketbe participants more generally (as well as
specifically in relation to their arts practicehistis discussed in more detail later in this cegptfor

example, one participant’s parenting choices hdshkr to work within a job share. This was not
always a negative situation, albeit financially sias less well-off and was then in a situation of

earning far less than her partner. However, it alsited her at the time, and freed up her time to
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pursue other (creative) work. A secondary aspedhisf was that she was again in a situation of
having a more varied, portfolio career.
| suppose, in a way, the gender thing, | meanthing is | wouldn't have had the exhibition
last year if | hadn't gone part time and | had madime to do my own work, so that’s, in a

way, a positive thing, because most of the ariistbe exhibition were, I'd say 80% of them
were mums doing their work and they could findttime. (Participant 5)

For one participant in particular, there was a ifiggnt period of parenting. Following 10 years of
childcare she experienced some negative feeliregspptions she had of herself and imagined others
having of her owing to her lack of paid work. A ¢iomal compromise in her life has in turn created
some tension now that she is picking up her caagain. It is important to note that she has very
positive feelings towards her family and her radeaamother, but also was reluctant, initially, ® b
involved in the study owing to her perceptions ofvrher choice to parent would be seen:

Yeah, you can see it as a, but it's almost likedp@isleep, in a way though, ‘cause you kind of

wake up and | mean, I'm 40 this year and you jusk land you think, where did that time go,
where did it go, that 10 years, | just can't bediét (Participant 7)

Partly it's my own lack of motivation but over tlast couple of years it’s increased the sense
of loss and | really feel like | need an outletaffitipant 6)

It can push you on, but you've got to be carefultoget stuck in, you know, it’s hard to not
get, because your role models are the women tlaeound you, it's quite hard, because of
course, when | decided to go back to college, #wpfe that | was mixing with, lots of them
didn’t have degrees, they weren't professional feeop (Participant 9)

It is also worth reflecting on how a person paresttapes their careers more generally. For example,
the female participant doing a job share and hatimg to pursue her artistic endeavours suggests a
link back to portfolio careers. It also points tnee of the areas around parenting offering space to
reinvent or pursue different careers following thitial childcare years. This suggests that for the
women, perhaps more than the men, taking a traditimothering role (or taking an interruption from
work) offers the opportunity to re-explore theitistic life, whereas the male participants, althoug
generally there has been greater opportunity toeldev their careers, are potentially more

compromised in terms of pursuing the low-paid gttan.
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An American study of female artists who were alsaihrers reveals a number of factors which concur
with some of the findings of this study. Links anade between the artistic productivity of the &stis
being dependent on a number of factors includirgelf-discipline, financial support, spousal
encouragement and support, childcare respongsilitjob demands and access to artistic
materials/equipment and workspace availability” iskhenbaum and Reiss, 1997:262). They also
highlight the links made in the previous chaptethi$ study around the tension between selling work
and building self-confidence. Likewise, the absen€esome of the previously mentioned factors
affected women artists’ productivity, self-esteemd &ime to devote to their artistic endeavour.
Krischenbaum and Reiss (1997) are keen to estabigghwhile these tensions did exist there was no
sense that the participants of their study in amy wegretted having children, but that “all looked
forward to a time later in their lives in which atilehal hours could be devoted to their art”
(Krischenbaum and Reiss, 1997:263). Another stadigihg at female artists (not necessarily parents)
identified a key theme of women feeling torn betwéhe needs of self and others ... most torn and
struggling to balance their need to have time altmedo creative work, with the needs and
expectations of others. This was especially truettie mothers” (Brooks and Daniluk, 1998:252).
This resonates with the view of the following peigant, who had spent a considerable portion of her

adult life looking after her three young children:

Well and also, can you imagine what a kind ofpif’'ye never had to sit on your hands, when
your hands are free, like | had 10 years and | daiildo, | did odd bits of drawing and odd

bits and pieces... the minute my last child, wersctwol, that was it and it’s like you're just

now, you have this huge driving force which ise Igot to make up lost ground, | want to
achieve and | now know what | want to achieve amd lyave this big push from yourself.

(Participant 7)
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Figure 8.5: Stage 5 of the model: gender considerahs within the careers of fine art graduates

Figure 8.5 provides the fifth stage of the modehfeleveloped throughout these chapters of
findings. Here the male and female perspectivelded with all the existing tensions and motivatjons
the same compulsion to create, the same anxidi@s aelling work and feeling ill-equipped to do
so0, yet now with the added gender perspective. idislayer adds to the complexities of careers for
fine art graduatesey findings have emerged: for the male participaoareers are shaped by
additional pressure to provide this offers greapgortunity to develop a career and there is less
likelihood of career breaks. Linked to this, howeve less opportunity to reflect which arguably
curtails or compromises artistic (creative) endeasoMeanwhile the female perspective involves

facing (creative industry) working environments @fhare frequently male-dominated, characterised
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by long hours and seemingly less tolerant of canessks and motherhood. However, for the female
parents in the study, childcare and becoming anpdras also presented both artistic and
entrepreneurial opportunities. It has in many inets acted as a catalyst, an opportunity for rifiec

to rediscover or motivate their artistic activiBegardless of whether or not parenting is an issue,
there appears to be evidence that the female poguiaf the study are more concerned with retaining

their artistic practice.

8.5.1 Gender, parenting and identity

The incidences where participants exhibit enteimyisbehaviour or are propelled to/pushed to
enterprise due to parenthood suggest a benefavimdp children in terms of it leading to enterpntgi
and artistic activities. Participants, particulddynales, discussed parenting in terms of an oppibyt

to resume their artistic practice. But how doegpting impact on their identity? Earlier in thig#s

it was established that many of the participarnitiscsaved and pursued an artistic outlet, and tbat
an extent they had retained an artistic identitygjiter Six). Subsequently, it was establishedttieat
realities of having a career as an artist weredilvith tensions related to the commercialisatibn o
work, with regards to how entrepreneurship andrprite were experienced (Chapter Seven). Both
chapters included discussion of identity in relatio artistic and entrepreneurial identity and the
tensions of the two. Within this section, the d&sian of identity is developed to include another
strong feature of the findings: the impact of gerated specifically the gendered role of parentind a

how this shapes and informs identity.

Rouse (2008) provides a useful starting point @mtidy, parenthood and entrepreneurship. She writes
from the perspective of the pregnant entreprersaud,advocates considering how the body physically
experiences. She discusses the ‘embodiment ofpeatreurship’ in terms of embodying the ‘ideal
worker or the ideal entrepreneur’. This raises almer of interesting points in terms of how the body
informs identity. This work on pregnancy argued tha pregnant body does not conform to what is
generally perceived to be the ‘ideal entrepreneaniter’; moreover “pregnant women are confronted

with gender saturated ideals about what it is ttobee a mother” (Rouse, 2008:7). This suggests that,
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while pregnant, women are adjusting their identityconform to what they perceive to be the
maternal, nurturing characteristics of motherhoathile highlighting the issues of pregnancy and
ideals surrounding the ideal entrepreneur, thiskvadso indicates pregnancy as a transitional phase

and identity shift from one role to another.

Research related to the workplace more generaByeingendered discussion related to an apparent
trend of professional women exiting the workplat@ider to bring up children. Hamilton-Volpe and
Murphy (2011) discuss this from the perspectivédehtity. They argue, amongst other things, that
identity is frequently shaped by others, and tliat, example, a woman’s “sense of self and
relationships with others impacts on career behasgio(Hamilton-Volpe and Murphy, 2011:58). Of
interest to this study, they go on to make a cotimedetween the strength of a woman’s connections
and networks, be they home or work, that strengttegrnidentity and commitment to a given identity.
It could be argued that this embedded-ness inigeeatdividuals of their professional, artistic or
parental role may have had a bearing on the cargeomes of the participants. Another perspective
is offered by Ibarra and Petriguneri (2010), whoeadep existing frameworks used within identity
research to include ‘identity play’: “ldentity wodnd play have different purposes. Whereas, identit
work fundamentally seeks the preservation of exgstidentities, or compliance with, externally
imposed image requirements, we propose that igemtity is concerned with inventing and
reinventing oneself’ (Ibarra and Petriguneri, 20140). When discussing the exit of women from their
careers, Hamilton-Volpe and Murphy (2011) presemtoglel which highlights a trade-off in terms of
the perceived benefits of continuing to work, reddrto as “identity and social networks cost and

benefits to career exit” (Hamilton-Volpe and Murpp11:61).

Brown (2010) highlights a disparity between womepésception of their situations and perceived
opportunities. She argues that even when empldyars ‘family-friendly policies’, women chose to
slow down their careers because of motherhood.|&imi Ayree and Luk (1996) highlight that
women tend to balance their family and work lifentlties, trading one off against the other. When
looking at the work and family identities of mendawomen in dual income households, they found
that “family identity was significantly negativehglated to work identity of women but not to the
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work identity of men” (Ayree and Luk, 1996:480).i3lview resonates with the findings of this study.
The female parent participants spent a great desk rtime discussing their children. Work/life
balance issues were far greater amongst the fepaafieipants, and this arguably had had a negative

impact on not only their work practice, but themn identity.

8.5.2 Attistic identity and parenting

As established, much of the literature points,dnisally, to the role of the artist and arts edigrags
a masculine and male domain (Dalton, 2001). Braig Daniluk (1998) highlight a core issue for
woman artists in ‘assuming the identity as artisthumber of factors contributed to this, for exdenp
inhibitions, a sense of what would be deemed apiepin terms of their gender, and whether or not
they met “internal or external criteria to be calesed an artist” (Brooks and Daniluk, 1998: 253).
| carried on drawing but ... | don't think it's pob#¢ to be both at the same time when the
children are around, it's really hard for me to tii like an artist, like | think you need time

on your own and | really wanted to be a completé was really important to me to be the
best mum | could be. (Participant 3)

However, if the participants of the study are repreative of ‘creatives’ generally and fine art
graduates specifically, it could be argued thatehe another dimension. Fine art graduates might
have an entrepreneurial identity, and most likelyehan artistic identity, which also has to be jadg
alongside other multiple identities (family andesan). As identified in earlier chapters of thisdise
artistic identity is not as straightforward as arkvadentity. Arguably, these individuals have a
different relationship with their artistic activitthsomuch as it is an extension of themselvesyma f

of self-expression and linked to a compulsionpippears that when this compulsion is forced to stop,
it acts as a pressure cooker. This leads to twenpiat outcomes: on the one hand confidence is
knocked and identity as an artist is challengedt Bsi described previously, there is also the
opportunity to take stock, to reflect and to patht reinvigorate artistic ambitions and eventyall
identity, particularly for the female participant/omen’s creative identity formation is a “long,

difficult and non-linear process”, particularlyvitould appear for those with children (Brooks and
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Daniluk, 1998:256). These multiple identities dhestrated in the fifth stage of the integrated mlod

as illustrated in Figure 8.5.
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Figure 8.6: Stage 6 of the model: Multiple identits’

8.6 Summary and conclusions of chapter

This has been the final chapter of findings. Buitdion the previous chapters, it has offered insight
into how gender has impacted on the careers oétfies art graduates. This insight has provided an

additional layer of understanding and insight itite career outcomes of these individuals and offers
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some suggestion for research into the field of geohd entrepreneurship in the creative industries.
The chapter started by offering insight into subt@es across the creative industries with which the
participants had come into contact. What emerged imsight into, for the most part, a male-

dominated and often masculine environment where evexperienced glass ceiling issues.

Key findings emerged in relation to the impact efemting on both male and female participants.
Some of these are unexpected; for example, theléepaents tended to find that their maternity
leave and time spent bringing up children offeredoaportunity to reflect and sometimes re-start
their artistic endeavours. Male participants, witilehe main experiencing greater career prograssio
and fewer breaks in their careers, arguably haal r@sult less opportunity to stop, take stock a@ad r

engage with artistic endeavours.

Identity formed another strong link within this gher, this time the multiple identities of the siti
sometimes entrepreneur, career and parental igentte being juggled by participants. These
findings have helped to inform the emerging intégeamodel illustrated in Figure 8.5 and 8.6. and

leads to the final part of this thesis: the conidus.

220



Chapter 9: Conclusions, recommendations and refleidns

9.1 Introduction

This is the final chapter of the thesis, providoanclusions of the study and recommendations from
this research and for future research. As thideas a study with such a high level of reflexiatyd
insider perspective as well as conclusions and mewendations, this chapter provides a final
opportunity for reflection. Consequently, the cleasys structured by following and responding to the
original aims of the study. The first two aims aesisited in order to demonstrate how these were
approached and met through the research processxémple, the interdisciplinary nature of the
study, which was reflected in Aim 1 and exploredhim the literature review and embedded
throughout. Second, and in response to the third aisummary of the findings is provided, and
conclusions are drawn. Third, the original conttid of this study is detailed in response to the
conclusions and findings. Fourth, recommendatiorsoéfered, both in terms of those linked to the
findings and recommendations for future researcithiw'this section, the limitations of the studgar
discussed. Finally there is a section of self-cdften which provides insider perspective and dgtail
the reflexive nature of this study. Reinharz (19@vovided a framework to aid researchers in
understanding their role within research. Refertimgmultiple-selves within the research field’,esh
acknowledged how each version of one’s self impaatgshe outcomes of the research. (Reinharz,
1997:5). This, along with the four types of refley identified by Dowling (2006) have been drawn

upon within this final reflexive piece.

9.2 Research aims

The original aims are revisited and are usedeérnfoelowing section to help to frame the portiontlus
chapter concerned with the findings, conclusiond eontribution to knowledge that have emerged

through this study:

Aim 1: To consider and develop an understanding of tleeature, research and policy

context associated with this field of study.
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Aim 2: To develop an appropriate methodology in ordecapture the career destinations,
choices, opportunities and outcomes of a samplernéle and male graduates who graduated

in 1994 from the same creative discipline course.

Aim 3: To carry out an analysis of the gathered datarderoto identify common themes

relating to gender and entrepreneurship withinctieative industries sector.

Aim 4: To carry out a qualitative exploration of the tiglaship of gender on post-graduate

participation in creative industries entrepreneigrsh

Aim 4 led to the development of five distinct resdraobjectives. These are discussed in the section

‘Contribution to knowledge'.

9.3 How aims 1 and 2 were met

Aim 1: To consider and develop an understanding of tleeature, research and policy

context associated with this field of study.

This was an interdisciplinary study. The initiatioaale for the literature review was to examine
where three disciplines: entrepreneurship, genddrthe creative industries, converged. The review
took a three-stage approach: each discipline wpkeed individually, then where they overlapped,
and finally where the three converged. As antiggatimited literature existed relating to all tare
However, by piecing together the research relaiaditious sub-sectors, a picture emerged, and based
on this some assumptions related to the study domilchade. For example, fewer women worked in
the creative industries and they were less likelpé entrepreneurial, what was unclear at thisestag

was why?

The literature review highlighted the inter-relaship between the three themes of gender,
entrepreneurship and the creative industries, aigiolicy and industry context provided through the
literature review and the examination of the ecoicowalue of the sector explored. Several key

factors emerged. It is increasingly evident thatghctor is very complex in its make-up. The thinte
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unique sub-sectors have their own characteristic @hallenges, and within these there are a
multitude of different genres and sub-cultures, cuhiesearch tended to reflect. Common ground
across these sub-sectors was identified, includiegprevalence of self-employment, long-hours
cultures, and male-dominated lecturer/practitionmtentially acting as entrepreneurial role models
within higher education and the specific importarafefriendship and networking to business

operation.

From the various studies discussed it is clearetlzee fewer female creative sector start-ups and
fewer entrepreneurs than might be anticipated.ridiare of the sector created additional difficgltie
for female entrepreneurs, especially those withdnamd childcare responsibilities. The importance of
social networking and social capital was stronglji¢ated both as a barrier and opportunity, this wa
borne out within this study, for example when loakiat the relationship the participants had torthei
own networks and the ‘art world’ (see Chapters&ig Seven). The interdisciplinary approach to the
literature review yielded useful insights which bBavo an extent, provided useful context to this
study, and as such, Aim 1 was met. As to the questewer women worked with in the creative
industries and they were less likely to be entnepueal, what was unclear at this stage was why?”,
while the literature review provided a good groungdfor the study it also helped to illuminate the
area where the findings from this study could.Bt the field where gender and entrepreneurship are

experienced within the careers of fine art graduate

Aim 2: To develop an appropriate methodology in ordecdpture the career destinations,
choices, opportunities and outcomes of a sampleroéle and male graduates who graduated

in 1994 from the same creative discipline course.

The sample group selected for the research washartcof graduates who had studied with the
researcher. The rationale was that the researchesider perspective would help to facilitate the
interviews and data gathering process. The actoalpgrepresented a cohort from a UK HEI who had
graduated in fine art, arguably the least vocatianaerms of jobs, of the creative industrieswhs

assumed that they had been graduated for a suffiperiod of time, whereby they were likely to
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have considered their parenting options and hakentan a number of adult responsibilities (e.qg.
home ownership), as opposed to a group of recawnlugtes (an alternative group considered). It was
also considered that the participants all origm@tirom the same starting point represented a

concentration of experience leading more quicklthematic or theoretical saturation.

A number of methods were used to reach this grisughe first instance an online survey was created
but this had limited success. The snowballing tegwhich was hoped for did not come to fruition.
However this provided a useful learning experiefwethe research, both in terms of methodology
and reaching participants, and in terms of undedétg this particular cohort and their response to
the study. For example, although it appeared timsample group were hearing, via peers, about the
study, there was an initial reluctance from somgebinvolved, or at least each participant reglire
extensive communication prior to involvement. Rapaints valued the personal contact and seemed
more inclined to meet and be interviewed than cetepihe online survey. Having always planned to
carry out interviews, the researcher decided tagamn these, capturing the career stories, reguhin

detailed, narrative-based accounts of the paritgp@areers.

The approach to analysis used grounded theory. ifiaidved on-going analysis, i.e. as interviews

were carried out, analysis began, and as themegyeththese were added to the line of enquiry. For
example, early interviews established that paricip experienced a ‘compulsion to create’ and this
became a theme which was considered within theysisand in sub-sequent interviews. The success
of the methods used are discussed in-depth withitié 9.8., as well as alternative methods that

could have been deployed.

9.4 Summary of findings and conclusions drawn

Aim 3: To carry out an analysis of the gathered datarderoto identify common themes

relating to gender and entrepreneurship withinctieative industries sector.

The grounded theory approach to analysis allowedhi® data and the voices of the participants to

direct the analysis and the findings. As such,rds®archer took an inductive rather than deductive
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approach. Though a process of open, axial and therading (Strauss and Corbin, 2003), themes
emerged which, although linked to the originalrhtere, also extended to new themes and topics
which helped to better understand and explain wekateepreneurship fits within the careers of fine
art graduates.
Every week, we get artists sending in proposalsvaedion’t take artists by the proposal ...
when you see that naivety coming through from o#inésts and they’'ve been practising for
years and years and years, they're a lot older,thay still kind of aren’t aware of, | guess,

not the routes, but they aren’t aware of kind afwht works. It's very odd. That shocks.me
(Participant 11)

The comment above is from one of the participarite worked in an art gallery and highlights, albeit
in a somewhat critical light, how artists sometinbehave and are perceived. The research findings
explain why artists might be seen as naive andtivy might continue trying to pursue their artistic

endeavour despite this.

The findings were presented thematically withinigcassion of the topics over three chapters. Each
chapter provided part of an integrative accouniwbere the three main themes of this research,
gender, entrepreneurship and the creative indasit@nverge. This led to a progressively enhanced
model. The grounded theory approach enabled tleareser to explore the data from a perspective of
being open to new and unexpected findings. Whatrgadewas not as straightforward as initially
presumed, and in this respect the grounded thgapsoach was extremely useful. This and the use of
Nvivo (a software tool that enabled the researcbemanage, theme and code data) offered some
distance between the researcher and the datawtssconsidered especially important given the
researcher’s close relationship with the participaand their experience. The following section

provides an overview of these findings and conolisidrawn from them.

9.4.1 Creative industries and artistic identity

One of the first findings discussed, and a domircdaracteristic of the research participants, was
their sense of artistic identity. Linked to thissva strong ‘compulsion to create’, insomuch as the

participants described a sometimes physical, emati@or compulsive need to create artefacts.

225



Through the analysis it emerged that multiple aptisnthad been made by many to continue to pursue
their art work. Each of them had different level®ngagement, from those wanting to have their full
time career making art to those who were contergaiat for a hobby. However, the majority had
managed to maintain a career working within thes at creative industries more widely and
continued to create and attempt to sell/exhibitkw@ne of the striking aspects of this was thatosim
twenty years had passed, and the sense of themsatvartists or creators had not diminished.
However, their sense of what being creative meaut diversified. Generally speaking, they now
perceived creativity more as an approach to proldetning more generally, as opposed to early

views of creativity being linked to making art.

Artistic and creative identity was partially atuiled to the participants formally identifying
themselves as artists or creative people. A nurobfactors emerged which contributed to, helped to
shape or informed their artistic identity; theseravdescribed as ‘internal and external’ factors, th
internal being their compulsion to create and se#iemselves as individuals whose happiness, well-
being and often sanity was in part linked to tHeving a creative outlet, and the external factors
being those individuals and experiences that hideimced their sense of self, for example, social

networks, education, family, partners, the artsldvand society more widely.
9.4.2 Entrepreneurship and the realities of making living

The second major set of findings related to enisepand entrepreneurship and how that was
experienced by the participants. A number of charestics already known about the creative
industries were confirmed by this cohort, for exénphe heavily networked, often freelance nature
of the creative industries workforce. However, daegight was offered into the real-lived experience
of fine art graduates. A set of linked tensions amativations emerged. On the one hand, these were
individuals keen to keep their fine art practicengo often with a desire to make a living or atskei®
exhibit and sell their work. But there was a regision between their desire to make and exhibit and
placing a financial value on their work. This waspart due to the personal nature of the work and

partly a lack of knowledge or confidence about apgately pricing work. Within this area, the
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commercialisation of art was discussed and the npiatefor entrepreneurship and enterprising
behaviours exhibited. Value was an issue. Multiikies were discussed, offering an insight into a
tension between a personal, emotional and finaneilale that an artist has to contend with each time

they create and choose to exhibit and/or sell eepié work.

Findings related to identity emerged again, thsetifrom the perspective of entrepreneurship. The
participants had experienced certain levels of epnéneurship; they had been pushed into
entrepreneurship, in some instances owing to ttek laf jobs for fine art graduates, as
entrepreneurship offered them a means to contihe& treative practice, often in the form of
portfolio working, selling their skills and/or artwork to the general public and/or
public/private/charity sectors. There was generalfyerceived lack of business and entrepreneurship
skills. Enterprise and entrepreneurship educatierevdiscussed and it was highlighted that, to an
extent, although there was no explicit entreprestépreducation provided within the participants’
undergraduate degree course, the nature of theaftndegree lent itself well to developing creative
self-disciplined and self-starter employees or pi& business people. This could arguably be
described as implicit enterprise education (Camy Matlay, 2007). Entrepreneurial identity was a
feature, but was less consistent than the aritictity. It was often fleeting, it came and wentla

was not always a comfortable feeling for the paréints.

9.4.3 Gender: parenting and fine art careers

The final chapter of findings, Chapter Eight, dissed gender from a number of perspectives. The
initial findings provided insight into gendered esl within the broader creative industries and
specifically the arts. This was seen as the artBdrroles of arts workers (i.e. within art gaks)i and
artists as producers. It was notable in the worlgender that while all of the existing tensions and
motivations remained, gender added a further diroanse. there was the same compulsion to create,
the same anxieties about selling work and feelirgguipped to do so, but with an additional layer
added to the complexities of careers for fine addgates. For the male participants, there was

additional pressure to provide, which arguably a@ied or compromised artistic (creative)
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endeavours. There was greater opportunity to dpvaloareer and less likelihood of career breaks,
however, potentially less opportunity to reflect on restart artistic endeavours. Meanwhile, the
female participants faced working environments Wwhievere frequently male-dominated,
characterised by long hours and seemingly lesgataieof career breaks and motherhood. Key
findings suggested, however, that for the fematenuta in the study, childcare and becoming a parent
has also presented both artistic and entreprehemortunities. It has in many instances acted as
catalyst, an opportunity for reflection to rediseowr motivate their artistic activity. Regardlexfs
whether or not parenting is an issue, there appeabg evidence that the female population of the

study are more concerned with retaining their @ctgractice.

Again, identity featured within findings related gender. This time there was evidence that career
identity and parenting identity were less compatifar the females than males of the group, this, it
could be argued, relates to the male need to peobwid compromises the female need to nurture.
However, it is of interest that the female artistentity remained throughout, although sometimes

undermined, and was often reignited/strengthenexigih parenting.

9.5 The Model

The findings of the study were conceptualised tghoan emerging and evolving model (see Figure
9.1). The model illustrates at its centre the individ{iae participant); gradually through the findings
chapters layers of different identities have beded (artistic, career, entrepreneurial and pallenta
The artistic identity remains reasonably strongtighout, and the ‘internal’ and ‘external’ factors
relate to entities informing or influencing thakeidity. The other identities are illustrated as enor
translucent to highlight their less stable natlreey come and go. Surrounding the artist are the
tensions and motivations that frame their careedsan the right-hand side is the gender perspective
the idea being that if all of the participants haumilar internal and external factors contributiiog
their artistic identity, and similar tensions anativations, the gender perspective then adds an

additional layer of complexity to their experience.
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Figure 9.1 offers the final iteration of the intatfve model. Each of the participants was uniqusrbu
common they experienced one or all of these difieidentity types at a given time. What emerges is
a number of types of career. In order to devel@pabnceptual model further one can use colour as a
metaphor. Although the colours used within the diag are not intended to have any specific
meaning, other than to differentiate each of thtma, participant could arguably be represented by
their own unique colour dependent on how much ohesd these identities they experience, through
all of the circumstances and influences describigdimthis research. However, through the research
some dominant archetypes have emerged these assesfed on the right hand-side of the model.

These archetypes are described in detail in tHe €aB later in this chapter.
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- +  Opportunitiesto develop career
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Figure 9.1 Final iteration of the integrative model
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9.6 Final conclusions and contribution to knowledge

It is worth restating at this point that this stugypased upon a deeply qualitative approach &s suc

these conclusions are indicative in so much asdffey insights to the careers of this group of

individuals and explain how and where entreprerteprisgure within them as well as highlighting

the impact of gender on entrepreneurial outcomiesy Bre indicators as opposed to firm

transferrable conclusions, what they do providasght which could usefully inform future studies

in this field. In the section on ‘recommendatioosfiiture research’ this is discussed in more Hatai

terms of how this research might be extended. Kewmble 9.1 provides a list of the main

conclusions in order of their importance. Theseenmioritised from the perspective of the original

aims of the study.

Table: 9.1 Conclusions from the study

Finding

Detail of analysis

Conclusion:

What does it mean?

The women

the
group

more inclined to
want to continue
making art thar

the men.

in
sample
were

Although it could be claimed that the
men within the study had greater
career success. For example, they w
more likely to have experienced
greater career progression, financial
success and notoriety in their given
field; they were also more likely to
work outside of the arts (but general
within the creative industries). In
addition, they were less likely to hav
experienced career breaks owing to
childcare. On the other hand, the
female participants were more likely
to have pursued their artistic career,
more likely to have continued to creg
work and attempt to exhibit and sell
work. One explanation for this is that
parenting, specifically motherhood,
provides a forced career break,
enabling these individuals to have ar
opportunity to prioritise and reflect of
their careers. In this respect, the

These findings suggest that the womer
the group were more inclined to pursue
dieeir artistic careers. This of course is
indicative and not necessarily
transferrable to the wider arts graduate
population, however, it provides new
insight to this otherwise scarce landscg
yof research. As suggested there also
appears to be a link between continueq
e arts activity and parenting. Knowing thi
has implications for educators, artists, {
arts world and the community at large.
That female artists potentially experien
a mid-life renaissance in terms of their
tartistic output could alter the perceptior
of career options of those embarking o
career as a fine artist.

Linked to this are entrepreneurial
1 outcomes. The findings suggest that th
nis scope for these individuals to
experience entrepreneurial outcomes &

of

pe

NS
na

ere

it a
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female participants were more
persistent and eventually successful
artists. It should be stated that
arguably the most successful artist g
the group, i.e., the one who was
devoting the most time, effort and
resource to the activity and having th
most public exposure as an artist, wa
a woman but not a parent. However,
notably, she did have a forced caree
break, owing to a prolonged period g
illness, which could also have
provided a similar opportunity for
reflection and re-purpose to those
exhibited by the mothers in the grouj

later stage.
as
There are also issues of how we consi¢
fentrepreneurship within the creative
sector, particularly the role of
entrepreneurship for artists. What
ebecame clear from this study was that
aentrepreneurship was not the focus of
their artistic activity. Indeed being an
rartist remained the important aspect. Al
fentrepreneurial activity was, if anything
a by-product. This gives rise to new
guestions for creative industry educato
perhaps we should be teaching artists
n.be artists not entrepreneurs, while
seeking to better understand the
difference.

ler

Identity was a
major theme
throughout the
findings.

This was discussed in terms of artist
entrepreneurial, career and parent
identity. Some notable themg
emerged when looking at gender g
identity. Career and parental ident
impacted differently on the men af
women of this study in much the sar
way as had been established within
literature in this field. For examplé
parental identity had a positive effe
on the career identity of men and

id,he understanding of the interplay of
inthese various identities offers insight tg
chow male and female participants
neikperienced their careers and how the
tgareers differ depending on the relative
natrength of these identities.
nenderstanding these differing identitieg
theelps to provide insight into the careers
2 of fine artists. For example the role of
cartistic identity provides an additional
kEyer of complexity to the working lives

negative effect on the career identjtgf the participants who, like the rest of

of the women. This then led to tk
question what impact did parent
identity have on artistic identity? F
the women in the group becoming
parent tended to have a positive g
galvanising impact on their artist
activity and arguably identity
However, for the male participants
parenting only added to their care
identity and their sense of self

provider: it could be argued that th
had a diminishing impact or at les
neutral impact on their artistic identit

Artistic identity remained strong fq
the majority of the group, even give
the length of time since some h
practiced art. Many factors we
identified which contributed to the

n¢he general population contend with
alssues of work/life balance, in terms of
piparenting and career more generally.
#hat this means is that for these
riddividuals they are frequently in a
csituation of trying to satisfy their artistic
.identity while juggling other identities.
as
ahat was surprising was that artistic
aglentity appeared stronger in the femal
igroup, although male participants had,
sfjenerally, creative careers, they were |
yconcerned with pursuing making art.
Understanding this and communicating
I'this to female artists and future artists
ttould help to bolster their confidence in
Bthis area. Understanding of these

[Rlifferent identities and how they worke
r

D

]

eSS
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described as internal and exter
factors.  Briefly, internal

the sometimes physical
psychological ‘need’ to be creating
making art. The external facto

participant’'s education, their pee

impact of the wider arts world.

sense of artistic identity, these we

were of fine art graduates and descriptors
described as the ‘compulsion to creg

informing artistic identity ranged from

family and relationships through to the

reogether led to the identification of care
narchetypes — see Table: 9.2 Archetype

%)

Tensions and
motivations
within fine art
careers provide
both push
factors into
entrepreneurshi
and also
represent major
blocks to
entrepreneurshi
and artistic
endeavour.

Linked to the findings and conclusio
related to artistic identity, the caree
of many of the participants we
characterised by ups and downs
creative  activity. Many factor

htension between art and comme
was identified. Linked to this wer
push and pull factors t
entrepreneurial activity. For examp
b participants experienced pull factg
when entrepreneurial activity appear
to offer the freedom to create whi

appeared the only way they col
carry on their artistic endeavour arf
make a living at it.

A number of areas were highlighted
relation to this dichotomy. Theg
ranged from the tensions and practi
considerations of selling one’'s ow
work, through to identifying the valu
participants attributed to their wor

aesthetic and emotional values. T
relationship to these values oft
presented a stumbling block in selli
work and entrepreneurial activity.

contributed to this. A well-establishechow it is experienced and how ‘push and

they craved and push factors when thighe role of entrepreneurship or

These were identified as ﬁnanCidIthiS were a lack of know|edge and/or

ng his insight offers rich understanding
rito the lives and careers of these
a@ndividuals and gives an in-depth view
olfie tensions and motivations they felt.
shighlights the role of entrepreneurship,

—

rqaull’ factors, identified within the
eentrepreneurship literature (Brockhaus
01980a; Shinnar and Young, 2008;
I8Baughnet al.,2006; Buttner and Moore,
r4997; Birley, 1989), are evident within
etthe careers of fine artists.

ch

léntrepreneurial activity is not clear cut.
ds frequently an outcome as opposed t¢ a
deliberate career step. Importantly, the
individuals identify more strongly with
iBeing an artist or a creative person tha
€n entrepreneur. Many of the tensions
Cadlt, including a perception that the wid
larts world was opposed to
Ecommercialisation of one’s art work left
Kparticipants often flailing, coupled with

=)

U

heonfidence to behave entrepreneurially.
en

G his linked closely with the previous
finding related to identity. Participants
frequently found themselves feeling as|i
they were selling part of themselves.
Indeed through this research it has beg
highlighted that the role of the artist as
commodity is rife within the wider arts
world. The suggestion here is that this
insight offers implications for artists in
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terms of how they view and market
themselves but also to educators in ter
of how they prepare aspiring artists.

ms

Fine art
education, it
could be argued
offers the
student a three
year opportunity
to experience ar]
open, non-
structured, self-
directed style of
learning, where
the focus is
primarily on the
development
and exploration
of the
individual's
ideas and talent

Arguably, it is this unique experien¢éhere are many implications for

which stays with the students throu
their graduation and informs the
approach thereafter. They then perh
spend the rest of their lives trying
recreate those conditions of spa
time and opportunity, perhaf
mourning that experience or trying

channel it into other areas. Perhapsindful of their make-up. In the case of

their artistic identity (discussed

Chapter Six) provided them, throu
that intense three-year period, with
self-enrichment that stayed with the
that shaped their personality th
helped to make them into the type
people they are. Arguably, they are
artist first and an entrepreneur, moth
father, provider second.

It was not an original intention t
analyse or look specifically at th

education aspect of this group. Thisf fine art. It is about helping enable

was merely a means of identifying
group whose ambitions were to wo
within the creative industries, wh
were likely to be entrepreneuri
(owing to the lack of jobs within fin

art) and had all had the same startirghterprise educators.

point. However, their educatio
specifically their fine art degree, wag

recurring feature of the findings. Theemain somewhat unexplored. Althoug

above description of fine art educati
gives a somewhat utopian view of
but clearly it was not without flaws
Arguably it did not sufficiently
prepare this group for the working li
of an artist, and the expectations of
group were not managed. Linked
this are the female participant
experience of their education and

gendered perceptions of the lecturetfeneral working lives, regardless of
and society at large. Here we seg destination, with a high level of creativi

situation where art and art history
taught

from a male perspective.

ghducators within creative disciplines bu
iparticularly fine art educators. It is
apsident that art school pedagogy
tweinforced artistic identity. This suggest
cthat lecturing staff, as potential role
snodels, are important. Educators and
teducational establishments should be

nthis research the focus has been on

glgender but other factors should be takg
Bto consideration: ethnicity, sexuality

mand entrepreneurial experience.

at

dExplicit enterprise education, while

aseemingly missing from these

eparticipants education should be
considered, however it is important to
perhaps consider the role of enterprise

Oeducation. This is not about imposing 3
€ard economic imperative on the world

#hose artists to continue practising. Thi
rks an important distinction and suggest
Ghat the teaching of enterprise could beg
Blelivered by other fine artists or subjec
E specific experts, as opposed to generig

n,
The benefits of a fine art education

Ofor these participants there is a
itsuggestion that it provided them with a
»-opportunity to truly explore their own
ideas and philosophical positions. It
[@ffered them a freedom and a
h@quirement to be self-managed that
targuably provided them with life-long
Sskills. It also appears to have offered
hgem the opportunity to approach their

I'8nd problem solving attributes. This

—
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Although there appears to be morsuggests that there is scope for better
artistic activity from the femaleunderstanding of these pedagogies,
participants, their confidence amdharnessing them and delivering them
identity as artists is likely to have begbeyond the Fine art disciplines.
undermined by these male-dominated

views of art and the artist.

These conclusions are now discussed in terms of thhbg mean to the wider research community, in

terms of contribution to knowledge.

9.6.1 Contribution to knowledge
Importantly this study made both theoretical andhméological contributions. These are discussed in
this section first the methodological contributidhen linked to the fourth original aim of the spud

theoretical contributions are highlighted and dssad in detail.

9.6.2 Methodological contribution

The study provided an evolved or hybrid approachsiog Grounded theory with a deeply reflexive,

insider perspective: drawing upon the work of Cherr{2005), who addressed issues of reflexivity
within Grounded theory and Nadin and Cassell (20@&) advocated the use of the research diary in
the field. These authors advocated the use o&resaliaries in order to provide an opportunity and
space to reflect on the research process. Therobseanade full use of this method, but developed
this by treating the research diaries as a prirdatg source. This helped frame the discussionmglat

to analysis is chapter 5.

This suggests a new approach and opportunitiesriinst of how researchers’ might make use of this
type of data in future. In this instance it allowt& researcher’s voice, thoughts and positioneto b
captured while in the midst of the research and datlection process, when otherwise it might have
been lost. This offered valuable insight as to lbesdata (in this instance stories) was perceited a
the time and how the process was affecting theareker and her interpretation of the data. This was

particularly useful within the context of reflexiyiin ‘on-going analysis’ and suggests an oppotjuni
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to develop the use of research diaries beyond tdsting remit, specifically with regards to

grounded theory development.

9.6.3 Theoretical contributions

The final aim (Aim 4) of the study, offers an oppmity not only to reflect on whether the objectve
were met and what the outcomes were, but also é¢atifg where theoretical contributions to
knowledge are made. First the objectives were addrkin terms of the methodology and how the

study has contributed a deeper understanding amal&dge of creative career journeys.

Aim 4: To carry out a qualitative exploration of the telaship of gender on post-graduate

participation in creative industries entrepreneip.sh

From this the following objectives were developed:

¢ To develop an in-depth understanding of the terssammd motivations within the careers of

fine art graduates

¢ Toidentify how, when and why entrepreneurship ifiesis within the careers of fine artists

« To develop an understanding of how entrepreneursinig entrepreneurial activity are

perceived by fine art graduates

« To identify internal and external factors impactioig careers and entrepreneurial outcomes

for fine art graduates

e« To identify and provide an explanation for gendeifedentials within entrepreneurial

participation of fine art graduates

These were the original objectives of the resedraivever it is important to emphasise that the
nature of grounded theory leads the research, oftemew areas. That was to an extent the case
here. The research methods: capturing the cam@esprovided rich and in-depth insight to the

careers of the participants, this in turn illumathif, when and where entrepreneurship had
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manifested, how it was perceived as well as thelgedifferences as such the research methods used
worked well to realise these objectives. This leastd three distinct theoretical contributions lgein
made:

1. The research has identified explanations as toawtistic identity can remain strong amongst
fine art graduates. It has highlighted that adigtentity can act as both a motivator and
hindrance to entrepreneurial activity.

2. The research provided an explanation of differéaigrees of career identity between the
genders: for women parental identity was more adibje with artistic identity than career
identity. Men tended to embrace career identity.

3. The research identified different career types egpeed by gender and offered explanation
as to how these manifest. It indicated that wormemore likely, than men, to pursue their
artistic endeavours; maternity career breaks fanam provide an opportunity to re-engage
with artistic endeavours. Men are likely to workhim a creative discipline, not pursue their
individual artistic endeavours but experience gneeareer success, in terms of financial
reward and promotion.

These three are discussed in detail below:

9.6.3.1 First theoretical contribution: Entrepreneuship and creative industries

The study was deeply qualitative. It offered anlesgiion of where and whether entrepreneurship
fits, how it was experienced by the participantaggally and also from both a male and female
perspective. It also provided an explanation asviy entrepreneurship is perhaps at odds with
creative individuals. There are tensions for thedeviduals, and there are also different oppotiesi

for men and women owing to their role as parentsgoviders and their career identities. In teris o
entrepreneurship, there is a paradox: on the ond bae finds individuals who, it could be argued
through their education, or perhaps due to naturadleking entrepreneurial and independent
opportunities, are self-starters, creative andepnéneurial, or through necessity are entreprealeuri
Atfter all there are few jobs for fine art gradatesfine artists. However, the participants alsoeapp
ill-prepared for lives as entrepreneurs. Ther@me evidence to suggest that they reject thistasma
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that could apply to them; however, more than tliiseems that the role of an artist is differend an
does not lend itself well to entrepreneurship. Tisigroblematic, as limited job opportunities sugige
that entrepreneurial behaviours are advantageoustitis, and certainly those who had embraced

their entrepreneurial selves had had more suceesdists.

Generally speaking, the tensions identified relaiedsalue, and how one values art and artistic
endeavour, financially and otherwise. Artistic itignis different to career identity, although one
could have a career as an artist. Artistic iderisitgifferent from entrepreneurial identity, altiybu
one might have to be entrepreneurial to be a ssfideartist. Arguably, artistic and entrepreneurial
identity are more closely aligned than artistic aateer identity and appear to be more compatdsle f
the female participants. They could be argued tdabeentrepreneurs’, as defined by Aggestam

(2008).

While parental identity, it could be argued, hasegative impact on women’s career identity and a
positive impact on men’s career identity, it sedhat artistic identity is reinforced by parentingy f

women and has little or no effect on men.

9.6.3.2 Second theoretical contribution: Gender anthe creative industries

The next contribution to knowledge identified issed on what was found out about how women and
men experience the creative industries. ThroughréBearch, although not articulated explicitly unti
this point, several ‘types’ emerged, based on #reatives of the participants. Much work has besmed

to try to categorise individuals, Gartner devisadBaype model of entrepreneurial archetypes (@astn
1985). Orseet al. (2011) highlighted that women who start their dwsinesses share many traits with
male entrepreneurs. However, Brushal. (2009) suggest that the role of motherhood needset
considered when developing archetypes of femaleegmneurship. This links to the work of
‘mompreneurs’ (Nekt al., 2010). Some of the types arrived at here exigiady in the literature, for
example ‘the arts entrepreneur’ (Aggestam, 2008¢hHESs presented in Table 9.2 , which discusses and

defines the types that have been identified.
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Table: 9.2 Archetypes of fine art graduates and desiptors

Types

Description

Artist mother

She might be working. Most likely she is workingtpd@me in a career related
the creative industries. She will have experiengessibly multiple career breal

for maternity leave. She has aspirations as astamid a reasonably strong sense
of artistic identity, but also a strong commitmémher role as a mother. This may

well have been reignited through her time on méteteave/childcare breaks. She

is likely to have and continue to make multipleeatpts at exhibiting and sellin

work, has a strong compulsion to create and coesirau revisits her practice. She
may have experienced some frustration at having tese to do so due to

childcare commitments. She may well experienceeatire renaissance short
after middle age.

Throughout the period of her career she may haperesnced multiple forays int
self-employment and freelance work and recognikas there are related skil
that require development for future progress.

Brooks and Daniluk (1998) refer to a ‘period ofrisdion’ that female artists go
through, as they get through the period of reagngng children. This they
describe as an often difficult phase of ‘re-evabrdtbut in their own study of

female artists age 40-65, the women “came out aittearer sense of themsely
as artists” (Brooks and Daniluk, 1998:256). Thisemch would indicate thg
some of the participants of this study are at titzatsitional point.

Career/provider
driven creative
industries father

He has enjoyed success and has grown and devedopeeer within the creativ
industries. Less concerned with being an artisklben to remain within a creatiy
role. Career less defined by having children othan a greater sense of need
to provide. Fewer career breaks. More likely to eéhakad episodes ¢
entrepreneurial activity. Less likely to have hadogportunity to stop and refle
on artistic endeavour. Generally speaking they wwithin the private secto
and/or higher education. They tend to work in smeld micro businesse
frequently characterised within the literature tetato the creative industrie
(DCMS, 2005; Blackwell and Harvey, 1999). Perhaps eason why more me
might take on this provider role is evident withilme work of Sullivan ang
Mainiero who identified that “men come to valueat&nships more, once the
have made progress in their career” (Sullivan arihhMro 2007:247).

Professional
creative (non-

Male or female, no children. Works within the antsrld but not as an artist. Ha
enjoyed success within their chosen field. Roles ldsfined by other peopl
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parent) Decision to work within the sector, but not as atisg appears to be based
personal preference and self-development ratherahg other push/pull factors.

Creative/arts Potentially male or female. Works as an artist dotarge proportion of time.

entrepreneur Unlikely to have children. Has a clearer sensénefialue of marketing and oth

business principles in order to facilitate and curg their practice. Exhibits mof
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entrepreneurial behaviours. Aggestam refers toAheentrepreneur’ as someone
who is a “holder of tacit knowledge that is reatises part of human capital and
includes individual skill, competence, commitment a&reativity based mindsets
(Aggestam, 2008:30). The creative/arts entreprénaxperience resonates with
this, particularly the sense of tacit knowledgeeréhis a sense that these
individuals were better equipped to deal with Bfe an artist. What this research
highlights is that this is less a gendered roleyédaer it is less likely for these
individuals to have children. This of course is generalizable but indicative.

Non-creative, Male or female, usually with children, who have &0 give up or were unable [to
distant arts sustain their arts practice. Tend to have reasensitcess in their new careers.
aspirations Generally working in completely unrelated fields tbeir degree. Thes

harbouring some level of regret about their lack cohnection to complet
acceptance that that path just ‘wasn’t for thetdowever they still retain either
sense of themselves as creative or miss, even ntiaeirmyounger creative selves.

e
participants appear to have a variety of views wethards to the arts world from
e
a

It should be noted that the types outlined in Tai@ are not static. Individuals’ circumstances
change. They may well have occupied multiple posgiwithin this spectrum. Indeed they may well
feel that at a given time they fit into more thareoHowever, the majority of participants fell irtbe
first two categories at the time of interview. Inn@amtly, there was one instance where a male
participant fitted the criteria of the ‘artist meth apart from the obvious characteristic. Thisgegis
that although all of these roles are generally gesd in terms of the stereotype of male provider a
female nurturing mother, in some instances, eittediberately or owing to circumstances, the roles
are reversed. Out of this cohort, the sole maletigg@ant who seemed to share the same
characteristics as the ‘artist mothers’ described imtense compulsion to create, a constant
compromise of paid work over his own practice angractical need to be providing childcare,
although this was not described in quite the samad as the women, i.e. it was a practical findncia

consideration rather than an emotional need toigecshildcare.

9.6.3.3 Third theoretical contribution: Gender and entrepreneurship within the creative

industries

The final contribution is based on having identfithese types. This has helped to build an

understanding and explains the role women and rfagnvgthin the sector. It also goes some way to
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building an understanding of how or at what pom@an individual's career entrepreneurship might
manifest itself. Two clear situations appear. errmajority of men within this group there has baen
far greater opportunity to build and sustain a eawithin the sector. Women have tended to take on
roles which allow for childcare commitments. Onstbiasis, the women tend to work in the public
sector, which offers part-time flexible working abtions and generally generous maternity leave.
Arguably they are getting less exposure to thegbeisector, entrepreneurs and entrepreneurial role
models which the male participants are gettingoBely, the women, having taken various levels of
career break or reduction in hours as well as lpimther (parental) responsibility, are arguably
attempting their arts practice but are unable iy rommit. There is evidence to suggest that women
have a higher propensity for wishing to continud antively continuing their arts practice. Whileth
career breaks bought upon by parenting appearféo afperiod of reflection and re-establishing of
their artistic selves, there is a concern that thek the sufficient confidence (owing to a proledg

absence) required to be sufficiently entreprenéuriaestablishing themselves as artists.

The implications for this are far reaching. If yguartists were armed with this knowledge, much like
those arts entrepreneurs who appear to have thésttegtacit knowledge to establish themselves as
entrepreneurs, then this further insight could widlee artistic pool and eventual entrepreneurial

outcomes.

9.7 Recommendations linked to conclusions

A number of recommendations can now be linked éoctbnclusions. The recommendations relate to
education, business support and enterprise edacatid the communication of the realities of life

beyond university.

9.7.1 Managing expectations within fine art educatin

As well as the obvious “You may not go on to makas an artist”, there would be value in the art
educator discussing the likely feelings that stisienight leave with and which might stay with them

throughout their careers. These might be feelirigs @mpulsion to create, they might be just about
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viewing the world having gone through a period a¥ing to explore and justify your own ideas about
a philosophical experience and how you go aboutnconicating it. This is not to say that fine art
students are special or different to others, mioae they might benefit from knowing that it is ght

and perfectly normal to feel the way they do. Lithlke these expectations are the potential gender
divide and experiences that participants might hkee example, would the female participants of the
group feel differently about their experience ieéyhhad known that actually having children might
present a new opportunity and a renewed appetiten&king? (Brooks and Daniluk, 1998}his, it
could be argued, could have a detrimental effedeims of the message it signals to the female
students, insomuch as who is able to sustain @&casean artist. It should be remembered thatnakt a
design educators are frequently practitioners. éshsthey could be argued to be acting as role
models, both as artists and potentially entreprenéWhile art schools should continue to recruit
practitioners, a male-dominated staff could be m@red detrimental to the long-term careers of
female students. A far broader recommendation ambaps beyond the scope of this study relates
generally to how art and design is taught. Edusata@uld be wise to question the gender bias of thei

art history provision and lecturing staff.

All of these issues link to other external factthat influence the artist. The art world is male-
dominated historically, and culturally perceptiafghe artist are masculine. These perceptions need
to be questioned, and far greater value placecheraitist mother and female artists generally and

their potential contribution.

9.7.2 Recommendations linked to future research

» Further research into the role of lecturing stféir gender and artistic outcomes.

As identified, there were some issues around ttterieg staff and the potential influence they were
having in terms of their gendered perspectives tikisrgroup there was a lack of female role-models.
There is an emerging body of work which highlightale dominance within art history, masculine
identity of ‘the artist’, along with from this siy insight to male dominated lecturing staff anea
sexism within schools of art and design. If we atdhe role of the lecturer/practitioner as impotta
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to both artistic and entrepreneurial outcomes thenwould suggest that more research into the role

of lecturing staff, their gender and artistic ouns.

* Quantitative study investigating archetypes of tiveecareer destinations

Perhaps the most obvious next steps for reseasddban the findings and conclusions drawn from
this study would be a larger quantitative study,iclwhwas able to capture whether or not the
archetypes and experience of the participantsisfstiidy are transferrable across a wider populatio
of fine art and other creative graduates. Undedstgnthis situation better could have a profound
effect on the general understanding and positionihgrtists, both male and female, it would also
offer those wishing to pursue a career as a fitistdhe insight into the likely career outcomesl an

give confidence to those still attempting to grdwsit artistic practice.

» Pedagogy around enterprise education

There is a need for deeper investigation into enex education for the creative industries, and
particularly for fine artists. It has become evitl#rat this is not as easy as just providing emisep
education, albeit contextualised (Carey and Mat307). While the researcher is reminded of a
conversation with a course leader of a MA in Fing who said, “I'm not here to teach them
enterprise, I'm here to teach them to be artidi&s study has demonstrated that this differentiaiso
important, to address the difficult balance betwasistic pursuit and selling one’s work. How bist
support and prepare artists in their inevitableirnrss related tasks are unclear, but certainlyhyort

of greater exploration.

* Fine art education as a model for teaching entpri

While the patrticipants of this study were not eximiy huge amounts of enterprising characteristics,
they did, none-the-less exhibit some. With contthagtempts to make a living as artists, activities
included selling and marketing and other businetisiies. However what was clear was the strong
sense of creativity and the ability to apply thigside of their artistic practice. Arguably thisaikey

characteristic of entrepreneurs. What is it abbatRine Art pedagogy that provides this? While this
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study has gone someway to understanding this,sithighlighted further questions with regards to
how this type of pedagogy develops individual'sliskand attributes. A useful further piece of

research would look to explore the nature of tieidggogy and its potential entrepreneurial outcomes.

» Track this same group or a similar group in theifeitto develop a clearer understanding of the

impact of parenting on artistic identity

It became evident from the research process thig wie sampling was useful in terms of capturing
the careers of a group who had reached middlevéige specific responsibilities, what emerged were
findings related to this very specific time. Manfytbe participants were at the beginning of a new
phase in their lives. For the ‘mother artists’,ittohildren were growing up, going to school andeve
less dependent. For the ‘creative professionakfatlit seemed new jobs and developments in careers
were commonplace. Clearly, careers for fine art&sts somewhat ‘slow burners’: as Brooks and
Daniluk (1998) suggest, artists become successir @ longer period of time. On this basis, a usefu
further piece of research would be either to trhese participants’ careers or to seek an oldeor¢oh

to establish how they fared and how both theistctpursuits and entrepreneurship developed.

* A comparative study between this and other digogsli

As will become apparent within Section 9.8, it ablle argued that the experience of the fine art
graduates discussed within this thesis are notugnibpdeed there are parallels to the general worki
population, particularly in terms of how careerritiy is impacted through parenting. The researcher
frequently felt that it would be useful to be aldecompare the experience of fine artists agaittstro
disciplines, particularly other disciplines withithe creative industries. The methodology and
sampling has been useful, the concentrated grdupoat the same starting point has been a useful
device and replicating the study over other disegd would provide useful insights as to whether

other disciplines and other creative disciplingsegience the same types of issue.
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» Characteristics of successful artists.

A final area worthy of exploration would be a studfich focused on the career journeys of
successful artists, to identify the role of entesy@urship for successful artists both male, ferante
those with children. This would help to aid undansling of how individuals might be able to

negotiate the tensions of art and commerce.

9.8 Limitations of the study

The approach to capturing the career stories pkaific cohort of students/graduates provided fa ric
and concentrated view of fine art and creative stigucareer journeys and destinations. However,
there were, of course, limitations with this studiyaking contact with the potential participants
proved far harder than anticipated. Although ah&we sample groups were considered, the
researcher persisted with the original methodokmws not to dilute the findings. Eventually, gdide
by thematic saturation, a sufficient number of ipgrants were included in the study and data
captured. Findings from the study have proved aioth insightful, but owing to the scale of the study
they are not generalizable. The participants aceaareer: although this offers good insight inteitth
careers to this point, many of the participants gtk heavily involved in child-rearing and their
careers and potentially their mid-career renaissdrave yet to bear fruit. Other disciplines were no
explored in this study, and certainly there wenees where it would have been useful to be able to

compare the experience of the fine art graduattsather disciplines.

As described other approaches were consideredsiudy could have been approached differently. A
study making use of a cohort of recently graduatadents was considered. Given the lifespan of this
PhD this could have afforded a longitudinal studyeve career choices and entrepreneurial activities
were captured ‘as-they-happened’, however, it wassidered that these participants would be less
likely to have come up against the work/life bakamesues faced by the chosen group. Similarly an
‘ad-hoc’ group was considered, i.e. a group who éragrged with from any fine art course or other
creative discipline within a similar timeframe. Whithis could have led to greater numbers of
participants it was considered that this would hbgen a somewhat diluted sample. The individuals
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all stemming from the same source provided a cdraten perspective on career outcomes for fine

art graduates.

The insider perspective was invaluable, withoutldpit has enriched the analysis and findings,
however this has also represented a limitationuAbfy it was harder to remain objective within the
study, however the use of Nvivo as a repository analysis tool for managing the data and then

being able to de-personalise the data at the pbimalysis was useful.

9.9 Self-reflection and reflexivity

Owing to the nature of the researcher’s relatignsbithe participants, prior knowledge of them and
shared experience, explicit use of reflexivity wassidered essential and central to this studghén
following section the researcher reflects both o wse of reflexivity and on the study as a whole.
Hertz describes reflexivity as ubiquitous, in tltapermeates all aspects of the research process,
describing the act of reflexivity being the reséarcconsidering the “... scrutiny of what | know and
how | know it" (Hartz, 1997:viii). This was impori& for this research, given the circumstances
described previously. Throughout the research gitevas important for the researcher to consider
how much of her own experience or prior knowleddghinbe informing or influencing the outcome
of the research particularly in recognition of tast highlighted by Dowling (2006) in terms of
feminist reflexivity for example was the researcli@posing her own views on gender on the
participants? Did this bias the interview and asialyprocess? Reflexivity has not been
straightforward. To an extent, there was a realefiemt the analysis stage and throughout the
interviews to be open to what came through andoeatontinually self-conscious about the process.
This said there were periods of doubt: for examthle,researcher was concerned, periodically; that
what was emerging might not be an accurate or atithaccount of how the participants felt or

behaved. When periods like this came along, theareker regularly returned to the raw data.

A useful piece of learning from this process hasnb#he recognition that the data never lies. Ia thi
respect, where the researcher felt, for exampg, ditheme had emerged, which was then explored

through the literature and developed within thelysis and findings, any doubt as to the validity of
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the findings was soon overcome by going back taaledata and re-examining the nodes. As might
be experienced by other post-graduate researcherparticularly those who are part time, these
anxieties can occur frequently, especially giveat tine is often away from the research for a number
of days. However, given the nature of the reseaisipesition (close to the participants and her own
insider perspective), it was always useful to htoie series of checks in place to make sure thet th

story being told was not just the one that thearedeer wanted to tell.

9.9.1 Why this research study? The sample group arethical considerations

The following section focuses on the personal ctifb@s of the researcher and the lessons learht wit
regards to the approach. Having insider perspeetaguseful insomuch as it equipped the researcher
with a shortcut to knowing some of what the paptitits experienced or had come across within their
careers. For example, the researcher is the daughtan artist (mother) and a graphic designer
(father). Her brother also studied fine art; indeegl was a student at Goldsmiths and graduated the
year after Damian Hirst. The researcher was a Lo#msed art student prior to her time at
Wolverhampton and this link to Goldsmiths gave Heect insight into the Young British Artist

movement of the late 80s and early 90s, discuss€thapter Seven.

Having not been hugely academic in school, theareber was always drawn to artistic pursuits:
similarly to the participants, she was considesdented and thrived in these subjects. Perhapkeunli
some of the participants, parental support washdorhing, albeit with a slightly tongue-in-cheek
‘health warning’ that a career as an accountantldvbe ‘a safer bet’. Having such an arts-based
family, a career and/or an art school educationewmsrhaps inevitable. There was certainly tacit
approval. What this experience offered was alst-fiand observation of fine art and creative cateer
On reflection, the researcher’s parents offer exampf the archetypes developed through this
research: The ‘artist mother’ and ‘creative carfed¢ier’ and at times ‘arts entrepreneur’ brother. |
should be stated here that although perhaps tlvdse deem obvious, it was only at the time of

writing up these conclusions that the researchelentiais rather more personal link.
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It has been a long journey. When this first beglam,study seemed obvious to the researcher: to try

get together with their college cohort, capturertbareer stories and gather a better understarafing

entrepreneurship within the creative industriest ttheir common starting point would offer a

concentrated insight into careers and destinatwitisin this sector. What emerged was a deeply
complex and personal journey. At one point, immersghin the data, the researcher felt that in some
ways what had been gained was a sort of portraitec$elf, whereby a clear sense of all of these
people and their stories, the shapes they filledpime way gave her a better understanding oflherse
This was imagined visually and gradually: as anoff@son was added to the picture, the drawing
reveals a space — the researcher’s and fellow gtaduspace. While this could be considered self-
indulgent, it is merely an observation of a by-pradof the study which offers an explanation of

gender and entrepreneurship within the careerssifgraduate fine artists.

Other considerations relate to the impact of tlseaecher and her role within the study. It wasrclea
that there was anxiety, shared to an extent byrélsearcher, as to “how did we appear to one
another?”, although the researcher was keen femibii to become a focus of the research. There was
a fascination with appearance: the work of Rou§®82, who discusses the embodiment of the ideal
entrepreneur, left the researcher considering ‘wizest | anticipating?’ out of this embodiment of the
ideal artist, entrepreneur, mother and herselhascademic. Had we all aged? Were we still ativacti
and why did it matter? Were these markers of sscqeshaps? These were all unexpected feeling for
the researcher, but they were also shared anddrbiceome participants. There are lessons here to b

drawn also for researchers generally about how éiheyperceived by the participants of their studies

The researcher became aware of a number of obiggryahe was making of the participants. There
appeared on occasions to be a mutual comparisoat ean did they drive? What clothes did they

wear? What were their homes like? How well had thggd? Through discussion with a number of
the participants, it became clear that these wks@ @reoccupations of the participants. There had
been some discussion (not captured as prior tmtbe/iews) where, for example, one participant had
imagined that the researcher would have become somef hard-nosed businesswoman, working as
she was within a business school. The researcher cageful to wear the same outfit for each
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interview and to not appear too formal. The faei e research was for the researcher’'s PhD was
also an issue for some participants. Linked toviddials’ sense of success, here they were geiting t
meet first-hand someone who they had been to eMNgth and she did not only want to hear all
about their careers but it was for her PhD.
Let’s be honest, when someone sends you sometidrig’'es my PhD’, you have a sense that,
oh God, | mean, I, for a long time, I've foundyibu know, just hard, even being around

certain friends as | wasn't working, | was at hoarel even though | was creating at home,
it's really easy to measure your success agairstydody else’s. (Participant 3)

This interest and comparison between participadtrasearcher highlights some other ethical issues
which emerged through the interviews and the gsemple group. The participants were frequently
interested in who else was involved in the study what had become of them. Whether anyone had
emerged as a successful artist was a frequent th&hes researcher, as stipulated within the
methodology chapter, treated the participant ppeton confidentially, although in some instances
small clusters of participants (who still knew eaxther) were aware of each other’s participation.
The contents of the interviews remained entirelyficential.

It's interesting, | mean, | could sit here all nigdnd talk about not just me but like, you know,

college and people that we knew, what's happened, kpow, what they're going to do.
(Participant 1)

As the interviews came to a close, participantevesked how they had felt about the study and given
an opportunity to comment on it. Arguably they waikfar too polite to offer anything other than
positive feedback, but from the majority of comnsetiie following sums up most of how the
participants felt:
It's been quite helpful actually, it's almost likeeing a therapist or something, isn't it? When
you're talking about, | mean, I've never seen aaist but | imagine is quite like that, you've
condensed everything into a conversation and tleenfgel quite positive about it. When you

talk about it, it sounds quite good actually, to, medoes anyway, it sounds alright actually
you know, it's been a good experience. (Particiggnt
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9.10 Concluding remarks

The aims of the study have been met. A cohesivedatalled approach to the literature was taken. A
methodology was developed to capture the care¢indéens, choices, opportunities and outcomes of
a sample of female and male graduates who graduat&894 from the same creative discipline
course. While it has been acknowledged that thialieration of the online survey was problematic
the narrative career story interviews providedresightful and deep understanding of the particigant
careers. Aim 3, to carry out an analysis of thengagd data, in order to identify common themes
relating to gender and entrepreneurship within ¢heative industries sector, was met, taking a
grounded theory approach and following the guigsiprovided by Strauss and Corbin (2003), and
key findings emerged which were presented, thealgti;n Chapters Six, Seven and Eight. The final
aim, to carry out a qualitative exploration of tieéationship of gender on post-graduate partiogpati

in creative industries entrepreneurship, was mdtiarevidenced by the new understanding that this
research presents in terms of understanding of baweers within the creative industries are

experienced by men and women and where entrepigripdits into these careers.

While writing this chapter, the author was seniraiitation to submit a chapter to a book related to
female entrepreneurship, welcoming industry-specidontributions. By rights, the researcher

considered, this study ought to provide plentyadfpe for such a chapter. However what started out
as an exploration into the role of gender and enéreeurship within the creative industries ended up
being a study whose focus was far more heavilydamtity, value, gender and parenting and the
impact this has on the careers of fine art gradu&strepreneurship was a by-product, an enabter an
at most a means to an end, but seldom the amhifiche participants. Attitudes to the area of

entrepreneurship amongst this cohort remain ambiguar certainly a number of perspectives were

provided, which fitted with the archetypes that eyee.

Overall, this has been a fascinating investigaitnbo the lives of these individuals. While somet o
findings have affirmed some of what the researdierady knew, others have been a revelation.

There is a real hope that some of these findiigs flown and provide a deeper insight into how and
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when careers develop for fine artists, providingsseirance, perhaps, that actually it is neverdt |

In fact you might only be just getting to the optim stage in your career to pursue life as an artist
when you reach middle age. However if you nevenkitias, then instead you may assume you are
past it, that you have missed the window of oppuotyy and that you will not be taken seriously.
Moreover, if the arts world is unaware of this thperhaps, fine art graduates will continue to live
with their compulsion to create, but lacking thefidence to do anything financially rewarding with

this compulsion.
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Appendix 1

Interview aide memoire



Aide memoir
Finding individualsin the sample group and having them complete the online survey.

1.

Look to exiting contacts and map out who knows who. Email contacts and request them to
carry out online survey
Ask all respondents to highlight and provide contacts for others that they may be able to
remember from the course.
Go through the 1994 catalogue and search out each of the individuals who have yet to
complete the form process — the catalogue represents 50% of the group:

a. Search google — if found then email
Search Facebook — if found ‘friend’ and email
Search Friends reunited — if found then ‘add as friend’ and email
Search Linkedin — if found then ’add to network’ and email
Search Twitter, follow and send direct message or email if possible.
Search 192.com — to identify if home address given in catalogue is still parental
address — if found then send hard copy of survey to parental address with pleas to

o

forward as necessary
List all remembered individuals who are not in catalogue and do the same process as in
stage 3. Along with all of those suggested by the exisiting participants.
Contact Wolverhampton University alumni

Standard content of email to be sent:

Dear Leigh

My name is Charlotte Carey you may remember me from Wolverhampton University — we
both studied Fine Art there at the same time. Hil | hope life is treating you well?

The reason | am contacting you is that | am currently half way through a PhD. The study |
am conducting is looking at the careers of creative discipline graduates. Specifically | thought
(possibly foolishly) that it would be interesting/useful to capture the career journeys of an
entire cohort of graduates all of whom graduated from the same place at the same time.

You may be able to guess where | am going with this. The cohort and now sample group for
my study is the 1994 Wolverhampton Fine Art Alumni, of which you are one. To this end |
am emailing to ask you if you would please take a short amount of time (about 15 minutes)
to carry out a survey linked to here:

http://creativegraduate.wufoo.com/forms/creative-graduates/

| started the PhD process back in 2007. I've been doing it Part-time while working full-time
and being a mummy. | am now under some pressure to complete the data collection
process by my sponsors and supervisory team. Already a fair few folk have completed the
survey but reaching people has been harder than I'd anticipated so your contribution would
be extremely useful. Please be assured that all information will be treated confidentially and
to this end there is a link to the ‘ethical statement’ accompanying the study from the form.



I'd like to reiterate how grateful | am for you taking the time to read this email and to once
again stress how helpful it would be if you would please complete the survey.

If you have any queries or objections then please do email me and let me know:
Charlotte.carey@bcu.ac.uk or call 0121 331 7259.
Many thanks

Charlotte

The Interview process
Email or telephone the individual in order to secarmutually convenient time in order to
meet for the interview. Explain that this is likdétytake between 1 and 2 hours. Explain the
study and its objectives, highlighting the methaded — i.e. the use of storytelling, my own
insider perspective and the impact this has hatth@ethical considerations of the study.
Participants will be given a copy of the ethicaltsent and asked to sign two written
consent forms — one to keep, one to take.
Questions to frame the interview, these questiomsaoffer a loose framework, participants
are encouraged to tell other stories but thesetignssare intended to help the researcher
remain focussed.
Graduates from creative Disciplines

I. Please describe your current situation?

2. The Story — please tell the story of your career how you got to where you are now
from graduation

Now what is/are the:
e Title
* Major issues
¢ Characters
e Tension
¢ Resolution
¢ Lessons learnt

3. Please (briefly) describe your education?

4. Did your education help in terms of enterprise, entrepreneurship and running your
own business? If so, how? If not how could it have been improved upon?

5. Do you feel that your gender has in anyway affected your career?

6. Attitudes towards creativity - what are they have and how have they altered? Do
you feel you have been creative in your career? Is it important?



Attitudes towards enterprise/running a business — what are they have and how have
they altered? Do you feel you have been enterprising in your career? Is it important?

What were your Initial expectations of a career and what were the realities? What
do you feel about this?

How do they feel about participating in the study? Would they be interested in any
further contact? Or to hear any of the findings? Do they see any value in the study?



Appendix 2

Written consent form



Name:

Role:
Company (if applicable):

Address:
Email:
Tel:

l.... e .. agree that my firm (if applicable)..................... will take part
ina research exercise W|th Charlotte Carey, PhDestt from Birmingham City Business
School to develop an understanding of the developwiecareers and entrepreneurship
within the creative industries.

| understand that my name will not be used withnytconsent, except to confirm to funders
that the company/I exist. Ideas and points of wellvnot be attributed by name to me or to
my company, however | agree to the following baisgd as part of the preparation of
materials for the exercise:

a Interviews with owner/participant
o Interview or focus group with staff/participants

I understand that, following the development ofélxercise, academic papers may be
prepared for presentation at an academic confer@nder publication in an academic
journal which uses my company as one of a numbeasé# studies). Again | expect that my
details are kept entirely confidential and thah# results are used for other purposes | will
be consulted.

Signed

Date




Appendix 3g

Transcribed and coded example of an interview


id103664
Sticky Note
Omitted from electronic version for participant confidentiality


Appendix 4

Full list of open codes and hierarchy of codes
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