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Relevance 

In recent decades, the structural position of the sphere of culture and creativity in the global 

context is changing. Firstly, when moving to a post-industrial society, knowledge-based industries 

such as culture and art, science and education, information technologies, come to the forefront in 

global and local economies (Bell 19761, Leadbeater 20002, Florida 20073, Featherstone 19944, 

Castells 20115). Thus, global cultural events redirect tourist flows (Roche 19946, Carmichael 

20027, Vogel 20108), cultural practices around the world are used as means for revitalizing urban 

areas (Bianchini, Parkinson 19939; Landry 201210; Degen, Garcia 201211), and the degree of 

development of cultural infrastructure is one of the key indicators of the quality of life in cities 

(including the criteria associated with the cultural offer, used in the calculation of the largest 

ratings of cities - Global Liveability Ranking, by The Economist, Mercer Quality of Living 

Survey). Secondly, creativity was recognized as a full-fledged industry both at the level of national 

policies (at first, in Britain, then in other countries, ministries of creative industries were opened) 

and in the global context, including the latest edition of the International Standard of Industrial 

Classification12. As a result, simultaneously with the growing prestige, the resources of attention 

and the volume of investments as well as with the following growth of the sector, the sphere of 

culture and creativity faces new challenges. They include the industrialization of culture, leading 

to the commodification of the creative labour results and the transition to market criteria of 

evaluating the success of artworks, their creators and cultural organizations. 

 

                                                 
1
 Bell D. The coming of the post-industrial society //The Educational Forum. – Taylor & Francis Group, 1976. – Т. 

40. – №. 4. – С. 574-579. 
2
 Leadbeater C. Living on thin air: The new economy. – Penguin, 2000. 

3
 Florida R. Kreativny klass: liudi, kotorije meniaut budushchee = The Rise of The Creative Class and How It's 

Transforming Work, Leisure, Community and Everyday Life. — Klassika-XXI, 2005. 
4
 Featherstone M. City Cultures and Post-Modern Lifestyles //Post-fordism: a reader. – 1994. – С. 387-408. 

5
 Castells M. The rise of the network society. – John Wiley & Sons, 2011. – Т. 12. 

6
 Roche M. Mega-events and urban policy //Annals of Tourism research. – 1994. – Т. 21. – №. 1. – С. 1-19. 

7
 Carmichael B. A. Global competitiveness and special events in cultural tourism: the example of the Barnes Exhibit 

at the Art Gallery of Ontario, Toronto //The Canadian Geographer/Le Géographe canadien. – 2002. – Т. 46. – №. 4. 

– С. 310-324. 
8
 Vogel S. B. Biennials-art on a global scale. – Springer Verlag, 2010. 

9
 Bianchini F., Parkinson M. (ed.). Cultural policy and urban regeneration: the West European experience. – 

Manchester University Press, 1993. 
10

 Landry C. The creative city: A toolkit for urban innovators. – Earthscan, 2012.  
11

 Degen M., García M. The transformation of the ‘Barcelona model’: an analysis of culture, urban regeneration and 

governance //International journal of urban and regional research. – 2012. – Т. 36. – №. 5. – С. 1022-1038. 
12 UNSD Classifications https://unstats.un.org/unsd/publication/seriesm/seriesm_4rev4e.pdf 
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The above-mentioned processes raise a timely question on how the sphere of culture and 

creativity as an employment sector transforms due to its industrialization: how do (and whether) 

the working conditions of creative workers, their professional identities and career paths change 

in response to the above-described challenges. This problem was covered by the research strand 

known as critical creative labour studies, formed during the second half of the 1990s and 2000s 

(A. McRobbie, R. Gill, D. Hesmondhalgh, B.Conor, S. Taylor, M. Banks, M. Deuze, K. Oakley 

and others). These studies quite fully cover the theme of creative work, however, leave some gaps:  

 1) present a rather specific experience of creative sectors in large cities of Western Europe and 

North America (the so-called “cultural capitals”) as the universal one; 2) focus on the individual 

experience of creative workers as atomized free agents of the New Economy. The latter not only 

does not contribute to the dewesternisation and decolonization of research on the production of 

culture and new forms of labor, but, more importantly, shapes the following research problem: 

how do the features of the cultural production system determine the conditions of creative work?  

The study of creative employment in Russia, as a country included in the global processes 

of culture and creativity transformation and occupying competitive positions in the world's creative 

markets, but significantly different in the way cultural production is organised, thus it will broaden 

the agenda of this sphere of research, contribute to the review of the legitimacy of conclusions 

made in previous studies, and will also raise new questions that can expand the heuristic horizons 

of the subject area. 

 

Conceptual framework 

 

To solve this problem, the following conceptual and methodological framework has been 

proposed (see Figure 1). Creative work is viewed in the broad context of the transformation of 

labor relations in a post-industrial society (U. Beck, Z.Bauman, R. Sennett, D. Harvey). For the 

conceptualization of creative work CCLS (critical studies of creative work) (A. McRobbie, D. 

Hesmondhalsg, R. Gill, M. Banks, etc.), supplemented with the tools of the cultural-production 

paradigm, are used as a basic approach (R. Peterson, H. Becker, N. Heinich, P. Bourdieu), which 

allowed the researcher to conceptualize a wider context of national systems of cultural production. 

The proposed integrated approach allows us to see individual job experiences of creative workers 

(micro level) in their connection with individual features of the organizations with which they are 

associated (middle level) and the national system of cultural production (macro level). 
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Figure 1. Conceptual Framework 

 

The Degree of Elaboration of the Problem 

The section includes a brief overview of the main theoretical directions of the study of 

creativity as labour and employment, which constitute the theoretical and methodological 

framework of this study: (a) a culture-production paradigm; (b) international and Russian studies 

of  a New work; (c) critical research on creative work (CCLS)13. 

A systematic study of the sphere of creativity and culture as an employment sector dates 

back to the end of the 20th century. Nevertheless, the theorizing of culture and creativity as a 

specific production / industry occurred much earlier. Despite the fact that for classical sociology 

the discussion about culture and values was more significant (Durkheim 200814, Weber 201315), 

Karl Marx already introduced the concept of spiritual production (the production of ideas, artistic 

values) at a fairly early stage, relating it to the sphere of non-productive labour 16. The question of 

the industrialization of art was widely posed within the framework of the neo-Marxist tradition: in 

1947, the representatives of the Frankfurt School of Critical Theory, T.V. Adorno and M. 

Horkheimer developed the term "cultural industry"17. In Dialectic of Enlightenment, Adorno and 

Horkheimer talk about a new system of organizing culture, primarily focused on the production of 

uniform, "stamped" products, designed for mass demand and rapid profit-making. Adorno and 

                                                 
13

 As the Russian debate on the creative work is in the making, this section is mainly based on an analysis of 

English-language literature. 
14

 Durkheim E., The elementary forms of the religious life. – Courier Corporation, 2008. 
15

 Weber M. The Protestant ethic and the spirit of capitalism. – Routledge, 2013. 
16

 Marx K. Teoria pribavochnoi stoimosti (volume IV of «Capital»). Gospolitizdat, МM 1954//Quoted from Lifshits 

M. K. Marx i F. Engels ob iskusstve. – Iskusstvo, 1957. 
17

 Horkheimer M., Adorno T. Dialektika prosveshenia: filosofvkie fragmenti // Adorno. Adorno T.–M.: Medium. – 

1997. 
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Horkheimer point out the dependence of the cultural industry workers, who do not have the means 

for artistic search, from the dominant system, ("Talents are the property of the industry"18), but 

mostly focus on the consumption of the cultural industry products by the masses as ideological 

manipulations of the capitalist system. H. Becker insists, via the concept of "art worlds" he 

introduced in 1974, on the collective nature of creativity, where the result of the creative process 

is not determined individually by the artist, but by the collective image of the cultural products by 

art-world agents (conventions)1920. The culture-production paradigm, proposed by R. Peterson a 

few years later, also focuses on the "milieu" of cultural producers and the processes of "creating, 

producing, marketing, distributing, exhibiting, teaching, evaluating and consuming" (Peterson 

1976:670)21. P. Bourdieu describes the markets of symbolic production as specific social fields 22, 

having a different degree of autonomy from the field of power (in particular, the field of mass and 

restricted production)23, in each of which agents are fighting for the amount of capital. Bourdieu 

not only points out the principles of the functioning of these fields but also challenges the positions 

of the cultural production fields in the socio-stratification structure of society. N. Heinich sets the 

methodological grounds for studying the transformation of systems of cultural production in time, 

using the paradigmatic approach of T. Kuhn. In particular, N. Heinich names the artistic paradigms 

of classical, modern and contemporary art24. 

Summarizing the above, in the second half of the 20th century, specific research optics 

emerged, representing culture and creativity as a special kind of production / industry. 

Nevertheless, labour in cultural / creative industries as a research problem was not raised at this 

stage of cultural production study. Two factors contributed to the development of the field of 

creative work research in the 1990s: the research interest in (new) de-standardized forms of 

employment, and the policy of supporting creative industries as promising labour markets, capable 

in the future to become the drivers of national economies, implemented in Britain and other 

European countries. 

                                                 
18

 idem, p. 157 
19

 Becker H. S. Art as collective action //American sociological review. – 1974. – С. 767-776; Becker H. S. Art 

worlds. – Univ of California Press, 1982. 
20

 It is necessary to note that Becker points out the plurality of art-worlds and conventions used for them. The author 

mentions the "professional art world" similar to the cultural industries but being only one of the multiple varieties of 

the art world. 
21

 Peterson R. A. Production of culture. – SAGE Publications, Incorporated, 1976 
22

 Bourdieu P. The field of cultural production: Essays on art and literature. – Columbia University Press, 1993. 
23

 Bourdieu P. The market of symbolic goods //Poetics. – 1985. – Т. 14. – №. 1-2. – С. 13-44. 
24

 Heinich N. Practices of contemporary art: a pragmatic approach to a new artistic paradigm //Sociologia & 

Antropologia. – 2014. – Т. 4. – №. 2. – С. 373-390; Heinich N. Slava Van Gogha: Opit antropologii voskhishenia. 

M.: V-A-CPress, 2014. 
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The agenda of industrial sociology has undergone significant changes in recent decades, 

primarily due to the reflection of the 1990s and 2000s, inspired by the challenges of the transition 

to the postindustrial era. The concepts of "flexible accumulation of capital" (Harvey 199025), 

“brave new world of work" and "risk society" (W. Beck)26, "fluid modernity (Bauman 2008)27, 

"end of work" (Rifkin 199528) became dominant and reflect global changes in the economy. In 

particular, they include rapid scientific and technological development, which leads to the 

similarly rapid decline in jobs, which in turn leads to unemployment, but, more importantly, to 

fragmentation and de-standardization of labour. In the new world of uncertainty, classical careers, 

which are the basis of biographies, sustainable professional identities are not applied anymore. 

According to some of the work futurologists, the social structure is also fundamentally changing, 

the informatization eliminates the need for manual labour, that leads to the elimination of the 

working class itself (Gorz, 1997)29. In addition to the new technical conditions, it is necessary to 

mention such global processes as the emergence of neoliberal political regimes (Harvey 200730), 

globalization, new modifications of the capitalist system (R. Sennett31, E. Amin, L. Boltanski and 

E. Ciapello32). The indicated transformations have a different force of influence, they vary 

depending on the national, geographical context and sector of the economy, however, these 

theoretical developments undoubtedly expand the agenda and shift the emphasis in labour 

research, introducing new topics and problems. From this point of view, people working in the 

sphere of culture and creativity are of particular interest, since they faced the challenges of "new 

work" earlier than others: A. McRobbie, in particular, calls artists and other creative workers 

"pioneers of the New Economy”33. 

Another challenge to the research on creative workers was a number of popular research works, 

representing the creative economy as a win-win for revitalizing urban areas, as well as a promising 

and highly profitable area of employment (first of all, it is important to mention R. Florida, Ch. 

Landry, Ch. Leadbeater). Thus, A. Zhelnina writes about the success of the "Creative City" by 

                                                 
25

 Harvey D. Flexible accumulation through urbanization reflections on" post-modernism" in the American city 

//Perspecta. – 1990. – С. 251-272. 
26

 Beck W. Obshestvo riska. Na puti k drugomu modernu. Monografia. – Progress-Traditsia, 2000;  

Beck U. The brave new world of work. – John Wiley & Sons, 2014. 
27

 Bauman Z. Tekuchaia sovremennost. – Piter, 2008. 
28

 Rifkin J. The End of Work - The Decline of the Global labour Force and the Dawn of the Post-Market Era, 

Tarcher/Putnam, New York, 1995 

29
 Gorz A. Farewell to the working class: an essay on post-industrial socialism. – Pluto Press, 1997. 

30
 Harvey D. Kratkaia istoria neoliberalisma. – 2007. 

31
 Sennet R. Korrozia kharaktera. M. – 2004. 

32
 Boltanski L., Ciapello E., Novi dukh kapitalisma. – M: Novoe literaturnoe obozrenie, 2011. 

33
 McRobbie A. "Everyone is Creative": Artists as Pioneers of the New Economy?//Leger, M. (ed.) Culture and 

Contestation in the New Century, Bristol: Intellect, 2011. 
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Charles Landry (2000) among city officials: "The book by Charles Landry ... turned into a desk 

reading of city officials of different levels who perceived "creativity "as a kind of a panacea for 

the economic crisis”34. 

Numerous empirical studies of creative workers, which in the 2000s merged into the research 

direction of critical creative labour studies, convincingly showed disparities and new types of 

inequalities that stand behind the seemingly attractive and full of freedom bohemian way of life 

shown by the adepts of the creative economy. 

In particular, A. McRobbie reveals the hidden sides of the careers of fashion designers, the 

serious limitations, risks and sacrifices they are forced to undergo35. McRobbie is also the author 

of several works on gender discrimination in creative industries36. Many researches focus on 

unpaid work, risks and peculiarities of pre-employment in visual arts and media. In particular, H. 

Steyerl pays attention to the phenomenon of "second, monetary work", an uncreative employment, 

through which professional artists support their own artistic activity37. Most of the published 

studies note the brevity of labour contracts and high competition for them. Thus, P. Menger38 

writes about the fragmentation of the French art market: in conditions of oversaturation of the 

market supply. An increased number of artists can get more contracts, but for part-time or short-

term employment. Artists’ careers, therefore, are more likely to be portfolio employment and 

presuppose balancing between employment and unemployment, which gives the possibility of 

minimal social guarantees, the receipt of benefits. The most common are the ideas of the 

"entrepreneurial nature" of creative employment, which initially includes inevitable risks, blurring 

the boundaries between work and other life spheres (for example, parties, attending public 

events)39.  

Creative employment in the field of visual art was hardly ever studied in the Russian and 

post-Soviet context, only a few works can be mentioned. In particular, A.M. Khokhlova and A.M. 

                                                 
34 Zhelnina A. Tvorchestvo “dlia svoikh”: sotsialnoe iskluchenie i creativnie prostranstva Sankt-Peterburga 

//Kreativnie industrii v gorode: vizovi, proekti I reshenia: collection of research articles of students and teachers NRU 

HSE. SPb.: Levsha-Sankt-Peterburg. – 2012. – P. 42. 

35
 McRobbie A. British fashion design: rag trade or image industry?. – Routledge, 2003;  

36
 See, in particular, McRobbie A. Fashion culture: creative work, female individualization //Feminist Review. – 

2002. – Т. 71. – №. 1. – С. 52-62. 
37

 Steyerl H. Politics of Art: Contemporary Art and the Transition to Postdemocracy // A. Vidokle, 

A. Vidokle, B. K. Wood (eds.) Are You Working Too Much?: Post-Fordism, Precarity, and the labour of Art. 

Berlin: Sternberg, 2011 – p. 32. 
38

 Menger P. M. Artistic labour markets and careers //Annual review of sociology. – 1999. – Т. 25. – №. 1. – С. 

541-574. 
39

 Neff G., Wissinger E., Zukin S. Entrepreneurial labour among cultural producers: “Cool” jobs in “hot” industries 

//Social semiotics. – 2005. – Т. 15. – №. 3. – С. 307-334. 
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Pivovarov analyze the participation of artists in a group work (art group) using the concept of risk 

behaviour of "walking around the edge" by S. Ling 40. The author of the activist studies E. 

Abramova 41 conducted 15 interviews with Moscow artists and curators, which were published on 

the Polit.ru portal. Commenting on the results of the project, Abramova mentions the significant 

informality of labour relations, difficulties in solidarizing and autonomization of cultural workers. 

Despite the fact that this research is important for understanding creative work in Russia, it seems 

necessary to mention some limitations of the chosen methodology, for example, the chosen format 

of the interview (the need for publication) could affect both the course of the interview and the 

selection of informants. 

Despite the fact that the Russian studies of creative work itself are still scarce, research in 

related areas is actively developing, the results of these studies have been taken into account while 

working on this thesis. In particular, Russian labour studies actively research the problems of 

precarious employment. In particular, there are both quantitative and qualitative studies of 

freelancers, and some of the groups studied can be attributed to creative workers (D.O. Strebkov, 

A.V. Shevchuk)42: for example, they studied such professional groups as designers, illustrators, 

copywriters and translators, architects43. Also, there are Russian studies of the IT sector, adjacent 

to the creative industries: O.I. Shkaratan, S.A. Iniasevsky and Т.S. Lyubimova44, L. 

Zemnukhova45. There are also researches on unique groups that are not often the subject of 

separate analysis, for example, agency work studied by I.M. Kozina46. 

 

 

 

 

 

                                                 
40

 Pivovarov A.M., Khokhlova A.M. Riski tvortcheskoi deiatelnosti khudozhnikov: “Za” i “Protiv” utchastia v art-

soobshestvakh // Zhurnal Sotsiologii i Sotsialnoi Antropologii. – 2014. – V. 17. – №. 1. – P. 139-154. 
41

 Abramova E. Uslovia truda tvorcheskih rabotnikov: itogi proekta. 2013 [online] Available at: 

http://polit.ru/article/2012/09/30/altvorrabotnyki/ (access date: 16 October 2016) 
42

 Strebkov D. O., Shevchuk A. V. Trudovie traiektorii samozaniatikh professionalov (frilanserov) // Mir Rossii. 

Sotsiologia. Etnologia. 2015. V. 24. №. 1; Strebkov D., Shevchuk A. Frilanseri v informatsionnoi ekonomike 

//Sotsialnaia realnost. 2008. №. 1. P. 23-39. 
43 Strebkov D. O., Shevchuk A. V., Spirina M. O. Samostoiatelnaia zaniatost na rinke udalionnoi raboti: 

rasprostranenie innovatsionnoi trudovoi praktiki // Monitoring obshchestvennogo mnenia: Ekonomicheskie i 

sotsialnie peremeny. 2016. № 6. P.89-106 
44

 Shkaratan O.I., Inasevsky S.A., Liubimova T.S. Novi sredni klass i informatsionalnie rabotniki na rossiiskom 

rinke truda // Obshchestvennie nauki i sovremennost. 2008. (1): 5–27. 
45

 Zemnukhova L.V. «Aitishniki chashche liubyat svoiu rabotu»: k obsuzhdeniu rezultatov issledovania // 

Peterburgskaia sotsiologia segodnia: Collection of research works of the Institute of Sociology of RAS. Issue 4. 

SPb: Nestor-Istoria, 2012: 88–115. 
46

 Kozina I. M. Rabotniki zaiemnogo truda // Sotsiologicheskie issledovania. 2013. № 5. P. 19-31. 
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Purpose and objectives of the study 

The main aim of this study is to determine the specifics of the work of creative workers, their 

identities and careers in the context of the national system of production of culture in modern 

Russia. 

The system of production of culture is understood as a set of institutions, which includes 

cultural policy, organizations whose primary function is production of cultural products, their 

distribution and consumption, teaching art; the community of producers of culture. 

Empirically creative work is determined in international studies47 through its belonging to 

the sector of creative industries 48. Most often creative industries include the spheres of visual and 

performing arts, media industry, heritage industry, publishing and book business, IT industry 

(software and computer games creation). 

To achieve this goal, the following objectives were accomplished:  

1. To give a general description of actual theoretical and methodological approaches to the 

study of creative work based on the analysis of existing Russian and foreign research 

literature;  

2. Identify the key features of the modern Russian system of cultural production through 

comparison with the systems of cultural production in Western countries (for example, the 

UK); 

3. Analyze the working conditions in the public and private sectors of the visual arts in Russia 

(macro level);  

4. To analyze the career trajectories of workers engaged in the Russian visual arts (meso 

level);  

5. To study creative identity projects, typical of Russian artists (micro level). 

6. Develop a conceptual and methodological framework for adapting the concept of creative 

work to the Russian system of cultural production. 

 

Object definition and the operationalization of concepts 

                                                 
47

 Baker S., Hesmondhalgh D. Creative labour: Media work in three cultural industries. – Routledge, 2013; Taylor 

S., Littleton K. Contemporary identities of creativity and creative work. – Routledge, 2016.  
48

 Creative industries are "industries based on an individual creativity, skill or talent that has the potential to 

improve well-being and create jobs through the creation and exploitation of intellectual property" (in 

DCMS, Creative Industries Mapping Document 2001 (2 ed.), London, UK: Department of Culture, Media and 

Sport, p. 5.) 
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The research object is the creative workers in the field of visual art of large cities of Russia 

(based on the example of Moscow and St. Petersburg). This section opens up in more detail how 

the theoretical and empirical objects of this study were constructed.  

Nowadays, the Russian academic discussion has not yet formed a stable perception of 

creative workers, which allows them to immediately develop a definition or operationalize this 

group. For example, L.I. Eidelman gave the definition of creative work: “Labour, in the process 

of which there is a significant proportion of the freedom to choose the ways and means of achieving 

the goal, as well as non-trivial results are possible”49. Despite the fact that this definition describes 

the nature of creative work quite accurately, it is quite difficult to use it to determine a potential 

empirical object of research, because a number of professional fields can have features of creative 

work. Therefore, in this case, the definition of creative workers, developed by foreign researchers, 

was taken as a basis. 

The concept of "creative workers" was introduced intoduced in the late 1990s and early 

2000s to refer to the group of workers employed in creative industries50. The creative industries 

themselves are defined as follows: “Creative industries are the industries based on individual 

creativity, skill or talent, which has the potential to improve wealth and create jobs through the 

creation and use of intellectual property"5152. Most often, the creative industries include the visual 

and performing arts, the media industry, the heritage industry, publishing and book business, and 

the IT (software and computer games) industries. 

It is also important to clarify exactly which categories of workers are understood as creative 

in this area of research: they include not only those who are called representatives of “free 

professions” (musicians, poets, artists, artisans, etc.), but also a wider range of professionals 

involved in the production and distribution of cultural goods. In particular, some researchers 

(Hesmondhalgh 200653; Negus 200254) point out the key roles of those whom P. Bourdieu calls 

“cultural intermediaries”55: taste legitimizers that bring together cultural goods and consumers of 

                                                 
49

 Eldelman L.Ja., Sociologija truda. Teoretiko-prikladnoj slovar'/Otv. red. V.A. Jadov. SPb.: Nauka, 2006, p. 322 
50

 Baker S., Hesmondhalgh D. Creative labour: Media work in three cultural industries. – Routledge, 2013; Taylor 

S., Littleton K. Contemporary identities of creativity and creative work. – Routledge, 2016.  
51

DCMS, Creative Industries Mapping Document 2001 (2 ed.), London, UK: Department of Culture, Media and 

Sport, p. 5.) 
52 Worth noting there are other related concepts as «cultural industries». However, the latter implies more narrow 

and conservative vision of creativity, that is why ‘creative industies’ are employed for this work. To clarify. ‘cultural 

industry’ concept developed by Frankfurt school is distinctive as well: it strategically refers only to mass production 

of cultural goods.  
53 Hesmondhalgh D. Bourdieu, the media and cultural production //Media, culture & society. – 2006. – Т. 28. – №. 

2. – С. 211-231;  
54 Negus K. The work of cultural intermediaries and the enduring distance between production and consumption 

//Cultural studies. – 2002. – Т. 16. – №. 4. – С. 501-515. 
55 Bourdieu P. Distinction: A social critique of the judgement of taste. – Routledge, 2013, p.384. 
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cultural goods. Empirically, they include producers, curators, journalists, critics. This 

understanding of creative workers is close to the theoretical and methodological framework of this 

work, since it implies a vision of the sphere of creativity as a compound institutional complex, 

including not only those who are “on the edge” of creative work (for example, the artists 

themselves) but also other, the groups that are often “invisible” for the consumers of the culture. 

The chosen object for empirical research is the visual art industry based on several reasons: 

1) visual art is included in all the major classifications of cultural and creative industries; 2) it is 

well studied by international researchers, in particular, in Europe and North America which creates 

a basis for comparison; 3) it is well represented in the Russian context, it can be claimed that there 

is the institutional environment of visual art; 4) the industry is also involved in global processes 

and markets; 5) access to the field available to the author of the dissertation. 

Further, the two contrasting categories of creative workers were chosen: artists (workers 

with high autonomy) and art managers of cultural institutions (with less autonomy, deeply 

immersed in the institutional context of cultural production)56. This strategy of the selection of 

informants made it possible to evaluate the effects of the Russian system of cultural production on 

creative work from different points of view. 

 

Theoretical and methodological grounds of the research  

The theoretical and methodological framework of the study was the combination of two 

approaches: the culture-production paradigm (R. Peterson, H. Becker, N. Heinich, P. Bourdieu), 

helping to conceptualize markets, production organisation, career trajectories and recognition 

mechanisms in the field of culture as well as critical creative labour studies (A. McRobbie, D. 

Hesmondhalgh, R. Gill, M. Banks, B. Conor and S. Taylor), that allowed the researcher to choose 

methodological foci to study creative work at meso- and microlevels, as well as to operationalize 

the types of creative careers and creative identities specific for this group of workers. 

For the conceptualization of creative labour as one of the new types of employment, the 

works by foreign (W. Beck, Z. Bauman, R. Sennet, D. Harvey) and Russian (D. Strebkov, A. 

Shevchuk, M. Kozina, L. Zemnukhova and others) social scientists were used. 

 

The Personal Contribution of the Author in Problem Development 
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The author would like to highlight the following characteristics of the study, which 

contribute to the research of creative work, which determines the novelty of the study:  

1. This research proposed for the first time a new conceptual and methodological framework, 

that gives the opportunity to adapt the critical studies of creative work to institutional 

contexts alternative to Western European;  

2. For the first time, it provided a conceptualization of creative work based on the Russian 

material that includes not only an individual but also a corporate level;  

3. For the first time, the effects of structural conditions on labour and employment in the 

sphere of culture were described based on Russian material; 

4. Two out of three cases studied full-time employees working in the creative industries 

sector. Previous research has been mostly focused on self-employed or short-term 

employees. Thus, this study provides a more complete picture of creative work in relation 

to the employment type;  

5. This study suggests a new comparison line, the need for which arose from working with 

the Russian research field: the comparison of the public and private sectors of creative 

industries. A similar comparison was not made in previous studies.  

In addition to the substantial contribution to the problems, the author emphasizes the work 

carried out to disseminate the results of the research, which, as the author hopes, will eventually 

make the problem of poor working conditions in the cultural sector more visible and significant 

for Russian society.  

Methodology 

As part of this thesis, the author conducted an independent empirical study of workers in 

the sector of creative industries in large cities of Russia. The empirical base of the study included 

61 in-depth interviews (including 44 interviews taken personally by the author of the dissertation). 

As additional materials for the analysis, observation materials were used (observations were made 

as part of case studies in St. Petersburg and Moscow, the field diary was conducted throughout the 

fieldwork, it consists of 43 diary articles), the secondary data include websites and statutory 

documents of cultural institutions (in total, 30 cultural organizations), contracts of employees (if 

available and with the consent of the informant, in total, 6)57. The data were collected through a 

number of collective and individual research projects: the projects of the Center for Youth Studies 

of the Higher School of Economics St. Petersburg "Innovative potential of Russian youth: 

                                                 
57

 Also, in 2016-2017, 28 interviews with cultural workers in London were collected, which were not included in 

the final version of the dissertation, but were used contextually as additional data when comparing the data obtained 

in Russia and the results of Western European studies.  
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solidarity, activism, civic responsibility" and "Civic culture of the youth of Russia: modern 

meanings and practices" (2012-2013, supervised by E.L. Omelchenko); group research "Research 

of the creative city" (2013-2014, supervised by M.A. Safonova); an individual grant of the Higher 

School of Economics received by the author of the thesis (2016, nomination 2); an individual grant 

of a thesis obtained by the author of the thesis from the program of support of postgraduate students 

by the Center for the Study of Germany and Europe of St. Petersburg State Univerisity and 

University of Bielefeld (2014-2017). 

As a result of the research, a unique set of data was collected, systematically presenting the 

problems of working in the creative industries in Russia based on the visual art cases. 

The subject of the study is creative workers engaged in the field of visual art in major cities of 

Russia (Moscow and St. Petersburg). In particular, the conducted empirical study includes three 

cases58: 

1. The study of art-managers who are full-time in state and non-state cultural institutions in 

St. Petersburg;  

2. The study of full-time employees at private-funded art centers in Moscow; 

3. Study of young artists of St. Petersburg. 

The selection of research cases was based on their heuristic capabilities of representing the Russian 

specifics of labour and employment in the creative industries. In particular, young artists as a 

professional group (case 3) have been studied in detail by many researchers in Western countries, 

which creates a good ground for a detailed comparison. Wage workers in the visual arts sector, 

namely employees of cultural institutions (cases 1 and 2), are empirically well represented in the 

Russian case, but have not yet been sufficiently studied in the English-speaking discussion, mostly 

because sustainable forms of labour relations are being replaced by more flexible and short-term 

alternatives.59.  

The empirical part of the dissertation research is based on qualitative methods. The main 

method is in-depth semi-structured interviews, the additional methods are observations in offices, 

workshops, public events of cultural institutions, analysis of documents (employment contracts, 

websites of cultural institutions, curricula of art schools). Media monitoring and pile-sorting were 

also used for selecting cultural institutions. 

                                                 
58

 The empirical objects of research are presented in more detail in the articles attached to this summary. 
59

 Jeffcutt P., Pratt A. C. Managing creativity in the cultural industries //Creativity and innovation management. – 

2002. – Т. 11. – №. 4. – С. 225-233. 
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Fieldwork for the dissertation research was conducted in two cities, St. Petersburg (26 in-

depth interviews, case 1; 15 in-depth interviews, Case 3) and Moscow (20 in-depth interviews, 

Case 2), in several stages. A total of 61 semi-structured interviews was held, the average duration 

was 1.5 hours (the shortest interview lasted 53 minutes, the longest was 2 hours and 48 minutes)60. 

Selection of informants 

 Cases 1 and 2: 

In both cities, the informants, the employees of cultural institutions, were selected in two 

stages. Since the research tasks included the analysis of labour practices in the main cultural 

institutions, the cultural production patterns in which could potentially influence the work 

organization at the city and national level, the cultural institutions themselves were selected first. 

For the case 1, the principle of selecting organizations in St. Petersburg was carried out by the pile-

sorting method, highlighted by P. Foster and S. Borgatti61, the initial stage allowed to compile a 

list of the most significant cultural institutions in the city: a three-month monitoring of all St. 

Petersburg media, writing about culture, the result of which was the rating of references to 

organizations62.  

The main aim of fieldwork in Moscow (case 2) was to supplement the data received in St. 

Petersburg, in particular by including in the sample private top-down organizations missing in St. 

Petersburg (ie, created from the "top", subject to significant financial investments), mainly art 

centers and museums of contemporary art. Based on the expert survey, as well as data obtained in 

St. Petersburg interviews, a list of the 10 largest organizations was compiled, which were included 

in the study. 

At the next stage, the selection of informants was carried out. For both cities, similar criteria 

were chosen: full employment (in the case where the amount of employment was not determined 

by the contract, it was based on the interpretation of the informant) or, in exceptional cases, past 

experience of full employment and their direct connection with the main activity of the cultural 

institution (for example, exhibitions). 

The interviews were conducted based on the guide, which included 6 main blocks: (1) 

biographical (questions about the social background of the informant, age, family, milestones of 

                                                 
6044 out of 61 interviews were collected by the author herself, while other 17 were carried out as parts of research 

projects: 10 interviews by Creative City research group (case 1, field researchers: A. Barmina, F. Veselov, A. 

Zhelnina, M. Safonov, N. Sokolova, T. Tretyakova), other 7 IDI’s are by conducted by A. Kolycheva in the 

framework of a CYS’s project (case 3). 

 
61

 Foster P., Borgatti S. P., Jones C. Gatekeeper search and selection strategies: Relational and network governance 

in a cultural market //Poetics. – 2011. – Т. 39. – №. 4. – С. 247-265. 
62

 The result of the statistical analysis of pile-sorting is presented in the article by Barmina and Safonova (2017), in 

this research the task of monitoring and the following expert poll was based on a technical principle in the selection 

of organizations. 



15 

 

biography); (2) education (school (including additional art education during schooling), admission 

and study at the university, higher education programme, additional education, transition from 

study to work); (3) the professional path and career (questions were asked about professional self-

determination, how and when the informant chose (a) the sphere of culture as his employment, 

their first and all further jobs, the specifics of recruiting and contract, the image of their further 

career); (4) about the actual place of work (its organizational structure, financing principles, 

hierarchy, discrimination, the working day and place organization); (5) about the working regimes 

and daily routine of the informant (the working routine of the informant and cultural institution, 

emotions and climate at the workplace, social well-being, the balance between work and the rest 

of life); (6) about the urban and national cultural production scene (what other cultural institutions 

informants know and visit, whether they communicate with their employees, whether these 

institutions are similar to her / his work places in terms of their organization and dominant modes 

of work). During the work on the dissertation project, the research guide underwent minor changes, 

in most cases they were complementary. The exception is the interviews collected within the 

"Creative City" project: in this case, the main blocks of the thesis guide were included in the 

general guide for the project. 

Case 3: 

This case was a study of young artists of St. Petersburg with a various educational experience. The 

informants are young artists from 21 to 32 years old, representatives of city educational institutions 

of St. Petersburg: Faculty of Liberal Arts and Sciences (FSIN) of St. Petersburg State University 

(master program in "Visual Arts") and the St. Petersburg State Art and Industrial Academy named 

after A.L. Stieglitz (informally known as "Mukha"). Three additional interviews were also taken: 

students of the program for young artists of the Pro Arte Foundation and the School of Involved 

Art of the What to Do? Art group (SHVICH). The empirical basis of the study included 15 in-

depth interviews (7 of them were taken from students and recent graduates of the "Mukha", 6 were 

taken from the students of the FSIN SPbSU, 2 interviews were from students of "Pro Arte" and 1 

from the student of SHVICH, who also studies in the FSIN) . An important criterion in the choice 

of informants was professional experience, which was conceptualized through the experience of 

participating in group exhibitions or conducting one's own (10 informants had such experience). 

Field access and specifics of data collection 

Access to the field was carried out using several strategies. First, the most obvious of them was to 

contact directly the selected organizations through their official channels, which happened in about 

a third of cases in Moscow and St. Petersburg. However, this strategy was not optimal: firstly, the 

share of refusals was high enough; secondly, the interview topic implied a certain trust between 

the informant and the interviewer, which was more difficult to establish with the interviewer 
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completely anonymous. Using this strategy ("from the street"), when recruiting the author 

preferred to use social networks: often this had a positive effect since informants noted the fact of 

having common friends and interests, visited events. This experience can be collated with A. 

Marvasti's self-disclosure strategies of the researcher in the field, when the researcher's loss of 

anonymity, the trust of informants of any details of his life became the reasons for rapprochement 

and trust building between them63. The main strategies for recruiting informants were the use of 

informal communication channels, the snowball method was used: the author of the thesis asked 

those workers whom she already knew to recommend colleagues employed in this or that 

organization. 

Regarding the recruiting of the informants and the process of communication with them, it is 

necessary to note the peculiarities of this field. Many researchers who write about conducting 

qualitative interviews note the need to recognize the communication between the researcher and 

the participant of the research as, on the one hand, non-neutral interaction, on the other hand, the 

interviewing process reproduces inequalities and hierarchies existing in the society, in particular, 

in age or gender. This issue, in the Russian-language discussion, is raised, in particular, by A. 

Temkina and E. Zdravomyslova, summarizing the experience of foreign research: "These 

examples demonstrate the process of producing gender in the interview situation. The researchers 

note that the communication of the interview is not gender neutral, where there is an abstract, 

sexless scientist and his informant that has a certain gender"64. In case of carrying out a research 

in the artistic environment, the unique characteristics of this millet are already superimposed on 

this specifics widely spread in different social environments. In particular, due to the large 

informalization of this field, the role of the interviewer increased (informants assessed the degree 

of the interviewer's involvement in the field, social capital, and even the interviewer's clothing 

style65). In addition, some of the informants viewed the interview process as a career opportunity: 

in particular, some of them offered to invite them to speak at the university with an open lecture 

on the topic of the interview or publish the text of the conversation. 

Data analysis  

The interviews were transcribed, then coded, two code registers were used: "theoretical" 

(reflecting the main concepts and positions of the theoretical framework) and "descriptive" (these 

codes can be compared with the topics originally specified in the guide) (Pierce 2008: 242-243 ). 

                                                 
63

 Marvasti A. Qualitative research in sociology. – Sage, 2003., pp 49-50. 
64

 Zdravomislova E., Tomkina A. Feministskie refleksii o polevom issledovanii //Laboratorium. Zhurnal sotsialnikh 

issledovanii. – 2014. – №. 1., p. 102. 

65
 One of the informants, in particular, remarked: "I see how you dress, your style, the artists you know ... we are 

not conceptual contemporary art that interests you" (from the field diary).  
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Analytical work with the interview database consisted of two stages: at the first stage, the work 

was conducted with an interview of one group (for example, only interviews from St. Petersburg), 

then interviews of different groups were compared in several parameters (inter-city comparison, 

comparison by sector - public / private). During the work on individual parts of the study (the St. 

Petersburg part of the study), a group discussion and the "long table" technique were used (Shanin 

1998). 

Main results of the study 

One can admit that there are processes of transformation of the system of cultural production, 

which were launched, but proceed extremely slowly or stopped, which makes this system 

comparable to the Soviet one. Thus, as shown in Article 166 cultural policy is still oriented towards 

long-term support of large state cultural organizations based on limited competition, which, firstly, 

strengthens the centralization of the cultural economy; secondly, allows preserving the old 

principles of organization of cultural institutions oriented more on long-term activity than on short-

term projects (the latter are very typical for the neoliberal organization of culture). At the same 

time, it is impossible to neglect the development of the private sector in the Russian cultural 

economy. The 1990s - 2000s can be characterized as the time of the active development of the 

visual arts infrastructure, financed by private funds. The largest metropolitan art centers (see Case 

2), such as the Garage Museum of Modern Art, Strelka Institute, Vinzavod, the Jewish Museum 

and others are financed by private funds. The same can be said about the institutes of professional 

education (Institute for Contemporary Arts, Baza Institute, British Higher School of Design in 

Moscow, School of a Young Artist "Pro Arte", School of Involved Art "What to Do?", Paideia 

School in St. Petersburg), professional media and cultural support funds. The empirical part of the 

study (cases 1, 2, 3) showed that these organizations are guided in their activity by the values and 

standards of the global art world. Nevertheless, interviews and observations have shown that many 

practices and elements of institutional design have been borrowed from public sector 

organizations. In particular, both large and small-scale cultural institutions belonging to the private 

                                                 
66 For the readers’ convenience the publication containing main results of the study are indicated as follows: Article 

1: Kuleva M. Cultural Administrators as Creative Workers: the Case of Public and Non- governmental Cultural 

Institutions in St. Petersburg // Cultural Studies. 2018. Vol. 32. No. 5. P. 727-746; Article 2 - Kuleva M. I. 

Transformacija tvorcheskoj zanjatosti v sovremennoj Rossii: na primere sotrudnikov negosudarstvennyh art-centrov 

Moskvy [Transformation of creative employment in Russia: the case of non-governmental art-centres in Moscow] // 

Monitoring obshhestvennogo mnenija: Jekonomicheskie i social'nye peremeny. 2017. № 2. S. 50-62; Article 3:  

Kuleva M. I. Sovremennoe iskusstvo kak professija: kar'ernye puti molodyh hudozhnikov s raznym obrazovatel'nym 

bjekgraundom (sluchaj Sankt-Peterburga) [Contemporary art as a profession: career paths of young artists with a 

distinctive educational background]// Zhurnal sociologii i social'noj antropologii. 2016. T. XIX. № 1. S. 110-124. 
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sector sought to copy the organizational structure of a large museum. Many forms of bureaucracy 

were developed in a lot of private organizations, and large volumes of paper work were necessary. 

The latter can be explained both through the concepts of institutional isomorphism67 and as hidden 

control by the state. In particular, in the case of two private cultural organizations that were 

included in the study, the audit of financial statements by the relevant state bodies proved to be an 

effective lever of pressure on the content of exhibition projects and program activities. 

2. Working conditions in the public and private sectors of the creative economy of Russia.  

Analysis of working conditions of creative industries workers in Russian made it possible to 

identify both common features and differences from European cases. In particular, all cases are 

characterized by low pay, long working hours, cases of unpaid work, emotional burnout. Small 

private sector organizations (Article 1) are characterized by instability in the preservation of the 

workplace, both at the individual level and at the level of the organization, which can easily be 

closed. The work of employees of large cultural institutions (both public and private) seems more 

protected at the level of contracts, many of which are of great duration68 and include social 

protection mechanisms (health insurance, annual leave, the possibility of maternity leave and 

parental leave). Nevertheless, it is necessary to point out a greater degree of informality in the 

organization of the work process in these institutions, due to which the terms of the contract differ 

from the actual work conditions. This discrepancy does not occur in the interests of workers. In 

particular, the beginning of the working day is strictly regulated, while its end is floating, workers 

often do not leave the workplace until they actually finish their work (in some cases, employees 

spent night hours in offices), overtime is not paid additionally, while in case of being late for work 

the next day, the employee may get a fine. Long hours, not regulated by the contract, cannot be 

explained in this case by the “passionate”69 attitude to work, which is typical for many categories 

of non-standardized employment. Articles 1 and 2 show that overtime is associated with the social 

norms of work in these cultural institutions, the “Stakhanov ethos” of labour practices. This can 

be seen most clearly in Article 2 where solidarity with colleagues was one of the central values for 

workers. The regulation was the result of the opposition of a "good man", capable of overtime or 

urgent expansion of work responsibilities for the sake of "common cause", and "those who say 

no". 

3. Career trajectories of Russian creative workers.  

                                                 
67

 DiMaggio P., Powell W. Novi vzgliad na «zheleznuiu kletku»: institutsionalni izomorfizm i kollektivnaia 

ratsionalnost v organizatsionnikh poliakh (translated by GB Yudina) //Ekonomicheskaia sotsiologia. – 2010. – V. 

11. – №. 1. – P. 34-56. 
68

 In a few cases, there were open ended contracts in public organizations. 
69

 Duffy B. E. The romance of work: Gender and aspirational labour in the digital culture industries //International 

Journal of Cultural Studies. – 2016. – Т. 19. – №. 4. – С. 441-457. 
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The above-described features of the Russian system of cultural production were very clearly 

revealed in the analysis of career trajectories of workers in creative industries. In particular, most 

of them got their education in state universities (art critics or art managers in Articles 1 and 2, 

artists in Article 3). When building a further career in the public sector, their transition from study 

to work can be described as quite smooth: many of the informants of case 1 and 2 were able to get 

their first job after practicing in a particular cultural institution right after graduation; many of the 

young artists (Article 3) were invited to join the Union of Artists, which provided opportunities 

for accessing the artwork sale, exhibitions without rent in the city center, getting a studio for long-

term use with an extremely low or absent rent. This situation is absolutely different from for 

European cities, where getting the first unpaid work (internship) can take quite some time. The 

working debut in the private sector was is related to greater difficulties70: firstly, because the 

universities had no established contacts with these cultural institutions; secondly, since the 

understanding of professionalism in such organizations turned out to be much more complex, 

unconventional, based more on the personal qualities and network capital of the employee, which 

is more typical for project employment than for institutional organizations71. Despite the 

differences in the employment experience, the further career steps72 of young workers are similar: 

they tend to stay for the longest time in one place of work rather than build a career in different 

organizations73. The conducted analysis showed that large cultural organizations cannot offer 

young employees enough career opportunities: this is especially true of the jobs that involve the 

work that is seen by informants as "more creative" (for example, the curator is "more creative" 

work than the treasurer). Small cultural organizations (mainly in the private sector), on the 

contrary, offer young workers career advancement, but on closer examination, the advancement is 

illusory: the new post does not imply an increase in wages and other improvements in working 

conditions (in some cases, on the contrary, it results in deteriorating working conditions), but rather 

leads to an increase in the number and dilution of work responsibilities.  

 

4. Creative Identities. The analysis of the creative identities of Russian workers also revealed 

similarities and differences with European cases. The main similarity was the strong link, the 

inseparability of the "I" (self) from creative activity, within which the life project is being 

                                                 
70

 D. Strebkov and A. Shevchuk mention the technological gap between the educational technologies of universities 

and the demands of the market felt by the IT sector (Strebkov, Shevchuk 2008:27).  
71

 Grabher G. Cool projects, boring institutions: temporary collaboration in social context //Regional studies. – 

2002. – Т. 36. – №. 3. – С. 205-214. 
72

 Here, the analysis only is based on cases 1 and 2. 
73

 This analysis is more related to managers of cultural institutions than to artists, but the logic of choosing more 

permanent workers' groups is typical for Russian artists united in art groups, as described by A.S. Pivovarov and 

A.M. Khokhlova. 
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implemented. Similarly to Western countries, the creative identity is rooted in the biography of 

workers. In case of Russia, self-identification with selected creative job appears even earlier than 

in Europe due to the long way of professionalization through out-of-school education (art school, 

art criticism classes at museums), for many of the informants it became the first immersion in the 

professional activity. However, here the similarities of creative identities in these two cases end. 

Thus, A. McRobbie conceptualizes the British political project of creative work as a kind of 

exchange: the person who chooses the creative path leaves the social guarantees provided by the 

neoliberal state in exchange for the opportunity of doing deliberately whatever he wants, instead 

of mastering a serious but boring profession74. Thus, the British creative "I" is a hedonistic and 

individualistic project. The reverse side of enjoying the creativity is the responsibility of the 

neoliberal subject, who, in the situation of the blurring of social structures, is forced, according to 

the earlier work of McRobbie, to "turn himself into micro-structures", performing the functions of 

"self-monitoring and reflection"75. The creative identities of Russian artists are based on the 

notions of a "typical work" of an industrial society. In particular, informants do not reproduce the 

patterns of high mobility and network creativity, but, as it has already been mentioned, they are 

aiming to work in one organization for a long period, being ready to take responsibility for the 

activities of the organization and to which they would like to invest their own emotions and talent. 

Creative work is understood by informants not in terms of pleasure, but in the rhetoric of dedicating 

themselves to a high culture, which will stay for a long time, even if the employee who dedicated 

themselves to it remains unnamed. 

 

General conclusions of the study 

This thesis analyses the relationship between the system of cultural production and the 

specifics of creative work and employment based on visual art in large cities of Russia. In 

particular, this dissertational research proposed the first methodological scheme for adapting 

creative work critical studies to institutional contexts alternative to Western European cases. The 

analysis of the obtained data made it possible to reveal that the system of culture different from 

the western one, presupposing a high level of centralization and control, provides special 

opportunities where career trajectories, identities and working conditions of creative workers are 

being formed both in the public and private sectors of Russian creative economy. The research 

reveals the continuity of the Soviet experience of institute-building in culture, seen both in cultural 
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 McRobbie A. Clubs to companies: Notes on the decline of political culture in speeded up creative worlds 
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management practices (cultural policy), and in the system of professional education. For young 

Russian creative workers, the transition from education to the labour market is smoother than for 

their colleagues in Western Europe; they are much more interested in a permanent job in a large 

cultural institution than on project employment in small companies, in investing emotions and 

talent into collective activity rather than having a riskier career aimed at personal recognition. At 

first glance, the Russian system of cultural production offers more opportunities for labour 

protection than, in particular, the British one: longer contracts (in some cases, indefinite), social 

guarantees and benefits (for example, the possibility of getting a studio for a long time, for young 

artists). At the same time, serious discrepancies were found between the real working conditions 

and conditions described in the contract, and the creative workers did not intend to fight for their 

legally prescribed rights. The latter is an example of the double work regulation in the Russian 

creative sector: the coexistence of a rigid formal structure and a substituting system of informal 

arrangements within a single cultural institution. This situation is proposed to be interpreted 

through an attempt to oust the state from the sphere of culture, and its "grassroots 

neoliberalization". Using the metaphor of A. McRobbie, Russian creative workers also make an 

exchange: their own labour rights for partial autonomy of the sphere of culture from the state. 

Despite the fact that the specific structural conditions for the production of culture undoubtedly 

largely determine creative work in Russia, it is important to note that new values, conventions, 

tastes of the international art world are also important for Russian artists who certainly feel 

connected to the global community. 

 

Data validity and testing 

The reliability of the collected data is ensured by sufficient data, adequate methods of their 

collection and analysis, methodological tools (interview guide and monitoring protocol), 

developed in accordance with the purpose and objectives of this study.  
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