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ABSTRACT

The article presents findings from a new mapping of the creative industriesin
Norway 2008—-2014. It reviews previous mappings of the creative industries and
discusses questions related to construction of the creative industries population
and its economic measurement. Reported results include value added and
employment for the whole sector and for the selected industries music, books,
education and teaching, aswell asthe differences between the creative industries
and the mainland economy in Norway. Main findings include positive
development of value added and empl oyment for the whol e sector throughout the
period 2008-2014, but not as strong growth in value added asin the mainland
economy. Additionally, the authors perceive and discuss such mapping's
consequences, and impact on, the cultural policydiscourse.

INTRODUCTION

A new mapping of the creative industries in Norway shows that the industries
are generally doing well during the period from 2008 to 2014, but not in all
areas. Thedigitization processes are now achallengeto many sectorsand value
added has stagnated or declined in both the book and the newspaper industries.
The contemporary conservative cultural policy in Norway is characterized by
a strong focus on business and commercialization, on private funding, and on
export. In such apolicy climate, economic mapping of the creative industries
becomes a part of the cultural policy discourse itself.
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In the EU, the creative industries enjoyed growth in employment during a
period of significant unemployment, and they are considered robust enough to
get through tough times. Norway, not a member of the EU, has not been
strongly affected by these economic crises since 2008, basically because of our
strong petroleum-based economy. Thisis an important consideration with
regard to the development of the creative industries in Norway in the period
2008-2014.

The conservative Government has changed both the cultural policy and the
political rhetoric in amore economic direction since 2013. The economic rhet-
oric was especialy explicit during the Minister period of Thorhild Widvey,
aformer Minister of Petroleum and Energy. Widvey was particularly con-
cerned with private funding and sponsorships, and sheintroduced the so called
‘Gaveforsterkningsordningen’ (literally ‘ aninstrument to strengthen gifts’), an
incentive to redeem more private giftsfrom investors and patrons (The Norwe-
gian Government 2015). She aso launched Talent Norge AS, an initiative to
increase public-private collaboration with the purpose of supporting young tal-
ents with an international potential economically (The Norwegian Govern-
ment 2015).

Other important issues of the current conservative Ministry of Culture, now
headed by Minister Linda Cathrine Hofstad Helleland, have been stronger
commercialization in the creative industries and increased export of Norwe-
gian culture. On that occasion, it is established a Knowledge Centre for Cul-
tura Industriesin Lillehammer in 2014 (Kunnskapsverket 2016) and an Indus-
trial Policy Council for The Cultural and Creative Industries in 2015, which
providesinput to the Ministry of Culture and The Ministry of Trade, Industry
and Fisheries (The Norwegian Government 2015)

Internally inthe Ministry of Culture, theareacreativeindustriesismoved from
thevoluntary sector to the arts, and the Minister Hof stad Helleland reorgani zed
the Ministry in 2015 and reinforced the focus on the cultural and creative
industries. To increase public funding of arts and the cultural sector is not the
main target of the conservative Government. Instead the Ministry of Culture
wants to prepare the ground for a stronger economy in the creative industries
themselves, so they can increase sales, raise more private capital and
strengthen export. One could discussiif this business inspired approach to the
cultural sector iscultural policy or industrial policy. We tend to regard this as
cultural policy becauseit is performed by the Minister of Culture, and asthe
money being spent comes from the Ministry of Culture.

Innovation Norway, the Governments instrument for innovation and develop-
ment of Norwegian enterprises, has received a mission from the Ministry of
Cultureto strengthen exports of Norwegian video games (Innovation Norway
2016). Inthe national budget for 2017 the mission from the Ministry of Culture
isfurther strengthened, and I nnovation Norway becomes an even more impor-
tant tool in the Norwegian cultural policy.
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In a situation where the Norwegian economy is weakened by deflated petro-
leum price, the creativeindustries are al so considered as an economic potential
in a post-petroleum-future, as Innovation Norway does in a new strategy doc-
ument (Innovation Norway 2016). In such alandscape, mappings of the crea-
tive industries matters in the political discourse, and how the creative indus-
tries are performing economically, matters in a conservative cultural policy
where increased value added is one of the targets.

The new mapping of the creative industriesin Norway has been initiated and
financed by the Bl Center of Creative Industries at Bl Norwegian Business
School, and it is carried out in cooperation with Menon Economics. We
emphasi ze that this mapping is performed without any public support or polit-
ical influence. Our research interest has been of afinancial nature; how arethe
creative industries performing compared with Norwegian economy in genera
etc? We are self-conscious that the findings may be used in the culture policy
discourse in ways we do not control, and that economic mappings of the crea-
tive industries as such, often become a part of an economic legitimization of
cultura policy: The creative industries are profitable and they have a great
potential etc. Economic mappingsof the creativeindustriesin EU and globally,
often have such impact, independent of the intentions of the researchers and
consultants performing them. As a solution to this challenge or problem
(depends on how you seeit), we will strive to be self-conscious and self-reflex-
ive concerning the unintended consequences and impact of our work.

In this article we present the new construction of the creative industries popu-
lation in Norway, the methodology, the main findings and some new digital
challenges for economic mappings. It has been our aim to be as transparent as
possible in the construction of the population, and in the explanation of the
methodology and its weaknesses.

PREVIOUS MAPPINGS OF THE CREATIVE INDUSTRIES

Thefirst systematic mapping of the creative industries’ importance for acoun-
try’s economy was carried out in England in 1998 by the Department of Cul-
ture, Mediaand Sport (1998 DCM S Creative | ndustries Mapping Document).
This mapping started awave of interest and corresponding mappingsin the
northern countries as well as globally.

In Norway, creative industries was translated as ‘ cultural industries’ by The
Eastern Norway Research Institute, which conducted thefirst mapping in 2004
(Haraldsen et al. 2004). This trandation would prove to put numerous con-
straints on how the concept ‘ cultural industries’ was understood and operation-
alized. The Eastern Norway Research Institute repeated the mapping in 2008,
while in 2011 it was conducted by Menon Business Economics and Perduco
Kultur with different methodology and a more precise population (Espelien
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and Gran 2011). All of these mappings were carried out at the request of the
Ministry of Trade and Industry.

In December 2014 the first mapping of the creative industriesin al EU-coun-
tries was completed, Creating growth — Measuring cultural and creative
marketsinthe EU (EY, 2014), and in December 2015 thefirst global mapping,
Cultural times— The first global map of cultural and creative industries, was
published (EY, 2015). Both of these mappings were conducted by EY (previ-
oudly Ernst & Young) and, as shown, the conceptual frameworks of cultural
and creative markets and industries were used.

Concepts and definitions — Culture industry, cultural and creative
industries

What istypical for new fieldsand disciplinesisthat they have often not yet agreed
on acommon conceptua framework. Since 1998, these industries have been
referred to as both creative industries, cultural industries and the experience econ-
omy (Caves 2000, Throsby 2001, Garnham 2005, Hartley 2005, Hesmondhalgh
2007, Potts and Cunningham 2008a, Espelien and Gran 2011, Jones et d. 2015).

In 1998, DCMS' Creative Industries M apping Document, the creativeindustries
weredefined as: ‘ thoseindustrieswhich havetheir origininindividua cregtivity,
skill and talent and which have a potential for wealth and job creation through
the generation and exploitation of intellectual property’ (DCMS 1998,3). This
definition focuses onindividua crestivity and the individual’s copyright.

In 2004, The Eastern Norway Research Institute defined cultural products as
products whose primary qualities are communicative, i.e. products that are
made in order to communicate with/to an audience/customer. Furthermore,
cultural industries were defined as industries that create products whaose pri-
mary qualities are communicative (Haraldsen et a. 2004).

Both of the new mappings done by EY use the concepts * cultural and creative
industries’ (CCl), where cultural is meant to specifically maintain the cultural
heritage dimension of the industry. In a European context, cultural heritage,
museums, and monuments of all sorts, represent an important industry that has
great impact on other industries, such astourism. In EY’sreports, cultural and
creative industries are defined by UNESCO in the following way:

CCls comprise those industries producing or distributing cultural and cre-
ative goods and services, defined in 2005 by UNESCO as ‘ activities, good
and services, which embody or convey cultural expressions, irrespective of
the commercial value they may have (EY 2014, 96).

The definition emphasizes that it is not the commercial value that decidesif a
businessisincluded in the creative industries or not, but that it consists of cul-
tural expressions. In 2016, after 18 years of mappings and definitions (Potts
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and Cunningham 2008b, Cunningham 2009, Jones et a. 2015), one could say
that cultural industries are a phenomenon. During the course of these years, a
consensus has been reached that relates to what creative industries, or what is
creative and/or cultural, are when mapping them. With the new, and quite
extensive, mappings done by EY, the concept of cultural industries has been
even moreingtitutionalized. In away, it doesnot need a precise definition, only
an agreement on which industries are to be included. With few exceptions,
especially concerning software and education included in some of the coun-
tries' mappings (likein England), it seemslike more or lessthe sameindustries
are now included in these mappings (for an overview of the mapping catego-
rizing, see The Oxford Handbook of Creative Industries, 2015). The creative
industriestoday mainly consist of the culture and mediasector at large, in addi-
tion to architecture, design, computer games and advertising.

One can of course object that other industries are communicative, cultural and
creative too, which is a correct observation. Nevertheless, these are the indus-
triesincorporated in precisely what has been categorized asthe creative indus-
tries. At Bl Centre for Creative Industries they have been further identified as
having, ‘the common attribute...that they all are engaged in form-oriented
communication involving varying degrees of creativity’ (bi.edu/cci).

‘Form-oriented communication’ refers to an aesthetical dimension, which by

othersisreferred to as symbolic or semiotic, in opposition to any form of com-
munication. Asregards, ‘ varying degreesof creativity’, thisacknowledgesthat
no oneis constantly creative, and not all parts of the value chain are creative.

Thisisaworking definition, which we have a pragmatic rel ation to — concepts
are always located in a context of use and can be changed when needed.

In this mapping we have chosen to change the former * cultural industries’ used
in Norway to ‘creative industries’, and we consistently use the term * creative
industries’ as asingular concept when referring to the whole industry, while
using the terms branches, sectors, areas and industries when referring to the
subgroups of the whole industry. We use ‘ creative industries’ instead of both
‘cultural and creative industries'.

The mappings population is based on reported financial statements. As a con-
sequence, al private and public organizations registered as a business entities
with accounting obligationsin the Norwegian Central Coordinationg Register
for Legal Entities (e.g. Limited companies or Norwegian Aksjeselskap / AS)
from 20082014 are included. However, public institutions organized directly
below the Ministry of Culture (f. eks Riksteatret) or local municipalities as
subordinate agencies are not included in the population, asthey do not submit
financial statements similarly as the organizations with accounting obliga-
tions. Even though most public organizations are registered as Limited Com-
panies, the population’s lack of institutions organized as subordinate agencies
excludese.g. libraries on the local level from the population. The exclusion of
such institutions yields some unreported values for the studys results, espe-
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cially within measurement of employment. Additionally, we would note that
we have not separated publicly financed institutions registered asan AS or
companies with similar equity structure (such as The National Theatre) from
privately funded organizations in the population, because such separation has
not been the purpose of this mapping. It is of course possible to do with adif-
ferent methodol ogy.

CONSTRUCTING THE POPULATION OF THE CREATIVE
INDUSTRIES

Thesedivisionsareinspired by EY’smapping of the creativeindustriesin both
the EU and globally, but they are not identical (EY 2014, EY 2015). We have
chosen to use EY'sindustry classification for our population because we find
it more relevant than the one Eastern Norway Research Institute created in
2004, which Menon and Perduco Kultur also used in 2011: Architecture,
Printed media, Artistic businesses, Cultural heritage, TV and radio, Advertise-
ment, Design, Music and Film, photo and computer games.

The following branches constitute the creative industries in this mapping:
Architecture, Newspapers and magazines, Books, Computer games, Film,
Music, Advertising and events, TV and radio, Performing arts (theatre,
orchestra, opera and ballet/dance), Education and teaching (within the indus-
tries), and Visual Arts (fine art, design, museums and cultural heritage).

An explanation for EY’s more precise branch structure may lie within their collab-
oration with branch representativesin their mapping. EY has divided the popula-
tion into a structure the industries can recogni ze and use themselves. EY's order
camefrom GESA C (Grouping of Authorsand Composers) and not from any polit-
icd indtitution in the EU. As an implication of choosing EY s branches, we do not
include software, which was and currently isincluded in the other mappings.

Comparedto EY sindustry structure, there are some minor changesto our divi-
sion of the industries. Advertisement is rearranged to be Advertisement and
events, where the separation of eventsis new compared to EY s mappings.
Many businesses are operating in both advertisement and events, but there are
many pure event companies.

Education and teaching represent anew category in the Norwegian context and
to readers of EY’sreports. The rationale for including education and teaching
isthat they arguably belong to the industries’ value chain, in which education
can be considered as both the beginning and the end of the chain. Education

and teaching create the creators, and different playersin the creativeindustries
are employed in this sector, i.e. musicians teaching at the Academy of Music,
architects at The School of Architecture, etc. Thus, it seems appropriate to add
culture and media education to the creative industries. This addition has also

been conducted ininfluential international mappings, such as UKsDepartment
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for Culture, Media and Sports * Creative Industries Economic Estimates
(2016). Such avalue chain, in which education and teaching areincluded, can
actually be presented as a value circle rather than a value chain, because edu-
cation includes both the new creators and the experienced teachers—the begin-
ning and the end of the value chain.

The NACE-standard

The population consists of businesses drawn from the NACE-standard, which
laysthe structurefor coding of businessesin the Branngysund Register Centre
and SSB’s establishment and enterprise register. All businesses in the Bran-
ngysund Register Centre are registered under a specified NACE-Code, and
this NACE-code tells which industry and branch the businesses belongs to.
‘NACE' isaFrench acronym for Nomenclature statistique des activités
économiqgue dans la Communauté Européenne.

The following is an example that servesto describe its structure: (http://
stabas.ssh.no/ltemsFrames.asp? D=8118001& L anguage=en). A publisher,
such as Gyldendal Norsk Forlag AS, is registered in NACE-code 58.110
together with other publishers, while the NA CE-code 58.130 contains newspa-
perssuch asAftenposten AS. Thetwo first numbers of these two NACE-codes
(58) tell usthat both these businesses are registered within some kind of pub-
lishing. Meanwhile, the three last numbers specify what kind of publishing
they do. Inthiscase 58.110 is specified as * publishing of books', while 58.130
specifies ‘ publishing of newspapers'.

Some codes, as the ones above, are simple to use, because all businesses hav-
ing these codes bel ong to asingle branch (newspaper or book). However, there
are other elements concerning the NA CE-standard that have demanded more
manua work in order to apply their relevant businesses correctly in this popu-
lation.

Firstly, the branch structure in the NACE-standard is often incompatible with
the chosen industriesin our mapping. This meansthat many NA CE-codes con-
tain businesses with affiliation to different branches within or outside our pop-
ulation. Such NACE-codes have required manual review and clearance of
businesses within their respective branches in our population.

Secondly, many businesses do not fit into our population even though they are
registered within NACE-codes with clear links to specific branchesin the pop-
ulation. An example of thisisfound in NACE-code 73.110 (Advertisement
agencies, which belongs to our branch ‘ Advertisement and Events’) where
Pepsico Nordic Norway ASisfound. Pepsico, the soft drink corporation, isnot
considered a creative sector, and we have eliminated Pepsico from our popu-
lation. We have structured the process of detecting such not-fitting businesses
by searching for them manually among the top hundred businesses in each
NACE-code, measured by their revenuesin 2013.
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Thirdly, some businesses do belong to our population, but are registered in
Brannaysund Register Center within very different NACE-codes than those
our mapping encompasses. Thisisespecially so for new businesseswithin dig-
ital servicesin the creative industries, such as Spotify and Tidal, which often
are registered under various NACE-codes for ICT services. These we have
moved to relevant industries, asin the case, the music industry.

We emphasi ze that we have only cleared limited companies and other organi-
zations with accounting obligations within the popul ation, and not sole propri-
etorships.

We have cleared the population based upon figuresfrom 2013 and the new pop-
ulation is brought back and forth in time. Thisimpliesthat the changeswe have
conducted for 2013 are applied for the entire period 2008—-2014. In order to
evaluate development over time, it is also necessary to include businesses that
were active before 2013, but not in 2013, and companies established in 2014.
Starting with 2013 as baseline, we have identified different NA CE-codes that
dominatewithin the 11 branchesin the creativeindustries. If 80 percent or more
of thetotal turnover in a code exists within one of the branches in the cregtive
industries, we have added the companies that originally were not in the popula-
tion, but were active in the period 2008-2013, or for first timein 2014.

MEASUREMENT AND METHODOLOGY

We have studied the creative industries for the period 2008-2014. This period
has been chosen because of the fiscal crisesin 2008 and to safeguard the digi-
tization processes since the birth of the smart phone in 2007. Our main goal
has been to measure value added and employment — both at an industry level
and within the underlying branches. Also calculated, but left out of thisarticle,
isthe measurement for profitability and productivity, which isincluded in the
Norwegian report.

Our data comes from financial statements drawn from two sources. We have
used accounting datafrom Menon Economics for businessesregistered aslim-
ited companies or with asimilar equity structure in Brannaysund (‘ Limited
companies and others’ in the figures below). Meanwhile, we have used Statis-
tics Norway’s (SSB) employment statistics for sole proprietorships without
accounting obligationsfor gathering datafrom all sole proprietorships. Hence,
creative businesses without incorporation as alimited company or sole propri-
etorship are not included in this mapping. Publicinstitutionsthat are organized
by the Ministry of Culture as subordinate agenciesare not included inthevalue
added figures nor the employment figures. Relevant institutionsin this matter
are Arkivverket (The National Archives of Norway), KORO (Public Art Nor-
way), and Norsk Kulturréd (Arts Council Norway). However, most public
institutions such as museums, theatres and NRK (Norwegian Broadcasting
Company) are today limited companies and included in this population.
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Of greater importance for our mapping, especially the numbers on employ-
ment, isthat all culture activities organized under local municipalities are not
included, because they are not organized as limited companies with ordinary
private accounting obligations to The Brenngysund Register Centre. Thisis
the situation for most libraries and local community centres. These organiza-
tions could have been included through use of other sources, such as Kostra
figures (Statistics Norways key figures on municipal activities), but welimited
our method to The Branngysund Register Centre, because we also wanted to
measure value added, productivity and profitability.

Value added is measured only for limited companies and similar reporting busi-
nesses (Ltd.’s and other organizations with accounting obligations) but not for
the sole proprietorships (SP), because their income statements (RF-1175) and
value added tax reposts (RF-0002) was not included in SSBs datasets for esti-
mations of SPstatisticsduring the entire period of the study (2008-2014). Value
added for sole proprietorships could have been estimated by use of RF-1175,
but as our mapping has been limited by SSB’s estimations, this measurement is
not included. Value added is measured in basic price, and with value added we
understand that what isleft for allocation — after welfare expenses and interme-
diate goods, including rents, procurement of equipment/technology etc. — has
been paid. The expression used within accounting to define value added is oper-
ating profit + payroll expenses. Value added therefore appears as alower num-
ber than turnover (which other mappings often measure, for instance EY) where
these different expenses have not been withdrawn. Asvalue added givesamore
realistic impression of the state of the industry, it is chosen as our parameter.
Additionally, value added is directly comparable with gross domestic product
(GDP), which means that we can calculate what share the creative industries
congtitute of the Norwegian GDP or what share the different branches are con-
tributing to the creative industries. We are also able to measure the importance
of the creativeindustriesin Norway compared to other industries (such as tour-
ism) and the mainland economy (without the petroleum sector).

Throughout the mapping current prices have been used, which meansthat the
value of the NOK reflects its value at the point of registration. Current prices
are normally used in key analysis, but if one isto analyse development over a
greater time span, fixed prices are better suited.

The datarelated to sole proprietorships, turnover and employment in sole pro-
prietorships with less accounting obligations have been bought from SSB.
Here, SSB’sown cal cul ations underlie employment, number of companiesand
turnover. The reason we do not have the numbers relating to value added for
sole proprietorshipsis that the existing data does not contain numbers from
accounting that make this possible.

With employment, we target employees in limited companies and other organ-
izations with accounting obligations, as well as sole proprietorships and the
holders of sole proprietorships. The number of employeesin limited compa-
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nies and others, has been obtained from NAV’s AA-register (Norwegian
Labour and Welfare Administration), while the calculation of employment in
sole proprietorships is more complicated and can be done in different ways.

Regarding employment in sole proprietorships, we use the calculation 1 sole
proprietorship as 1 employee, which means the holder of the sole proprietor-
ship. This method was used in the mapping from 2011 by Menon and Perduco
Kultur, and it isquite similar to the one EY used in their mappings, where they
measure the number of jobs and not full-time employees in the industry:

Jobs — permanent and temporary or part-time workers:

Employment information monitored by professional organizations and
Eurostat is expressed in numbers of jobs, not in full-time equivalents
(FTE). Thisisexplained to alarge extent by thelack of dataon employment
in CCl-related EU NACE codes. EU statistical frameworks fail to count
artists and other creative content owners (EY 2014, 97).

This method is chosenin this article, because it is closest to the new mappings
of EY (EY 2014, 2015). Other calculation methods could correct for the poten-
tia measurement bias regarding employment from the 1.1 ratio, occurring from
proprietors who use their sole proprietorships in order to collect a secondary
income. In the Norwegian report we have aso utilized Statistics Norway's
employment method for sole proprietorships, which operates with fewer
employed personsin sole proprietorships than the cal culation method of 1 SP=
1 employee. We explain and use both calculationsin the report in order to make
our method as transparent as possible. In this article we only present the calcu-
lation method of 1 SP= 1 employee because of the journal’s space constraints.

Differences between EY’s measurements and the Norwegian
measurement

We will now mention the differences between EY’s mappings and our map-
ping, which in turn explains why we do not compare these reports any further.

Value added versus turnover: Where we measure val ue added based on account-
ing figures, EY uses revenues and turnover. This means that the figures are not
comparableand that EY turnover figureswill be higher than our value added fig-
ures (where expenses are withdrawn). Additionally, EY operateswith estimates
on their turnover figures and these estimate bases come from various sources.
The method behind these estimates has been devoted little attention in both
reports. The main advantage of measuring val ue added isthat these figures could
express how important the creative industries are for the Norwegian economy
(GPD). Thus we can elaborate on how well the creative industries are doing
compared to the entire mainland economy and other industries, such as tourism.

Value chain: Another difference between EY’s reports and this mapping isthe
inclusion of different parts of the value chain. EY focuses on sales activities or
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sales of products to consumer when they measure turnover. In contrast, meas-
ure value added in the entire value chain of every branch in the creative indus-
tries. One example is that we include printing houses (of books, newspapers,
magazines and advertising), which EY does not. Our industry will thus
become larger than the one EY is measuring.

Employment: We have calculated employment in arelatively similar way to
EY, even when it comes to self-employment in the sole proprietorships. But
while EY estimates employment from various sources and uses selected coun-
tries as bases (see EY 2014, 97), we are operating with employment figures
from NAV’s (Norwegian Labour and Welfare Administration) AA-register and
SSB’s employment cal culations for sole proprietorships. Consequently, our
employment figures are associated with less uncertainty than those of EY. As
weinclude the entire value chain, we cannot compare our employment figures
with EY’swithout arange of reservations.

MAIN FINDINGS

We see agrowth in the creative industries, both related to value added and to
employment. There has been positive development in value added of 15 per-
cent during the period 2008—2014. There has also been a positive devel opment
in employment of 12 percent during the same period (calculation: 1 SP=1
employee), and sole proprietorships ensures the largest growth. On the less
positive side, creative industries have failed to keep pace with the mainland
economy during the same period, where the growth has been at 38 percent.

What role does the creative industries play in the Norwegian economy? The
industries’ share of the mainland economy has declined from 3.6 percent in
2008 to 3 percent in 2014, which pose arelative decrease of 16,7 percent. The
development is shown in the figure below:

Figure 1. This figure shows the creative industries’ share of GDP in the Norwegian
mainland economy, 2008-2014

Compared to the EU, Norway has not been strongly affected by the financial
crisis (nor the Euro crisis) since 2008. On the contrary, the Norwegian ‘ol
economy’ has been running smoothly both offshore and on the mainland.
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In this context, development has been better in the Norwegian mainland econ-
omy than among the creative industries. However, the recently deflated oil
prices and ditto currency va ue for the Norwegian crown will make it interest-
ing to see how well the creative industries fare comparatively in the coming
years.

As regards employment, development has been the opposite of that of value
added; its share of employment has increased:

Figure 2: The figure shows the creative industries’ share of total employment in Nor-
way for all types of business entities. 2008-2014 (Statistics Norway’s employment cal-
culation for sole proprietorships).

Thecreativeindustries’ share of total employment rosewith 5,4 percent during
the period, from 4.07 percent in 2008 to 4.29 percent in 2014. In other words,
more people have been employed in the creative industries, percentagewise,
than in the rest of the Norwegian economy during this period. This devel op-
ment could also be related to the increased public funding of culture from the
Norwegian red-green coalition cabinet in the period 2006—-2013.

We observe that the creative industries share of total employment in Norway
for al types of business entities rose with 5.4 percent between 2008-2014,
whilethe creativeindustries’ share of GDP decreased with 16.7 percent during
the same period (figure 1). This development could be an expression for apro-
duction oriented cultural policy (Kulturlgftet 2006—2013) which hasyielded
positive results for employment within the cultural branches of the creative
industries, but not for the creative industries economic devel opment relative to
the Norwegian GDP. We need to emphasize that the Norwegian economy —
aso mainland economy benefits from the petroleum sector — has been strong
during this period. These results can be seen in the light of previous research
such as Bille and Lorenzen’s report on the Danish experience economy (Bille
and Lorentzen 2008). The authors imply that economic growth could not be
caused by increased public funding in organizations where public funding
accountsfor the majority of the organi zations financial resources (as for muse-
ums and performing arts). Further, they state that increase in employment in
such organizations would be associated with economic expenses and not
income, as these organizations has other objectives than profit maximisation.
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In Norway the growth in employment has been strongest in sole proprietor-
ships, which could partly be explained by the increasein public funding. The
figure below shows development of employees in the creative industries dur-
ing the period 2008-2014:

Figure 3: Development in the number of employees in sole proprietorships (1 SP =1
employee) and limited companies and other organizations with accounting obligations
2008-2014.

Total employment in the industries increased by 12 percent between 2008—
2014. The growth in sole proprietorships was 43 percent, while growth for lim-
ited companies was only 2.6 percent. The reason for the minimal growth in
employment in limited companiesisrelated to the decrease in employment in
the newspaper, magazine, and the book industries.

The decrease in employment between 2008 and 2009 can be related to the
financial crisis, which did hit several of the industries, among them newspaper
and architecture. From 2010 and forward thereis an increase in employment,
which is strongest among sol e proprietorships.

Therewas particularly strong growth in employment in SPs between 2010 and
2011 (up from 18 257 to 25 112), which can partly be explained by changesin
SSB’s calculations. From 2011, SSB included income statement 1 (RF-1175)
and value added tax report (RF-0002) as asource for their estimationsfor SPs.
Additionally, the amount limit for reactivation of ‘sleeping’ SPs (i.e. previ-
oudly active SPs with no reported activity over a period, who restarted their
activity again under the same organization number) was lowered. In an e-mail
February 5th 2016, SSB Senior adviser Elisabeth Haraldsrud reports that the
combination of these changes|ead to reactivation of 15 000 SPsin SSBsentire
database. We assume that these changes has given larger impact for industries
where SPs are common organization entities for additional business, such as
the creative industries.

We will now have a closer look at the book industry, the music industry and
the teaching and education sector. We have chosen to highlight theseindustries
because music and books are strongly affected by digitization, and teaching
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and education because this sector shows a strong increase in both value added
and employment.

The Book Industry

The book industry consists of authors, publishers, printing houses, bookshops
and other distributors. The book industry in Norway isacommercial industry
with significant public subsidiaries such as the procurement scheme by Nor-
wegian Arts Council and tax exemptions on paper books through the Ministry
of Finance.

The book industry’s value added decreased 1 percent during the period from
200810 2014. The overall increase of value added in the creative industries has
been at 15 percent during the same period, while it has been at 38 percent for
the Norwegian mainland economy. In comparison with these two measures,
the book industry has fared significantly worse in terms of value added:

Figure 4. Development in value added in limited companies and other organizations
with accounting obligations in the book industry, 2008—-2014 in NOKm.

This development is connected to redundancies in the industry (see next fig-
ure), which gives lower labour costs (labour costs are added back in the value
added formula).

The book industry did not experience a decrease in value added from 2008 to
2009, asthe architecture branch and the newspaper and magazine industry did.
Thefinancial crisismainly struck the private sector, relying on B2B operations
in Norway, while the purchasing power of the Norwegian consumer remained
relatively stable. This effect in turn resulted in larger downturns for creative
industrieswhere dependency on advertisement and businessto business (B2B)
operations have been more pivotal for revenues. Furthermore, the book indus-
try reliesto some extent on income from sales of school textbooks, which are
untouched by business cycles.

The stagnation in value added during this period can be related to the ongoing
process of digitization of the industry. However, our results aone are not
enough to establish a causal relationship in this respect. Nevertheless, it is
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likely that the book industry’s loss of turnover from 2008-2014, driven by
declinein sales of fictional literature from 2011 have impacted the entire
industry negatively (Forleggerforeningen 2014). Additionally, the process of
digitization of school textbooks has been partially moved out of the publishing
houses to other players in the education sector. The digital condition in the
book industry has put public funding in an ambivalent position, since some of
the funding, as digital lexicons, digital schoolbooks, digital library-services,
are seen as public competition by some actorsin the private book business.

In 2014, the book industry employed 6960 people in limited companies and
3235 as owners of sole proprietorships. The figure below shows this devel op-
ment over time:

Figure 5. Development in employment in limited companies (and other organizations
with accounting obligations) and sole proprietorships in the book industry from 2008-
2014.

Employment has increased by 4 percent during the period from 2008 to 2014.
When dividing limited companies and sole proprietorships, we notice that the
development is negative, specifically 9 percent for limited companies. How-
ever, we register an increase of as much as 53 percent in employment in the
sole proprietorships. When decrease in employment is not stronger in this
industry, it is solely on account of growth in the sole proprietorships. The lim-
ited company’s decrease in employment is 9 percent for the period 2008-2014.
Related to the 1 percent decrease in value added for the same period, these
results could indicate that downsizing reduces the industry’s overall lossesin
value added. The growth from 2010 to 2011 ispartly related to achangein the
calculation methods used at SSB (see p.11). However, the tendency from
20112014, till reflects an industry where employment increase in SPs and
decrease in limited companies. A possible explanation for this development
could be related to downsizing in the industry’s limited companies, and that
this tendency has moved employment from limited companies to SPs. Addi-
tionally, thetwo figures of development in employment and value added from
2008-2014 reflects that the Norwegian book industry has evolved to be an
industry with increased economic rivalry where more people are competing for
less value added.
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The Music Industry

The music industry mainly consists of musicians; production, publishing,
release and distribution of music and recordings; businesses related to concert
arrangement and music festivals. We would like to note that publicly funded
orchestras (e.g. the Bergen Philharmonic Orchestra) are located under the per-
forming arts sector.

The music industry had an increase in value added of 5 percent from 2008 to
2014. When comparing this to the creative industry at large, with a growth of
15 percent, as well as to the mainland economy, with a growth of 38 percent,
the music industry lags behind. Compared to devel opment from 2008 to 2011,
the music industry is now back on track and shows an optimistic increasein
value added since 2011:

Figure 6. Development in value added in limited companies and other organizations
with accounting obligations in the music industry, 2008—-2014 in NOKm.

The transition from sales of recorded music on CDs and digital files (iTunes)
to subscription based streaming services (Spotify) can be seen by the decrease
in value added of 8 percent between 2008 — 2011, and the subsequent increase
of 16 percent in the period 2011 — 2014. The year 2012 reflects the turning
point of the Norwegian music industry, which was when the total turnover of
music recorded in Norway increased for the first time since 2000, at the same
time as earnings from digital services became the number one driver for tota
turnover (IFPI Norge, 2015).

The industry has seen a growth in employment of 59 percent from 2008 to
2014. The music industry is the creative industry with the most people
employed in sole proprietorships (1 SP= 1 employee). As seen from the figure
above, there has been a decrease in employment in limited companies of 4 per-
cent. The decrease in employment in the music industry between 2008 and
2011 is connected to the digitization of the industry and fewer jobs related to
distribution and sales.
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Figure 7: Development in number of employees in limited companies and other organ-
izations with accounting obligations, and sole proprietorships in the music industry.

There has been an increase in sole proprietorships of 110 percent during this
period, and the growth is largest between 2010 and 2011. This can partly be
explained by achange in SSB’s cal culations, which resulted in more sole pro-
prietorships being included from 2011 and forward. There is also an increase
in employment from 2011-2014, which is worth noticing. Here, the total
employment growth at 20 percent is primary caused by the sole proprietorships
(23 percent growth) and secondly from the limited companies (12 percent).
A plausible explanation for thisdevelopment isthat the declinein employment
in the limited companies during thefirst half of the period has driven creation
and employment in the industry’s SPs from 2011-2014. We also note that the
industry’stotal growthin employment from 20112014 is4 percent lower than
the industry’s increase in value added.

Education and teaching

This sector consists of education and teaching across the creative industries.
When we measure value added and employment, both private and public edu-
cation institutions and teaching services areincluded in the numbers. The larg-
est public educational institutions are included in this population (e.g. Oslo
National Academy of the Arts and Norwegian Academy of Music).

Some relevant public education in the creative industries are organized as
departments within larger universities and university colleges, and such
departments could not be included in our population. They are not registered
as separate business entities within the university sector, and thereforeit is
impossible to distinguish the value added in these departments. Thus, our pop-
ulation isincomplete, and in fact too small, for this sector.
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Figure 8. Development in value added in limited companies and other organizations
with accounting obligations in Education and teaching, 2008 — 2014, in NOKm.

Education and teaching has seen an increase in value added of 78 percent from
2008 to 2014, this again compared to an increase in value added of 15 percentin
the creative industries at large and 38 percent in the mainland economy during
the same period. This shows that the growth in value added in the education and
teaching sector is, by far, thelargest in the creative industries during this period.

This sector was not affected by the economic crisisin 2008, as seen in some of
the other industries. Thisis because the sector mainly catered to the consumer
market (students), and not the B2B market.

Figure 9. Development in employment in limited companies and other organizations
with accounting obligations, and in sole proprietorships in education and teaching,
2008 - 2014.

In 2014, 5517 people were employed in alimited company and 500 people
were holders of a sole proprietorships. There has been a growth of 93 percent
in employment within thisindustry during the period 2008—2014.

When dividing between limited companies and sole proprietorships, we find
that limited companies have had an increase of 79 percent during the period
compared to the growth in employment in the mainland economy, which was
11 percent for limited compani es during the same period. Sole proprietorships
have seen a growth of 170 percent during this period, and the low revenue of
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2 million NOK (not shown in this figure) shows that teaching is a supplement
income for artists during this period. We note that the growth in supplement
income from the education sector takes place while thereis strong growth in
public culture budgets (Kulturl gftet).

Differences between the industries — value added

The different areas of the creative industries show different patterns of devel-
opment from 2008 to 2014, which can be related both to the financial crisisin
2008 and the level of digitization present in the branches. The growth in sole
proprietorshipsis also unevenly distributed between the industries, which can
be related to the history and distinctiveness of each industry. From this view,

the creative industries are very heterogeneous today.

The decrease in value added, as well as employment in newspapers and mag-
azines, is so great that it affects the creative industries negatively during the
period from 2008-2014.

Table 1. Value added 2008-2014 for all industries, arranged from the largest growth
to the largest decline — only limited companies and other organizations with account-
ing obligations.

Among thetotal levels, we see that the development of the creative industries
has been at 15 percent for the period 2008-2014. Thisis 6 percent lower than
the tourism industry at 21 percent and 23 percent lower than the Norwegian
mainland economy’s development at 38 percent.

Furthermore, this table shows that education and teaching has had the single
most positive development in value added in the creative industries with a
growth of 78 percent, way ahead of the other branches. The branchisfollowed
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by the three subcategories within the visual arts sphere, where the average
increasein value added has been at 44 percent during the same period. We also
notice that the more mature medias in the TV and Radio industry have kept
pace with development in the Norwegian mainland economy at 38 percent.
The creative industries have three branches with negative development in
value added during the period, namely the book industry, the newspaper and
magazine industry and the computer games industry.

At first glance, it might appear a bit surprising that the total growth of the
industry is at 15 percent, when only three branches have negative figures and
the other figures are on par with, or higher than, the mainland economy. The
reason for thelow level of total growth lieswithin the book, newspaper & mag-
azineindustries. The size of these industriesis so great that they pull down the
creativeindustries as awhole. The growth in value added without the newspa-
per and magazine industry will be at 26.5 percent.

The decrease in the computer games industry is aresult of two companies
(Bergsalaand Funcom), but thisindustry issmall (value added 147 mill. NOK
in 2014), and the decrease does not affect the creative industries asawhole, as
is the case with the two af orementioned branches.

The computer gamesindustry in the EU had aturnover of €16 billion in 2014,
according to EY’smapping. In comparison, turnover inthe movieindustry was
€17.3 billion and €25.4 billion in the music industry. The computer games
industry is currently beginning to catch up with these two established indus-
tries on the continent. Thisis not the case in Norway. Compared to Sweden,
the difference between the two countries’ computer games industriesis also
significant. According to Swedish Games Industry (ref 2015), the turnover in
the Swedish gaming industry grew 123 percent from 2012 to 2014, where it
was about 8.8 billion SEK in 2014, distributed over atotal of 213 companies.

The computer games industry is both ayoung and small industry in Norway.
Compared to the EU and Sweden, Norway has not experienced the same devel -
opment. The explanation for this phenomenon does not reveal itself in our
numbers. However, our study may serve as a starting point for further studies.
The reason why our neighbouring country, Sweden, fares so much better than
Norway in thisindustry should be analysed and studied further.

DIGITAL CHALLENGES — NEW DIGITAL OCCUPATIONS AND
BUSINESSES BORN ON THE INTERNET

What we have not done in this mapping is to identify the new, ‘pure,” digital
industries and to incorporate them explicitly in our population. Thiswewould
like to do during our next mapping because the new digital economy is chal-
lenging many established occupations (e.g. journalists) while it also produces
new professions, businesses and business models. We will therefore finish off
by highlighting some new businesses that have been conceived on the internet.
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The YouTubers

The YouTubers have been apart of the Norwegian entertainment industry
since 2013. Since then, Norwegian YouTubers have established themselves as
national and international entertainment starson thewebsite. Many of them are
running businesses with millions of NOK in turnover. Norwegian Prebz& Den-
nisisan example of this. Thetwo lads are uploading humoristic clips and mov-
iesinthe‘Let’'splay’ genre (filmswhere computer games are played and com-
mentary tracks are mixed in) on adaily basis. These guys can make above
€16 000 per month on their business, according to @ystein Windstad at
NRK.no (21 November 2014).

Primarily, the YouTubers value chain consist of four players. The YouTubers
themselves, Google (Owners of YouTube), the advertisers and the viewers.
The YouTubers create the content and upload them on their respective You-
Tube channels, while the popularity of the video clips among their viewers
drives the number of streams. When aYouTuber connects hisher channel to
Googles' advertisement network (which isintegrated in YouTube), advertise-
ment is placed on the channels' videos and subsequently the YouTuber retains
approximately 55% of the advertisement revenue that his/her video generates.

In the wake of this new value chain, we find new playersin Norway. Among
them are several intermediaries, many of them professionally driven. One
exampleis Nordic ScreensAS, which was created by ex-employees of the
Norwegian broadcasting company TV 2 in 2014. Such companies take cuts
from YouTubers' advertisement revenues by offering network and servicesin
collaboration with advertisers and brands for product placement and co-brand-
ing, cross promotion of videoswith other YouTubersin their network, produc-
tion studios, management services and so on. In addition to revenues from
product placement and advertisement, the most popular YouTubers make
money on event appearances, sales of merchandise and from the computer
games industry. The latter revenue stream exists as exclusive videos of You-
Tubers pretesting/testing computer games before/during launch and often
increases anticipation for the games in the market.

Additionally, many of the smaller playersin the YouTube economy do not nec-
essarily state their advertisement revenues to Norwegian tax authorities, as
these can be disbursed directly to a personal account from Google or via Pay-
Pal. These players fly below the radar for mappings such as this. Regardless,
the phenomenon does not become less interesting when we take into account
this: The YouTubershavedirect accessto the global entertainment market with
minimal production costs, i.e., from their bedrooms. Meanwhile new interme-
diaries are created to innovate, refine and capitalize on this new value chain.

Another new, but more nationally bound genre in the creative industries, are
the bloggers. The bloggers are new players in the media landscape, and some
of them have become well paid professionals.
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The Bloggers

Surrounding the bloggers, we now find anew value chain where mainly

7 types of players have gained a position: Bloggers, infrastructure providers,
national blog platforms, advertisers, readers, social media and marketing
insight bureaus. In the centre of this value chain, wefind the bloggers who pri-
marily produce some sort of content for their blogs. Subsequently, infrastruc-
ture players, such as tumblr.com, wordpress.com and blogger.com, become

a service and offer blog templates, algorithm driven advertisement networks,
server capacity and domains.

Additionally, we find national blog platforms, such as United Influencers and
blogg.no, which offer many of the servicesthat theinfrastructure provides, but
additionally add such services as management, PR expertise and networking
with, e.g., National advertisers, mediaagenciesand other bloggers. Thefuel of
this value chain comes from the advertisers, which provide the money stream
and pay the bloggers for traditional banner ads and sponsored content in col-
|aboration with the media agencies. The readers both consume and interact
with the bloggers and are central to promation of the blogs through word of
mouth, offline and online. Often, engagement on the blog content thrives on
discussions on social media, where bloggers usually promote their new posts.
Thisisin turn good business for the social media platforms, as bloggers' con-
tent creates engagement among their users.

The main challenges with these new digital occupations, businesses and value
chains are that they are currently overlapping with other branches within and
outside our population (As blogg.no) or outside Norway (tumblr.com). Mean-
while, it isnot easy to identify the bloggers, because the NA CE-standard does
not include a single code that is obvious for their business. They do not natu-
rally fal into codesthat existsfor authors, journalists, advertisement agencies,
web portals, data storage services or consultants in the hierarchy. As of today,
they areregistered in various codes, such as 63.120 (Operation of web portals),
63.990 (Other information services not mentioned el sewhere), 62.020 (Con-
sultancy within ICT) and 73.110 (Advertisement agencies).

The new digital occupations, businesses and value chains are moving across
what we know as traditional culture and mediaindustries, challenging what
many perceive as professions, and they are difficult to integrate in a NACE-
standard that is created for an analogue economy. ICT is, strictly speaking, not
a sector anymore. Meanwhile, music-streaming services such as Spotify and
Tidal, are located within NACE-codes related to data storage services, and
bloggers are located within codes for consultancy within ICT. Thisillustrates
the poor adaption of the NACE-standard to the digital economy.
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SORTIE

We havetried to systemize the entire popul ation of the Norwegian creativeindus-
triesin this article. Meanwhile, we have tried to make both the process of estab-

lishing the popul ation and the methodol ogy, astransparent as possible. Compared
to previous Norwegian mappings, we have put focus on the different branches of

the creative industries more thoroughly, aswell asidentifying the differencesand
similarities between them and the mainland economy and the tourism industry.

There has been growth in the creative industries in Norway in the period, both
related to value added and to employment, but the industries have failed to
keep pace with the value added in the a strong mainland economy. The indus-
tries' share of the mainland economy has therefore declined from 2008 to
2014. Theindustries’ share of total employment shows the opposite of value
added; it hasincreased in the period, which might be a consegquence of strong
growth in public funding in the period.

We have demonstrated how heterogenic the creative industries are in the middle
of the digita revolution. The most digitized industries makes it the weakest eco-
nomically; music, newspaper, computer gamesand book. Additionaly some new
digital businesses and digital occupations, as YouTubers and bloggers, are diffi-

cult to integrate in aNA CE-standard that is created for an analogue economy.

Our mapping does not take into consideration the public funding in each indus-
try and its impact on value added and employment, but findings can still be
interpreted in the light of cultural policy and public funding. We have only
suggested some cultural policy interpretationsin this article, and most of this
work remains.

We are aware of one special consequence of the mapping in Norway, and the
corresponding European and international mappings of the creativeindustries.
It may feed the economic legitimization of cultural policy and public funding.
Simply to measure the creative industries in the same economic way as other
industries, may contribute to this relatively new economic legitimization. To
reflect more closely what this means, for cultural policy and more philosophi-
cal, must be subject in adifferent article.
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