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ABSTRACT: This paper sets out to ask how cultural workersSenttish islands come to
narrate their work and everyday life experiencee. &8k this question in the context of two
dominant doctrines that can influence whether artinese experiences are “good or bad.” The
first doctrine describes attitudes toward creatiwith reference to current discussions around
cultural work and the idea of “creative.” The seda@octrine highlights conceptions of islands
as unique places with pastoral characteristicsribatl to be fostered and promoted. It is our
contention that island cultural workers must cambimsly negotiate with these two frameworks
in order to successfully achieve good work. If tlegotiation is fraught with difficulties, the
cultural worker will ultimately leave either thisrin of work or the island. For the purpose of
this paper we focus on the narratives of two caltuwrorkers located on two different Scottish
islands to highlight the ways their particular aditres engage with the doctrines of creativity
and islandness.
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Introduction

In recent years, governments and policymakers Ieen looking to stem the tide of out-
migration and depopulation of rural and remote @reémall islands are included in this
endeavour, not least in Scotland. The usual trape€alled upon to encourage people to stay,
if not relocate to these islands: beautiful langsesa slower pace of life, know your neighbour,
good place to raise children, and so on (HallAitk&®07). Economic development boards and
local authorities produce promotional material uaithg film, available widely on digital
platforms like YouTube, to supply visuals to augineéhese messages (e.g. Scottish
Development International TalentScotland Film, 200%e relative remoteness is seen as an
asset as opposed to a liability. Property is ofteme affordable and you are removed from the
“rat race” of the city (Jedrej and Nuttall, 199&lands are good places to not only live but
work (Parr, 2013; Millan, 2015). Cultural work seirke a natural fit for working on islands.
Islands are seen as having unique cultural featilva@sare ripe to be mined and marketed
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(Royle, 2008). Language, food, art and crafts #recenmodities that one can create / make
and present to a waiting market, usually touristie €xclusive focus on the positive aspects of
island life and cultural work as symbiotic seem$bé¢otaken for granted as a desirable line of
development and promotion. This focus can produd®drine mentality that can obscure
potentially negative realities.

Doctrines, by their very nature, are political ans that are often abstract and
inflexible (Williams, 1976/2015). Frequently thewrc be seen as undesirable or even quite
absurd. The cultural workers in this study haveuabdy two dominant doctrines to contend
with: the doctrine of creativity and the doctriné islands. These two have a somewhat
dichotomous dynamic, where on the one hand thegeer as seemingly positive while on the
other the aura of positivity can mask tensions taat prohibit good work experience. This
paper sets out to situate cultural workers’ nareatiin the context of these doctrines and the
negotiation that the workers must do in order tebecessful both as a cultural worker and an
islander. In order to do this, we have decidedtus$ on the narratives provided by Helen and
Jennifer, two cultural workers living on two diféert Scottish islandsThese two women’s
narratives highlight the continuous negotiation amest make in order to make sense of work
and island experiences.

Doctrines of creativity

The doctrine of creativity, as Hesmondhalgh anddBa2010) point out, is an inflexible
position whereby creativity is seen exclusivelyanpositive light. It is not to argue that
creativity is bad. As Williams says, “No word in @ish carries a more consistently positive
reference than ‘creative,” and obviously we shdédylad of this, when we think of the values
it seeks to express and the activities it offersléscribe” (1961/2001, p. 19). To be creative
carries with it a unique sense of how things arelenavith particular attention being paid to
the values of innovation and originality (Williamk976/2015). Over the period of the word’s
etymology, creativity has been held up as this ptopral activity that only a few do, mainly
“artists.” While Williams takes issue with the idefcreativity being set aside for a seemingly
privileged few, he does point out that the ide@refative is becoming so ubiquitous that it is
becoming almost meaningless and useless.

Toynbee (2013, p. 85) argues that the cult of tiistathe “free-ranging genius,” has
been ongoing for centuries. It is that the artmsdwork that is special and is thereby allowed
the autonomy and freedom to be creative in waysdtieer workers do not enjoy. This claim
to specialness comes from an argument based onetiestand one based on resistance to
industrialization (such as those made by the Rolw&nWilliams argues that this specialness,
as mediated through the privilege of autonomy,iesrpositive and negative interpretations.
Toynbee argues that what Williams is arguing i tih@ positive can be seen as acts of
resistance to modernity; the negative can be seacts of retrenchment where the cultural
workers remove themselves from the everyday sceislironmenf. Becker (1983) and
Bourdieu (1990) both attack this specialist theasscultural and creative work are entirely
social actions that deal with the same concerns dtieer workers face (i.e. power). When
aesthetics is removed, it is then questionable lwdretpecialness exists (Toynbee, 2013).

! Pseudonyms are used to maintain confidentialigierl and Jennifer are part of our larger narrattuely of
cultural workers living and working on Scottishaistls.
2 This is reminiscent of discussions on islandegattions to change. E.g., Byron (2003) on Newfoamdl
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The over use of creative in the last couple of desar so to describe a number of
occupations has come to lend credence to Willigmosgit. With Richard Florida’s (2002) use
of the creative to examine work and the successitiEfs, creative is applied to everything
from musicians, to architects, to scientific resbaand development lab workers. These are all
positioned whereby it can certainly be argued tnaativity is part of their work; but: is the
prime objective “the process of making a meaningvac by communicating an organized
experience to others” (Williams, 1961/2001, p. 48)? applying the label creative to this
range of occupation, the word becomes somewhasistas elitist. If we follow through,
creativity can only happen among these occupatwinish require substantial amounts of
social and cultural capital. Florida (2002) unapetibccally calls for the creative class to rise up
and grab the power they already seemingly haveefdovents and policymakers have come
to embrace an economic model that was politicalywyg and financially astute as a growth
policy in some regard not least in Scotland (Bonr2&14; Matarasso, 1996). How could
anyone question the importance of creativity antluoe? Numerous reports, policies and
initiatives flowed from the 1990s onward, not least the UK (Myerscough, 1988;
Mulholland, 2008) and indeed Scotland (MacKay Cdasis and McGrath, 1991;
Myerscough, 1995; Danson and Burnett, 2014). Byetdwy 2000s culture was edged from
much policymaking vocabulary and replaced with tvea a more palatable, and even a
“blander” term yet arguably a term that lent itsaldre readily to mapping and measurement
(Bonnar, 2014; Hesmondhalgh & Baker 2010, p. 4)w#is championed as a tool for
development in regions and areas traditionally exdble with fragile growth economies yet
rich in cultural resource and heritage such asl&udt islands.

In the face of the contemporary creative econonlicies, David Hesmondhalgh and
Susan Baker (2011) pose the question: can culivoed be good work? They come to define
good work as having “decent pay, hours and safetyonomy; interest and involvement;
sociality; esteem and self-esteem; self-realisatwork-life balance; security” (p. 17). This
guestion has been taken up by many in the fiekktowhether or not good work can be had in
the cultural industries (Ashton & Noonan, 2013; BarGill & Taylor, 2013; Luckman, 2012,
2015; McRobbie, 2016). Many have questioned theipdgy, including Hesmondhalgh and
Baker (2010) themselves, citing the perpetual @wisl cultural workers face: precariousness,
inequalities, assumed life-work balance, and arelacated invasion into workers’ private
lives (Banks et al., 2013). Interestingly the ‘tiveealities’ of remote, rural island living in
Scotland include invasions of privacy, challengiamployment markets including both
seasonal labour and low-wages, and opportunititssdafd by cultural distinctiveness and
remoteness often result in both good and bad eraaakiperiences. Others have shown how
cultural workers can experience proletarianizatidespite being self-employed (Harling
Stalker, 2009a). Despite this there are still 3,8Eft making businesses in Scotland alone,
accounting for £70 million in annual income. Ousegarch will add to the debates around
work experiences of cultural workers.

Doctrine of islands
The doctrine of islands is often presented as ejleces to escape to or to escape from. As
Baldacchino demonstrates, “islands have occupietl aupowerful place in modern Western

imagination that they lend themselves to sophigatdantasy and mythology. Paradise, but
also Gulags, are generally islands” (2005, pp. 248). The consequence of this is that islands
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are often places you either want to get to or getyafrom. Governments have used these to
make life altering decisions for islands. Whetheisithe iconic case of St. Kilda (Spring,
1990; Steel, 1975), or more recently Scotlandandt as re-energised places of enterprise and
sustainability success as ‘good places to live wok’ (see Russell, 2013) the doctrine of
islands continues to operate in this dichotomousrmea

Furthermore, remote islands, as glocalization faert firm root, are increasingly
positioned agntrepreneurial spacethat arguably offer ‘good’ sustainable models @qgbice
for both cultural and natural heritage resourcelrfiéa, 2007). The implications for what is
consequently defined as ‘good island’ workeaserpriseand as ‘sustaining’ are in turn being
reconfigured over time and space, as increasinghyptex power configurations as to who or
what lays claim to Scotland’s island cultural aratunal resources. Research examines, for
example, how this is being done through governrpelity and the personalisation of social
practices, spaces and collective resource (DansdnBarnett, 2014), and indeed on the
complex ‘hypocrisy’ of island vulnerability and gsamability debates more globally
(Baldacchino and Kelman, 2014).

Small islands have rhetorically, if not mythica{laldacchino, 2013), been envisioned
as pastoral places of escape. Pastoral comes tm finemoval from worldly affairs”
(Adamson, 2007, p. 104), both spatially and tempordhe earliest use of the pastoral
sentiment was in poetry, where the rural placeoistinually slipping away in the tides of
change. There is a dialectical realization that plastoral is a symbolic ideal that we are
conscious of. It is about our inability to deal hwitultural realities and looking for ways of
escaping them. As William Empson (cited in Adams2007) said, it is “putting the complex
into the simple.” Pastoral literature came to beiraplied comparison between ambition,
limited horizons and modest strengths. This sowedg much like the way islands come to be
represented. Film, for example, targeted by toumstaus to promote the area to tourists or
business bureaus hoping to attract investment,oftéin position the island in the realm of a
rural idyll. This construction, however, is subjaot deep histories of spatial and cultural
inequities, and akin to Urry (1990), what we migétm the ‘island gaze.” The discussion
Glenn Adamson (2007) has about summer craft schisolery similar to the promotion of
islands. He states that there is a seeming punidyi@nocence to the places but that they are
highly self-conscious and purposefully construgittes.

The doctrine of islands tries to attest to the idkthe “authentic.” David Boyle (2004)
proposes that in contemporary society, an authdmiod must be: ethical, natural, honest,
simple, unspun, sustainable, beautiful, rooted lmmghan. Islands, and indeed crafts as well
(Luckmann, 2015), are often placed in the positbbeing the “real thing.” By checking off
all the boxes that Boyle lists, it is evident hdwde promoting islands and islandness can
easily slip into this “brand-speak.” There is ateanary note that must be considered when
attempting to be authentic, particularly when ogliupon the pastoral in order to be so.
Trilling (1971), while discussing the work of WaltBenjamin, points out that being “old-
fashion” means being “inauthentic for the presenet (p. 135). There is always the risk that
drawing upon notions of pastoralism in order toadmghentic might actually lead people in
seeing you as inauthentic. This becomes a potemtahent of tension for island cultural
workers. By drawing upon islands’ cultural markéesg. in terms of Scotland variously a
‘Viking’, ‘Norse’ or indeed ‘Celtic’ heritage (seldarvey, Jones, Mclnroy & Milligan, 2002),
they have to demonstrate that their work have vahet virtue in contemporary society. By
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either offering an enduring continuity of legacy past or by offering innovation that is
nonetheless contingent on reference to this ‘i@dture of past.

Raymond Williams is cautious about the use of ‘flastoral.” He says that it “often
hides the hard truths of commerce behind the Valeaorous sentiment” (1973, p. 54). This is
what can happen when the doctrine of the islafidcgssed on presenting the island as a place
of simplicity and where modernity has not reachidlvocating the purely pastoral sentiment
means that social and cultural realities are nohdpbelealt with (Adamson, 2007). The
carefully constructed veneer of innocence hidesl healities, like inequality, migration and
poverty. Baldacchino (2013) makes similar poiriiewd the lack of discussion on materiality
when studying islands. He reminds island studig®lacs, “It is an embodied engagement
with materiality that constructs personal and doiclantity; as much as it is the other way
round” (p. 14). Culture is material, and those vilogkon islands as cultural workers must
engage with materials and materiality on a numbeliféerent levels. The work they do may
seem simple, pastoral and old-fashion, but the Igiife is never simple minded (MacCarthy,
1981). Our case studies demonstrate this.

Adamson (2007) argues that we should not necegshrilaway with the idea of the
pastoral. He states, “Yet when the pastoral issmoply a pair of rose-coloured glasses — when
it is occupied self-consciously, rather than cedétmy or promotional manner — it can be a
powerful way of envisioning social and artistic nga” (p. 105). Historically, this challenge
was taken on by the founders of the Arts and Craftsement of the f0century. The likes of
John Ruskin and William Morris both advocated a aatic anti-modernism and a
revolutionary socialism. Their goal was to promatel provide “good work” in the face of
industrialisation and urbanisation. The proponeitthe movement saw “the countryside as
the site of self-actualizing labour” (Luckman, 209349). Good work could only be achieved
outside of the cities. In Scotland, there too sibstantial history of arts and crafts being used
to inspire good work with the influence of the Gaw School including most famously
Charles Rennie Maclintosh and Margaret MacDonaldaAslatively small nation Scotland
was to feel the influence of the Arts and Craftsveroent throughout its large rural and
remote island areas where artists colonies, crafiskers and home industries were all
informed by a flow of ideas back and forth betwéle@ urban and the rural, and indeed as
Macdonald has noted, remote island space (CargytB€d3; Cumming, 2007; MacDonald,
2013; MacDonald & Coburn, 2007).What does havegetiof irony is that today good work is
said to be almost exclusively found in the citidsit is dominated by metropolitan accounts of
art and cultural expression. As alluded to aboverida and his followers have continuously
focussed on the cities. Much of the work in thedaoaic literature on cultural work has been
oriented toward the experiences of those in urbr@asa(Luckman, 2013). Susan Luckman
(2013) starts to fill this gap with her study oritatal workers in the English Lake District and
Darwin Australia. Our study on cultural workers dted on Scottish islands seeks to add to
this debate and contribute to this growing bodyeskarch.

Methodology
For this project, we employ a methodology focuseadarrative inquiry and analysis. As such,
the social world we are investigating is a storaok (Mason & Dale, 2011), whereby we

make sense of our experiences and articulate nmgamd motivations through the act of
narration. Narratives not only come to tell us dhbie individual but allow us to understand
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the social, historical and cultural context withwhich the person lives. As Catherine Kohler
Riessman (2004, p. 333) points out, “[narratives] lacated in particular times and places,
and individuals’ narratives about their troubles aorks of history as much as they are about
individuals, the social spaces [and places] thégliit, and the societies they live.” Narratives
therefore are social and culture constructionsyTdrevide use with rich data that illuminates
an individual's attempt to make sense of their aloplace. We use narratives as the base to
create an ontological narrative (Harling Stalked02b) or second-order narratives (Elliot,
2005). These are accounts we may construct asrcheesa to make sense of the social world,
and of other people’s experiences. These narrawvesmethods of presenting social and
historical knowledge (Elliot, 2005, p. 13).

In this article, we are focussing on the narratiektvo cultural workers drawn from a
wider sample of our cultural work research intemges based throughout the Hebrides and
Orkney. While these narratives are not meant tody@esentative” (in the positivist-sense) of
the larger set of interviews we conducted, theynamgetheless illustrative of cultural workers’
lives and their work experiences and provide u$ wivid accounts. This case-based inquiry
will arguably allow for context-rich knowledge amarrative detail that can generate critical
insights into “the many-sided, complex, and somesirvonflicting stories” (Flyvberg, 2004, p.
403) told about cultural work on islands. In dosm the case-based narrative inquiry means
that we respect participants as “subjects with bagkories and intentions” (Mishler, 1996, p.
80). As Riessman (2008) highlights, case-basedatmagr inquiry allows us to see how
attentions to small details can not only informab®ut the individual but also the connection
between that individual and the place they live.

Our informants each offered their own accountsheirtcultural work experiences of
living and working on small off-shore islands. lack case they explained to us their own
route to their current working situation, and caligi also their account of coming to be ‘on
the island’ on which they were currently living.r8e of our informants had known the island,
or related island areas, since birth, perhaps mgaat certain times in their life to undertake
work or education, or for other personal reasoribef3 were individuals who had each moved
to an island; either the one they resided on ctlgrear in many cases relocated from one
island to another again for various reasons inalgigiersonal attachments to others such as
partners or children. Often the move is precipdaby employment opportunities elsewhere,
or necessitated by a lack of them where they wéhowgh it should be noted that often
cultural workers, as with islanders more generaigy well undertake varying degrees of
occupational pluralismAs well as employment factors, the availabilifyappropriate housing
was also a key consideration to location and rélmegossibilities (as it is in many remote
rural areas).

Case studies: island cultural workers Helen and Jemfer

What follows here are two exemplars of our islantenviewees - Helen from Orkney and
Jennifer from a Hebridean island — who each dematesthe negotiation labour involved with
both the precarity of cultural work but also oftsrsing a livelihood on a small remote island.
Each offer an insight via their narratives of tlwding together of both event and time
(following Adkins, 2013) in accounts of how one agsnto ‘be’ living and working on an

island and the ‘doing’ of the creative labour oftaral work. Of particular focus here are
firstly the nature of decisions and resources mfag the account of ‘being on the island’;
secondly we wished to explore the nature of ousrimeints cultural work as a physical and
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material practice but how this might inform andib®rmed by the island space; lastly, our
interest in community and networks encouraged usxpore with our informants how both
‘cultural work’ and ‘island work’ interplay in thestories.

For Helen, her route to the island was through demarried to her first husband who
came to the island for work. They separated evdlgthat this had been the early catalyst for
a move to the Northern islands: “my ex-husband @ghows up here. He hated it; | loved it. |
stayed.” Later with her second husband and faméiehl was to live on another island nearby
that was her husband’s family home — he was ‘frbard.” Now she and her husband live on
the bigger mainland island in the archipelago lgrgs a result of a job opportunity that was
made available to her at a pivotal point in timiefatilitated easier schooling for her children
and seemed the “right thing to do” as the previlfiestyle of working in agriculture with
relatively limited acreage was proving challengiag;that time there was “just not enough”
return from the land to support all the family. Stoav works largely ‘from home’ undertaking
various craft work from glasswork, beadwork and ahetork and has recently set up a small
studio at her house — an old residential caravaumt -of which she can work but also sell to
passing trade. The bulk of Helen’s work is soldiral however. Helen spoke at some length
about her various selling platforms from Amazona¥land occasionally Etsy. It has been
Amazon that has proved the most lucrative for flrs is consistent with what was found in
the Craft in an age of chang@BOP, 2012) report that found “Makers in Scotlanerevmore
likely to use internet selling channels than wergkers in the UK as a whole” (p. 8®) is
clear from Helen’s account that to earn a livingnir her creative labour of craft she much
engages with digital technologies and the onlineketplaces of Amazon and other retalil
platforms. Passing trade on a small island will otstain a livelihood, although the
opportunity to sell to the visiting cruise ship tkeirhas been embraced albeit with a realistic
eye on the management of time and labour involweservicing this market. Helen’s work is
portable enough that she can make while sellingn fr@r stall, for example but this is not an
option for all crafts people and artists.

When we asked what brought her to the craft wodmfrthat earlier island job in
agriculture related employment, Helen explained e a “small bit of cash” that came
available she set herself up as self-starter emngioir: “I had an idea and | ran with it”. But
her narrative makes clear that the seeds of batlcraét work and her rural ‘fit’ were sown
much earlier. Having been brought up in a coastalryral part of Wales, then later having
lived for much of her younger years in a very rlEaglish county Helen offered a clear link
between where she had come from to where she is now

... it was very like where | had lived in Waleshink it was because | was born in a
mountain area — right on the coast and the hosggerit the first five years of my life,
it had the sea on three sides of it and you weozalthe tree line — big open skies. |
just felt comfortable when I landed here. So thet'sy | came, and | stayed.

So, as important the role had been of her ex-husbatiating a move to Orkney on the basis
of his employment, it is clear that the story Hetells of why she ‘landed here’ is arguably
more meaningfully to do with her own individual oeciliation with an unknown place that
‘felt comfortable’ to her; that is become quicklignown’. In this way Helen has taken
ownership of a migration story that must negotib#ween both individual and shared
histories with both ‘good’ and ‘less good’ expexea along the way.

199



L. Harling Stalker & K. A. Burnett

In terms of her journey to craft and her creatimd aultural work again there are some
pivotal events that are offered for reflection. éarly opportunity “ to work with her hands”,
originally with leather for a shoe making firm atiee encouragement within that organisation
itself to have workers expand and “set up for thelwes” had clearly fostered as sense of both
interest but also enterprise. To have had suceougaging environment to ‘do’ and ‘make’
handwork such as leatherwork back in her youngarsyeemains an important ‘touchstone’
for Helen and her capacity to seize opportunitibene they are available is all apparent. On
moving to the island location Helen recounts howe s¥as already “doing a little bit of
jewellery” but once in Orkney it became clear t@akney had a “substantial existing tradition
of silverwork” and Helen enrolled in “very popularvening classes.” She learned how to
solder and “make things”. Again an individual fogsistrongly entwined with the framework
of existing island events, histories and a sens®ltéctive others.

Jennifer's account also offers a set of recogneaignettes and metaphors of coming
into an island setting from ‘outside’ and withiretktory of this locating to the island Jennifer
offers both push and pull factors that informed kecision to move from the Scottish
mainland to an offshore island on Scotland’'s wesist,

| was living in Glasgow; | was at college in Glasgand | was living there for about

seven years then | had this job. | was doing coagien work and | was posted here
[to the island] doing this thing ... path building footpath building up mountains and
| was over here a lot and | used to visit heretaltee got a friend who used to be a
ranger at the castle and ... and then ... | just decoiee day (laughs) to move here. |
started basket making in Glasgow but there wagrecs. | was sharing with three
other people ... I'd been on a few courses and | @dtd get in on that more ... plus, |
was fed up with my boss, and I'd split up with mgyfriends (laughs) so lots of
reasons (laughs) I just wanted to get away! Sariecand | moved to C. originally just
north of B. and | lived there for a few years ahdrt | was living in a wooden chalet
type of place. It was really two huts — one hut e living room kitchen and the
other hut was the bedroom bathroom and (laughsyié@ up living in the living room

and used the bedroom as my workshop when | was theyeah.

Here, Jennifer's account demonstrates the varigaste and factors that combine to inform
her narrative of who she came to be on the islamndalso a sense of her cultural worker
identity emerging. At the same time, she negotiatkohd resource realities, such as available
housing and the necessity of appropriate ‘workspdeanifer demonstrates that considerable
‘push factors’ informed a decision to re-locate battoo was the often key connecting factor
for many in-migrants of already possessing knowgealigthe island place. Social networks are
recognised as integral to the process of gettintp”iislands often through work but also
family or friends. Asked later in the interview albavhat had brought Jennifer to the island
she offered another related yet different set t@remces that informed her decision to locate

on the islands,

hmmm ... well ... the scenery, obviously. It's beaultiiAnd just to get away from the
city, I think. Just ... a slower pace of life ..
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Asked if this had then been a lifestyle decisiomtmve then, Jennifer responded with a shift to
a more defined link to the opportunity the islaetting offered her to do her cultural work of
basket making,

| could do the basket making a lot easier ... so ..mnm | took the decision to
become a basket maker even though | wasn't ... I'didtve much experience when |
first came.

Jennifer's move to the island in her account igaly suggestive of a ‘quick’ decision, “I just
decided one day (laughs) to move hereut actually as her account reveals this relocation
decision was built upon a series of developed ezrgagts with the island as a physical and
material place through visiting her friend and tigh her conservation work quite literally
getting to know the island — building paths in aathers would have exposed both the
physical attractions of the space — the islandbesdtiful” but also the challenges that poor
weather, seasonal employment and remoteness Ichgling the necessary reliance on ferry
transportation, limited services and high livingstsoof remote island living. Jennifer makes
clear that a move to the island offered an oppdstutom undertake her basket making as
creative labour and type of cultural work. For ti@s had not been easily facilitated in her
urban environment. The connection to a physicateplat chimed with the physicality of
making her baskets from natural materials is imgurt Furthermore, the sense in which a
narrative for making something from ‘nothing’ emesgas a metaphor in Jennifer's account is
also interesting. The build your own/DIY approachtheir own creative labour offers us
interesting parallels with islandness as ‘labowrt o too the broader enterprise expectations
of island communities today, not least throughuwelt(Danson and Burnett, 2014). It is not
Richard Florida’s creative cities that facilitatdae ability to do the cultural work. It was the
material opportunities of the island that alloweddifer to initiate her move towards cratft.

The crafting of a basket where you start with “jastew twigs and sticks” offers an
interesting metaphor for the making of a islandentity for in-migrants where again there are
limited ‘roots’ and connections to the place buetrme individuals recognise what they have
‘worked at’: a set of experiences, networks, arlgydown of histories and events that
becomes woven as an account of their ‘island’ stbay take form but is physical, material
and symbolic. The activity of drawing on varioususzes of cultural reference, as well as the
different making practices are to the fore of H&eaccount as is the emotional reward from
the act of ‘making’ but so too as we found with ma our informants is the capacity and the
competencies to ‘adapt’, be flexible and to trankfeowledge that can inform and provide a
solution to new challenges and situations,

It is the wonderment of being able to make somethike a piece ... a strip of wire
and make it into to something like that. And use.iand so many of the ideas overlap.
You'll learn something from every other thing thatu develop into something else.
That ... the wirework ... | used something very simt@athat ... when | used to make
Corn Dollies in Somerset and I've just transferitadto something else.

As further comment brought forth from our culturebrker case studies was that we were

interested in how networks informed our informarasltural work but also how this in turn
expressed a sense of the ‘islandness’ of theiatsiio. Rural island communities, especially
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remote rural, are predicated on the shared unaelis of what might be appreciated as the
ebb and flow of proximity whereby successful islas@mmmunity relations often require a
‘good balance’ of respectful distance and a manmgi of privacy, while simultaneously
acknowledging each other as neighbours, familgnfis, co-workers and residenigorking

at island living is often recognised as demonstrasinfficient engagement with each other as
befits the social norm of island etiquette thagédy foster or ‘oil the wheels’ of everyday
harmonious social relations. Furthermore, the reitmypn of where, when and how island
residents might display appropriate community sgind shared support is something that is
often developed over time through experience aagesth by a passing of local knowledge of
when and how to be involved with who, and in whaparity. This is a highly organic and
historically contingent process and yet each islamminmunity largely recognises the
normative requirement to ‘do’ this social and emwdél island work of ‘getting along'.
Cultural workers may well work in collective groupad work spaces not least increasingly
the urban metropolitan model to encourage, indeqdire, creative enterprise to locate within
creative hubs or ‘clusters’. The perception mayl Wwelthat rural areas are ‘different,” in that
individuals seek to be ‘away’ from others and yaamds consequently are often ‘home’ to
clusters of artists and creatives in key locatidgsncentration patterns appear to persist over
time in ‘pockets’ of cultural and artistic activityhile neighbouring spaces and indeed other
islands may be largely devoid of any cultural woRresentation.

So, for example Orkney is noted for its creativivaty with considerable high profile
output from a number of self-employed artists arehtive as well as a number of small and
medium sized businesses employing several employgsey is home to many different
forms of artistic and craft output, many of themkmng strong association with the ‘local’
Orkney heritage and through our interviews withesalrinformants in Orkney it is clear that
the cultural work community consists of a myriadirdkrlinked and overlapping networks of
association and allegiance with individuals eachetiging their own negotiated membership
to various networks and each providing ‘accesskmowledge and resource and identity
affirming of one’s cultural work identity but alstrucially one’s ‘island worker’ status to
various effect

Helen networks on the island, for example, witheotiewellery workers “a little”.
While she must move ‘off island’ via digital tecHogy and participate in online forums with
glassworkers from across the UK, (there are vew déassworkers on Orkney), the bigger
population of ‘local’ jewellery workers most espaty silver workers on Orkney might
suggest not just an opportunity for ongoing netwggkand connection but also an
‘expectation’. Helen, it seems, has worked throughous stages of engagement and the ebb
and flow of proximities and implied that it was nost important to retain a degree of distance
from each other — respectful both in terms of kegpulistance and acknowledging individual
differences - but essential both for retaining asseof bounded island self but also for
conferring a degree of individual creative diffeczen The close-proximity of small-island
living as well as the likelihood of more overlapgipersonal and social histories as well as
perhaps the need tegotiatearound artistic differences is hinted at here fideten,

We all know who each other is. And | think mosttlo¢ time we respect each other’s
differences. And occasionally there will be a reasdy we all need to speak to each
other but everybody’s different and everybody dsesething completely different.
There are very few people that you'd look at andkhit's something the same’.
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There is a well understood tension between fitehgng together within a bounded island
space while actively pursuing an individual idgntnd perhaps no less so as a ‘creative’
cultural worker who is often highly visible as gresentation of what is ‘good’ about living

and working in a small island remote rural settihgdeed one’s capacity to secure an
individual commercial vision and success is imgljcsuggested here; that is, the cultural
work worker project is one that is broadly seeroas thatshouldsucceed. Islands as ‘good

places’ to work — a wealth of cultural and envirantal ‘specialness’ — powerfully underpins

the island cultural worker trope. In practice, aurcse, this can vary enormously from

individual to individual: and, arguably, from iskduto island.

Discussion

For this account we have purposively selected tustindividuals from our wider interview
sample. Both of these individuals presented themsebs cultural workers — selling and
promoting their work as artists and/or craftworkergach had arguably strongly positioned
their art work or craft as central to a sense wddatity, not least through an ‘online’ and
wider commercial presence of ‘making and selling’an island setting in Scotland, (c.f.
McAuley and Fillis, 2005 for a more general UK fsguNonetheless, there was considerable
variation in each of the narratives around ideaslwdt cultural aspects inform their work, and
how it was expressed. So too was there variatidmoin their ‘work’ as a concept informed
their artistic and creative identity. Furthermaregach case we were interested in examining
how the idea of things ‘cultural’ as a wider ‘isthrfield of reference was articulated by our
participants both in terms of how each might inflce the other, and the idea of ‘exchange’
and ‘negotiation’ around claims to their work idénts cultural and also to the sense of how
their work articulated with ‘islandness’.

By exploring two selected examples of cultural vesrinarratives we are able to
interpret more fully how they each tell ‘their stoof becoming and being cultural workers
but also as becoming and being islanders. The ma¥imn authentic account in each case is
important to note here. Finding a narrative thiatlfioth with accounts that ring ‘true’ and have
validity for oneself is clearly articulated by ounterviewees. But so too is a sense that their
story is understood as something expressed ancedshand therefore consequently is
understood as a social narrative of how one migidudate an islander identity, albeit one as
an incomer or in-migrant who has ‘made their home’the island and ‘found’ their place
there/here. Therein lies the ‘self work’ of the tawhl worker island resident who must
negotiate in their speaking for a range of ideribgitions and historical, current, personal and
local complexities. The making and crafting of aecaunt is itself important to note and we
might share with Tim Ingold (2010) his reflectioas art as ‘making’ the usefulness of the
praxis of reflection: the act of creating ‘backtanthe ‘things’ and materiality of events and
materials.

Telling stories ofislanderness and indeed of telling stories of artistic and ot
work identity are active reflections of how we ‘nealour islander and working identities into

% We note that beyond the articulationisttndnessas examined by Conkling (2007) and others, we anfjue
that there is increasingly a positioning- that i€anscious expression of identity — wherein indinits can
articulate a recognition and a shared understanafihkgnowing what it is to be in various terms ammhiexts an
‘islander’. We suggest that, usually, this expressif islandernesss by those island residents that are either
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being. Again following Ingold, we note the posgii®s of overlaying accounts of art as

making but so too ‘the labour of making’ an islandelf that lives and works; that is there is
seen to be a recognition of one’s crafted identifgrmed by a series of flows and processes.
The practice of both making art but also of ‘makitagne’ on an island is a skill of negotiation

and evolution. This is done within doctrines thhsecure the difficulty of being creative and

the material realities of island life.

Each of our interviewees offered to us a set olvedh generated frames of being in
their accounts. In their telling to us each accafrtheir creative identity, their creative work
and their expression of ‘islander identity’ furtherolving narratives into an act of making,
crafted and brought into being account of one’s @&tl one’s practice. So in our narrative of
island cultural workers it is possible to infer whiagold refers to as thextility of making.
Where Ingold has referred more fully to materialtyd how this has been ‘progressively
devalued,” we might invite reflection on how the kimgy of islander identity has being
arguably limited in itdextility; that is the nuances are at risk of being subsubyedertain
formed ideas of what might constitute an ‘islander an ‘in-migrant. Each of our
interviewees recognise a set of ‘forces’ and ‘f&lthat impact and inform the everyday
practice and possibility of both island life andtatal work but each individual has a capacity
— resources, knowledge and competencies — to ‘dralthread together to weave’ in Ingold’s
(2010) terms their owri pathways or lines of becoming into the texture aftenal flows
comprising the lifeworld”.

In our exploration of islander cultural workers ack in turn engaged with creative
labour — we are able to illustrate more fully howtaral workers and the events and practices
within which they operate are highly contingentsmtial context and what Adkins has termed
the ‘folding together of time and events’ (2013,159). Simply, we might suggest that our
islander resident cultural workers while all digptey personal narratives unique to each of
them nonetheless also display a set of shared stadeings around their work that signifies
its ‘social’ context not least aspects isfandnessthat remain significantly obdurate (e.g.
weather, physical travel demands, transportatiogooids costs, small population proximities,
housing availability, often singular provision oérgices). Furthermore to follow Adkins
(2013, p. 152): “As workers whose work and worklivgs are characterised by insecurity,
discontinuity and informality, and whose workingpdraphies are therefore necessarily broken
into fragments, creative labourers can readily bet @s exemplars of the multi-activity
paradigm of work.” Furthermore we note Adkins’ sagtion of the tendency to use creative
worker biographies as examples of Sennett's (2@@bifical economy of insecurity and a
global embrace of what might be understood as tdleomism, detachment and ambivalence’
where one’s future is largely unpredictable andkhowable’. Yet we might offer our
informants as examples of creative individuals gegdain cultural work and creative labour
who in some respects do evidence some aspecte girdlcarity and insecurity of work while
celebrating aspects of flexibility and ‘inventioof one’s working identity; that is as an
expression of ‘self-actualisation’, and consequeatlknowing’, particularly in reference to

demarcated as in-migrants ‘proper’ with no prioail to island ‘roots’ or family links, or indeed gnde
‘returnees’ who have such links but have lived wisere for substantial periods of their lives ordynow have
settled and ‘returned’ to the island. An islandderitity is something that, likéslandness,is shifting,
multifarious, and indeed negotiable. For our infants, we argue that a senseisiindernesswas itself an
expressed performance of identity whereby indivisiidaimed not just to know or recognistandnessbut
rather to experience and lay claim to the embosliggectivity ofislanderness
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theislandernes®f one’s situated identity. In each case the inggrf their ‘individualised’
experiences with that of the social, historical amateriality ofislandnessas it informs/forms
their personal and working lives is quite apparant strongly nuanced throughout their
narratives. This interplay further entangles thducal workers’ narratives in the prevailing
doctrines mentioned earlier.

Conclusion

By exploring Helen’s and Jennifer’'s narratives vewdrseen how island cultural workers have
to contend with the doctrines of islands and oftwy. We can see at times when these
narratives reiterate many of the established dissoulennifer's quick response about the
island being a place of beauty, or when Helen taldsut how with a bit of money you can
start to do cultural work. This is all true; howewehen given time to reflect upon this, we see
that the doctrines can obscure certain realitiesnifer, as a single woman, does not have the
capital to buy property on the beautiful islandnhve a studio or even a house of her own.
Helen talks about how those on the island doinglaimvork are often guarded and not as
open as the doctrines would have one believe.

This research very much engages with the calletmbre critical of notions such as
creativity and pastoral. We need to recognise biwdh these concepts can certainly aid in
producing good work, but to use them blithely amdritically undermines the realities that
island cultural workers face. This is why methodptally the use of narratives, and
understanding them in relation to ‘making,’ allofes the tensions between the socio-political
doctrine and the lived experience to be teased out.

The recent call to think about the materiality sfands therefore is being heeded.
Baldacchino’s (2013) argument to understand theneciion between culture and material
reality allows for a critical dialogue to happenanyg cultural work scholars and island studies
researchers. Often the two are separated, primaelyause of an urban / rural divide.
However, with work such as this, and that done bgkiman (2013), this divide now becomes
part of the discussion rather than maintainingag¢ineutral stance.

Finally, this research can provide some usefulgimsi to the development of policies,
both those directed at cultural workers and thasectkd at islands. This serves as a reminder
that there are certain lived realities that shduddtaken into consideration when trying to
foster good work on islands. Many of these consiti@ns are not new to those who live on
and study islands (e.g. transportation costs, adivity); however there are realities that are
often overlooked due to a perceived neutral staBoed work can be influenced by gender,
class and availability of capital. While not exgli part of this analysis, these elements can
certainly inform both the doctrines of islands afdreativity, while offering future research
opportunities in both Scotland and small island camities elsewhere
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