
Our lives shall not be sweated from birth until life closes
Hearts starve as well as bodies; give us bread, but give us roses.

James Oppenheim

The more the antagonisms of the present must be suffered, the more 
the future is drawn upon as a source of pseudo-unity and synthetic 
morale.

C. Wright Mills

Things are more like they are now than they’ve ever been before.
Attributed to Dwight D. Eisenhower
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Preface to the 
Third Edition (2012)

In the second half of the rst decade of the twenty rst century, claims 
about the transformation of cultural production were heard as never 
before. We were in the era of ‘web 2.0’. Academics wrote of the urgent 
need to develop ‘Media Studies 2.0’ or even ‘3.0’ because the old ver-
sions were now hopelessly outdated. (Versions 1.1, 1.2 and so on were 
never mentioned for some reason). History was bunk. Digital networks 
had democratised cultural production, and had made the world a bet-
ter place, or were just about to do so: it wasn’t always clear whether 
the digital optimists were making predictions or describing what they 
thought was current reality. Such claims appeared to be based on a 
democratically-motivated critique of concentrations of power in the 
‘old media’. Their proponents were rightly interested in the democra-
tising and emancipatory potential of YouTube, blogging and Wikipe-
dia. But they were curiously uncritical of what cultural production as 
a whole was going to look like in the supposed utopia that had either 
just arrived, or was just over the horizon. There was little sense even 
in the more sophisticated versions of digital optimism of the profound 
economic and social contradictions that triggered the global recession 
that began in 2008, and a global tide of protest in 2010–11. 

I’m not a pessimist, and this book does not aim to show that every-
thing you thought was good is in fact bad. It simply aims to provide a 
balanced historical account of how cultural production has changed, 
and why. It points to the continuing existence of cultural artefacts 
that are challenging, enlightening, enthralling and so on, and ways in 
which the internet may have made our cultural lives richer. But it also 
makes clear that concentrations of power in cultural production have 
not gone away. They may just be appearing in new guises. What looks 
like a challenge to the established order might be based on new ortho-
doxies, and vice versa. 

As with the second edition, I’ve signi cantly revised, expanded 
and updated the book for this third edition, especially Chapters 6 to 
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xviii Preface to the Third Edition (2012)

11 (Part Three). Among many other changes, two chapters are now 
devoted to the onset of digital networks, one of them on the impact 
of these networks on existing cultural industries. There are hundreds 
of references to works published since the last edition, and to work I 
hadn’t discovered at the time I was writing it. Nevertheless, I’m still 
conscious of the many valuable contributions I’ve had to leave out, or 
didn’t get round to reading.

Thank you to Mila Steele at Sage, and to Ralitsa (Ali) Padelska and 
Christiaan De Beukalaar for research assistance. I have so many great 
colleagues at the Institute of Communications Studies at the University 
of Leeds that I can’t possibly name them all here. I’m grateful to Judith 
Stamper, for taking on the role of Acting Head of Institute while I took 
some research leave to prepare this edition. 

I hope the people thanked in the two earlier editions of this book will 
forgive me if I don’t repeat their names here, but I must mention Jason 
Toynbee again because he was so (typically) generous with help and 
advice on both of them. 

Helen Steward, Rosa Hesmondhalgh and Joe Hesmondhalgh are 
delightful people to live with. I suspect I’m not. They in uence what I 
write more than they know. 

The Accrington diaspora and its honorary members, in Beeston, 
St Albans, Brighton, Bulgaria, and elsewhere, continue to make me 
laugh and think. And so too do the conference party posse known 
collectively as the Northerners, even though none of them actually 
is from the North of England apart from me. I miss my and Helen’s 
Oxford friends, and I still mourn the late Gary Conway. I’m proud of 
my sister Julie and her lovely husband Ian Kershaw. Twenty editions 
of this book wouldn’t be enough to thank my Mum and Dad, or to 
express my appreciation of their love and resilience.
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Preface to the 
Second Edition (2007)

This book gives an account of how and why cultural production has 
changed since the early 1980s. The rst edition was written in 2000–
2001 and appeared in 2002. Since then, there have of course been 
numerous further changes in the cultural industries. New phrases 
representing new phenomena have appeared, including blogging, 
i-Pods, podcasting, the HBO model, social networking sites and dig-
ital rights management. Other processes, already under way when I 
was writing at the turn of the century, have intensi ed, with signi cant 
implications for our cultural lives, whether we are conscious of them 
or not. Television and radio channels continue to multiply. Many of 
us gain more and more of our information from the web. The dot.com 
bubble had already burst in 2000 and fewer commentators now speak 
of ‘a new economy’, but more and more policymakers and academics 
claim that culture, information, creativity and intellectual property are 
going to be, and/or should be, an increasingly important part of future 
economies and societies. Since I nished writing the rst edition, China – 
already a growing market for the products of cultural industries – has 
joined the World Trade Organisation, signalling that its integration 
with global capitalism is beginning in earnest.

I deal with these various terms, concepts and processes in what fol-
lows, but, as with the rst edition of The Cultural Industries, my aim 
has been to think about these and other developments in the context of 
long-term historical currents – in economics, in politics and culture. My 
argument is that cultural production and consumption haven’t changed 
quite as much as some commentators would have us believe. Why write 
an academic book about this? Because only through a careful consid-
eration of the long term can we understand change and continuity in 
culture and such consideration takes some time and effort. The media 
themselves produce a constant babble and chatter about transforma-
tions in the way that cultural products are made and experienced. There 
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is little time in the frenetic rush of everyday journalism to consider the 
long-term historical context. This is one of the reasons academic study 
of the cultural industries can be valuable.

As well as updating the book, I’ve dealt with some issues that were 
neglected or underemphasised in the rst edition. A new chapter 
addresses two vital aspects of policy: changes in copyright and in the 
relationship between cultural and urban policy on the one hand, and 
the cultural industries on the other. That chapter includes an assessment 
of the increasing use of the terms ‘creativity’ and ‘creative industries’ 
in policy and business. Not only in that chapter but also throughout 
the book, there is more material on intellectual property and the cru-
cial but dubious concept of the ‘information society’. Linked to this, 
the concept of commodi cation of culture is given the greater billing it 
deserves. There is much more explicit treatment of the question of the 
extent to which the cultural industries are an increasingly important 
component of modern economic life (see Chapters 2 and 6). Through-
out, I’ve tried to learn more and think more about non-Anglophone 
cultural industry systems.

I’ve made hundreds of other smaller changes – adding references to 
old and new sources that I’ve encountered since the rst edition, cut-
ting out unnecessary detail and the odd sloppy phrase that made me 
wince, and making arguments more concise where possible. In spite 
of all these many changes, my main goal has remained the same: to 
provide a research-driven overview of this fascinating area based on 
my own particular view of things, but one that students and teachers 
might also use if they wish.
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