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We are witnessing the industrialization of culture
on a global scale - entering a time when the
creative arts skills will be right at the centre of
wealth creation, and thus of business, and thus of
governance.

Simon Evans, speech delivered at the Creative
Clusters Conference 2007 |

Introduction: The Creative Economy

Together with the increasing importance of information in the global
economy, the notion of the creative economy has emerged and is gener-
ally accepted as an increasingly important part of economic activities
worldwide. Structural changes associated with the creative economy are
engendering new opportunities as well as patterns of exclusion and ine-
quality that challenge existing governance models.

The dominating importance of information in the global economy
makes it imperative that concepts of culture and creativity be reassessed
and repositioned at the centre of public policy. The proliferation of ICT
has brought with it a gradual but fundamental change of the way culture
is perceived by societies at large, especially in their role as consumers of
cultural goods and services. The mobilization/involvement of larger

1 Simon Evans, speech delivered at the Creative Clusters Conference 2007.
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segments of the society in cultural activities is associated with increased
demands for support to an ever growing number of cultural institutions,
projects, and individuals.

While aware of the growing economic importance of culture and in-
formation, many countries are, however, uncertain just how to engage
proactively with the culture sector as part of economic development
plans. Overall, there is a feeling that traditional ways to support culture
are perhaps no longer sufficient but the lack of data on other aspects of
culture than fine arts and heritage (in relation to which information has
primarily consisted of inventories and archives) hampers a wider analy-
sis of the sector’s needs. Similarly, the crafts and artisan sector remains
largely outside the realm of Government planning and interven-
tion/support.

The businesses and industries that make up this new creative econ-
omy have given rise to differing or overlapping definitions with creative
industries, content, knowledge or copyright-based industries, and cul-
tural industries, as some of the main categories applied. In everyday us-
age these terms are often used almost interchangeably though there is a
growing consensus on the different connotations and perspectives im-
plied with each of these terms. Within this consensus the cultural indus-
tries are separate from creative industries or even embedded as a particu-
lar segment within the wider notion of creative industries. What is com-
mon for all the ‘new’ industries covered by these categorizations is that
knowledge, education, creativity, and intellectual property, are very
prominent features of product development and profit.

As economic and cultural policy must become ever more integrated,
the need to understand the sector better has become pressing. In the fol-
lowing, we will look at the ways creative industries are understood in
separate contexts, and the different interests and policy perspectives they
engage. Taken together they represent society’s increasingly complex
perception of the role of culture and creativity in the spheres of both
economy and civilization, and provide elements to the identification of a
new governance model for the creative economy.

Four Discources on Creativity and Economy
Creative industries are also referred to as cultural industries, knowledge
industries, information industries, copyright-based industries, etc. Be-

hind this semantic confusion there are at least four distinct discourses
within which the use of the terms is understood differently.
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An Economic Discourse

The economic discourse is probably the simplest and to a certain extent
the best known. The economic discourse is an expression of mainstream
economic development in recent years and is closely connected to the
ideas of globalization and free trade. The very high growth rates re-
ported from the knowledge or creative economy in recent years stem
primarily from studies based on this wider concept of creativity. The
universal acceptance of the economic model of creativity is expressed in
the progress made towards identifying standard indicators for the so-
called copyright-based, creative industries.

The economic discourse operates with a very broad definition of
creativity and creative industries centering on copyright and other intel-
lectual property rights as a key to profit and economic growth. A model
developed by WIPO? illustrates this approach to creativity. The model
includes four categories of creative industries where the ‘core copyright
industries’ and the ‘partial copyright industries’ correspond best with
other definitions of creative industries, and the ‘interdependent copy-
right industries’ (e.g. TV and broadcasting) and the ‘non-dedicated sup-
port industries’ (e.g. ICT and transportation) indicate a much broader
economic approach to these industries that is only loosely linked to cul-
ture and artistic creativity.’

Many of the most successful cities throughout the world have
adopted this economic model of creativity as a base for economic devel-
opment strategies and have invested heavily in the development of large-
scale projects planned to accommodate the new creative industries in the
form of ‘creative industry parks’ or other infrastructure investments —
much as one would support any other industry. In many cities, however,
there often seems to be a gap between the articulated and official poli-
cies concerning culture and creativity and their implementation. The use
of cultural districts in economic development plans provides good and
tangible examples of this discrepancy. Hence very few projects ac-
knowledge the complexity, resources and diversity that foster unique
cultural districts, and the ability of their cultural uniqueness to enhance
the quality of life and attract tourists and others is far too often taken for
granted. The associated rapid modernization process, the scaling-up of
activities, the top-down urban renewal, and the measures of cost-

2 WIPO: the World Intellectual Property Organization.
3 Source: Guide on Surveying the Economic Contribution of the Copyright-
Based industries, WIPO, Dec. 2003) see: www.wipo.int (31.1.2009).
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effectiveness, associated with this development is often at the expense of
or even contrary to the needs and interests of the very culture and envi-
ronment that is necessary to nurture the creative industries (Youn 2007).
The development of creative industries in this context, therefore, also
emphasizes the problems associated with urban migration: slums and
urban poverty; environmental degradation; waste; the need for people to
leave their homes for long periods of time to seek work, and the conse-
quent breakdown of local communities.

An Urban Development Discourse

The urban development discourse originally emerged in European cities
as a strategy to combat unemployment and urban poverty in localities
where the old heavy and manufacturing industries no longer provided
the economic basis and employment opportunities as before. The strat-
egy focused on the generation of jobs, especially through new technol-
ogy-based information industry development and the fostering of more
attractive cities. How this attraction is defined differs from place to place
but the concept of creativity embedded in this discourse is more closely
linked to the notion of culture than it is in the economic discourse. En-
terprises built on the new technologies such as design and new media
enterprises were an important strategy for example for the redevelop-
ment of many European urban areas in the 1980’s and 1990’s. Today,
the urban development discourse continues to capture the reorganization
of power and space in the global economy, especially in terms of the
adaptability and flexibility required by the new, constantly changing
economy, which the cities are particularly well placed to respond to.

The key quality of culture in this context is its ability to improve the
quality of our lives and surroundings by making them more stimulating
and filling them with beautiful and stirring objects and in the process
making them more diverse, interesting, and attractive for creative indus-
try development and talent migration. The discourse is imbued with cer-
tain values and life style ideals and focuses on the individual as a source
of creativity and innovation, and on the creative industries as a particular
attractive opportunity to cultivate and free this ‘creative capital’, ex-
pressed in its most radical form in the notion of the ‘Creative Class’
(Florida 2002).

Within the context of urban development, the approach is essentially
not too different from our intuitive understanding of the concept of cul-
ture and related industries. Here the line between art and commerce
tends to be ideological rather than analytical and so the discourse tends
to encompass a wider spectrum of policy goals. Creative industry devel-
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opment is often considered part of the inherent dynamic of urban spaces,
and it is indisputable that the urban environment provides the ideal con-
ditions for the kind of clustering that sustain many successful creative
enterprises. The urban development discourse tends to define cultural or
creative industries — enterprises whose core activity, whose value is
based on a traditional cultural skills: singing, dancing, acting, telling sto-
ries, making images, in a word: art and culture, empowered and organ-
ised by technology and management, and cultural goods whose primary
economic value is derived from their cultural value.

Despite the importance of place highlighted among other by follow-
ers of Richard Florida’s theories, the high tech opportunities created by
the new economy are not limited to the concentrations in cities and to
dedicated regional developments. Capitalizing on strengths in on-going
research and educational institutions and supporting the birth and growth
of innovative enterprises, locations around the world are developing
high tech [creative] sectors.

Some of the major urban centres in the world, such as the port cities
of Hong Kong, London, and New York, have long been dominating the
international economy and have been main factors in the globalization of
the world economy. This development has to a great extent built on al-
ready existing economic activities in trade and international finance —
upgrading and strengthening these by the strategic employment of in-
formation and technology.

Recently, they have all presented themselves as creative cities —
hence demonstrating a slide towards a more culture-based understanding
of creativity and creative industries. Different models have been adopted
in other cities throughout the world where technological development
have been strategically employed to adapt or revitalize old manufactur-
ing industries within the cities.

The initiatives that cities are developing and carrying out to engage
with the new economy are, in other words, as varied as the cities them-
selves. Hence, the notion of the creative city has also inspired cities to
re-invent themselves, often by raising architectural monuments as a way
to shape and demonstrate identity, competence and, not least, economic
power — this is true for European cities like Bilbao, Berlin, Paris, Lon-
don, and for New York, Beijing, Shanghai and Hong Kong in China and
perhaps most of all for cities and ‘new’ destinations like Abu Dhabi and
Dubai.
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A Discourse based on Notions of Cultural Diversity

Though it represents a challenge to cultural diversity, the globalization
of economy and trade have also created the conditions for a renewed
dialogue among cultures and civilizations based on human rights and re-
spect for their equal dignity. Hence, in parallel with the growing focus
on creativity and information-based industries as key investment areas
of the future, there has been a growing recognition of the potential and
importance of culture and, especially, of cultural diversity as a strategic
component of economic growth and competitiveness. The shift in the
definition of culture itself also reflects a heightened recognition of the
importance of cultural diversity as a key to leveraging competitive ad-
vantage.

The concept of ‘cultural diversity’ stipulates that plurality is the nec-
essary requirement for freedom and that in political terms such pluralism
is inseparable from a democratic society. It is in many ways as funda-
mental an expression of our time’s perception of humanity and civiliza-
tion as the concept of human rights. The very concept of cultural diver-
sity has, however, been the topic of much heated debate — especially in
relation to the economic aspects of culture with the discussion of the ex-
tent to which cultural goods and services are different in kind from other
goods and services (the cultural exception) being a focus of contention.
Differences of opinion have pinned the US against France and Canada,
and the regulatory authority of WTO against that of UNESCO and
WIPO.

The linkages to cultural rights on one hand, and trade issues on the
other, make cultural diversity a particularly difficult issue in terms of
cultural policy. As a resource for innovation and creativity cultural di-
versity is of course linked to the creative capital necessary for creative
industry development. The disagreements on definitions and terminol-
ogy, however, emphasize some of the complexities surrounding the con-
cept of the creative industries and their implications in different ideo-
logical and economic contexts and the various underlying discourses de-
scribed here. They also point to the inherent contradiction between mar-
ket interests of nation-states in creative industries as a factor that may,
quite against the intention, lead to the harmonization of the diversity
concept and the consequent marginalizing of cultural minority groups
(ibid.).
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A Discourse on Culture and Sustainable Development

Finally, the notion of culture as an inalienable component of sustainable
development focuses, on the one hand, on principles such as participa-
tion, aspiration, and diversity as the success criteria for any development
project while, on the other hand, it opens up the sphere of culture to the
economic transactions that are part of cultural industries. Creativity and
cultural industries have therefore also become a key concept in discus-
sions of sustainable development, especially in developing countries.

As part of the development agenda, examples of creative industries —
or cultural industries as is the preferred terminology in this context — are
most often seen as small-scale community-based industries such as cul-
tural tourism, crafts, music, and heritage preservation — in other words a
more narrow perception of culture and creativity than found in the pol-
icy debates of many industrialized countries.

Within this context, the business unit in the creative industries sector
is (in contrast to more traditional, larger scale industrial development)
typically quite small, often family businesses’, which means that the
product origination takes place in many, diverse units while the produc-
tion mostly is on a smaller scale. In this respect, the cultural industries
are particularly suited to contribute to community regeneration and cor-
respond well with the practice in more traditional societies.

Offering not only the possibility for income generation, the cultural
industries provide opportunities for employment that are easier to recon-
cile with family and community obligations. Cultural industries need
qualified and informed workers and stimulate the upgrading of such
skills and knowledge. The creative process in itself encourages partici-
pation, which spills into the community at large.

By recognizing the social impact of cultural industries not just as an
output attribute of the consumption of these goods and services but as an
end in itself, it becomes possible to link support for cultural industries to
strategies for social/community regeneration as a development goal.

4 Obviously, this is in particular true for the start-up phase of many Creative
Industries and more generally for the cultural industries and does not ap-
ply in the same way to the larger-scale Creative Industries in for example
the media and leisure sub-sectors.
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The Re-Evaluation of Creativity
in the New Economy

What we observe in the context of this new economy is the emergence
of distinctly different modalities and opportunities for work, increased
participation of the non-formal sector, new business models and forms
of capital — as well as the erosion of traditional organizational and social
patterns where many more people are self-employed and some are ex-
cluded. These changes, which also include new consumption patterns re-
lated to cultural goods and services, are in fact the effects of fundamen-
tal, structural changes in the international economy and the way we
work and live, comparable to the changes that followed the industrial
revolution.

Over the last decades, the distinction that existed between culture
and more traditional concepts of manufacturing industries is breaking
down. We are moving towards an understanding of culture and creativ-
ity that centres on the productive and innovative capacity of knowledge
and information — rather than a more traditional concept of culture as
linked to the classical or fine arts. In the new economy, creativity has
become an enterprise sector, which holds great potential for economic
growth, market expansion and profit generation. These trends are ob-
servable throughout the world in many different forms, altering the ex-
isting patterns of dependence and dominance, under-development, and
the regional inequalities determined by the relationship between the new
centres and peripheries in the international economy and trade. These
developments have, naturally, put a new emphasis on policy develop-
ment for creativity in recent years.

Yet in order to successfully promote creative industries as a sector of
the creative or knowledge-based economy, the context of a place as well
as the differences between the discourses described above and the indus-
tries they focus on must be considered carefully. There is a tendency to
overly simplify the kinds of characteristics that are important in general
to attract and nurture successful creative enterprises and to consider the
impact of the creative economy exclusively as an urban development is-
sue.

Smaller economies would therefore seem almost by definition to be
barred from participating in the creative economy. Nevertheless, because
the creative economy is not just a question about arts and culture-based
industry development but a much more comprehensive and fundamental
phenomenon of the global economy, smaller economies wherever they
be simply must relate to these new economic trends and formulate
strategies for survival and growth — or risk to be permanently left behind
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or excluded from the economic changes taking place, predominantly in
the more dynamic urban economies.

While the creative or information economy affects the global econ-
omy everywhere, the strategies for the promotion of the creative indus-
tries have largely sprung from urban areas where the ready availability
of a wide range of skills and human resources, more sophisticated tech-
nological infrastructure, and easy access to information and other re-
sources needed in the creative industries have allowed a minimum of
policy intervention, and investments to be directed either towards status
bearing and iconic projects, or towards business incubators and other
mechanisms aimed at strengthening the emergence of new business en-
terprises. Other aspects of the policy environment not directly aimed at
creative industries such as the deregulation or regulation of markets and
labour, or investment in infrastructure, have different impact and mean-
ing in different contexts determining the viability of creative industries
development in a particular locality or region.

Hence, the policy environment and investment strategies that allow
engagement with the creative economy depend on the resources, identity
and potential of a locality or region and are therefore not the same eve-
rywhere. A few examples: while it is true that access in a location to a
high quality workforce is certain to attract enterprises not all businesses
in the creative economy are dependent on highly qualified staff or attrac-
tive locations — as demonstrated by the call centres and back office ser-
vices. In India and in other places, these industries provide an excellent
opportunity to tie the benefits of the new economic growth to a wider
range of the population. Similarly, it is often stated that a very high per-
centage of people engaged in the creative industries are self-employed.
While this may be true for some places it is only true in certain contexts
— as indicated by the proliferation of multi-national companies such as
Time-Warner News Corporation (the world's largest media conglomer-
ate) and the Walt Disney Company, Vivendi, Microsoft, and large com-
panies like for example Nintendo, Lenovo, Acer, and Sony, that drive
the creative economy in many East-Asian cities and elsewhere.

Whereas large multi-national companies such as these are very prof-
itable and run their business much like any other industry, many activi-
ties especially in the cultural industries may appear to have only a lim-
ited commercial potential. Similarly, the large multinational creative en-
terprises would perhaps seem to have very little interest in cultural pol-
icy while other segments of the creative industries are much more di-
rectly dependent on policy support and investment. Traditionally, fund-
ing and programming in the cultural sector have been directed towards
projects, institutions, and large enterprises, all heavily dependant on
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public initiative and financing. The sustainability of the creative indus-
tries depends, however, on a different and more comprehensive model of
investments.

In fact, in many countries most of what could be considered creative
industries is part of the non-formal economy. Many of these enterprises
lack the capital needed to scale up their activities and operate as de-
mand-driven sustainable businesses. Major problems in this context in-
clude that the entrepreneurs in the creative industries seldom are able to
present a convincing business model, and that many of the professional
skills involved — e.g. choreography, dancing, drawing, editing, weaving,
doll-making — simply are not perceived as leading to profitable busi-
nesses. While this may be changing in some places under the influence
of success stories of one kind or another, many skills and professions re-
lated to the creative economy are not even recognized as business cate-
gories in legal terms.

Consequently, in many countries, small creative industries do not
have access to credit facilities or to the loans and investments that would
make their businesses more viable. By main-streaming and professional-
izing the non-formal sector and the traditional professions, it would be-
come possible to extend privileges and support mechanisms as they ap-
ply to other sectors of the economy, for example in terms of more gen-
eral recognition and access to financing that would allow the producers
to build-up the necessary stock to be able to trade in a different manner
and reduce their dependency on brokers, and in the process ensure a
sounder basis for business development and a more equitable reward.’

Creative industries, like any other industries, are only truly sustain-
able if they contribute to building the asset resource base. This they can
only do through the integrity and authenticity of their products. In the
long run, the creative industries depend upon the vitality and strength of
the culture sector and the investments in cultural capital (knowledge and
heritage) and so cultural policies are important for all segments of the
creative industries. The sustainability of the creative industries therefore
depends on the safeguarding of cultural capital and the development of

5 Singapore is currently implementing an integrated continuing education
and training system, the Singapore Workforce Skills Qualifications
(WQS) system, which aims to identify the need for specialized training
and accreditation needed to boost development of industries through the
systematic enhancement of workforce’s employability and competitive-
ness. The Creative Industries Workforce Skills Qualifications Framework
(CI WSQ) is a component of the continuing education and training activi-
ties programme that target skills development for the creative industries in
particular. See also Stober/Ooi in this volume.

298

‘Access - [{c) Emmmy


https://doi.org/10.14361/9783839409961-022
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by-nc-nd/4.0/

REFLECTIONS ON A GOVERNANCE MODEL FOR CREATIVE INDUSTRIES

the cultural asset resource base. Hence, comprehensive cultural asset
management is a prerequisite for sustained growth in the creative indus-
tries sector — and, in a wider perspective, for sustainable economic de-
velopment and vibrant community life. It is therefore necessary to main-
tain the principle that cultural assets are inter-generational capital and
that their viability may legitimately be sustained by public investment.

All of these factors and many others are part of the context that de-
termines the viability and investment needs of different creative indus-
tries. Policy decisions need to balance the requirements for the cultiva-
tion of a sense of identity with economic and other policy objectives.
These decisions depend on the context — the location, resources, values,
aspirations and identity of a particular location and community. For any
individual company or city, greater specificity is therefore needed.
Companies vary in their location requirements depending on what ex-
actly they are doing and their place in the chain from research to produc-
tion. Planners and policy makers need to understand such differences be-
tween companies as well as a region’s or city’s own resources and po-
tential in order to focus on realistic development possibilities and iden-
tify an appropriate and effective strategy.

Creativity and innovation feature in all creative industries but the in-
terventions needed to stimulate development and the overall goals may
also differ depending on the social context. Rural areas and not-so-
modern urban areas often display a differing set of values and aspira-
tions from the technology-rich urban centres, and the development of
creative industries as part of the economy will consequently take differ-
ent forms. As the creative economy gains momentum also outside the
urban mega-cities it is quite possible that we will see a diversification of
the values and norms that is typically associated with the creative econ-
omy.

Policies that Work

So what are the elements of a governance model for the creative econ-
omy? What are the goals and dreams for an aspiring creative city? What
are the implications for economic and social development in poor areas?
Concerns and priorities such as employment opportunities for all, eco-
nomic growth, and cultural vitality in a sustainable environment that in-
corporates history and culture with innovation and beauty — how are
these goals best achieved?

Most of the international experience on creative industries develop-
ment cites the need for innovation, flexibility and efficient cooperation
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with authorities as key thereby highlighting the difficulties associated
with the cross-sectoral character of creative industries development.
Most important of all, is the need to adapt a sufficiently wide policy
framework to accommodate the great variety of scenarios as demon-
strated in the policy models briefly referred to below.

Richard Florida’s prescription for creative cities — vibrant, aestheti-
cally appealing urban settings with workable transportation systems and
affordable neighbourhoods — is support for the Three Ts: talent, toler-
ance and technology as drivers of creative industry development Florida
2002, 2007). Florida’s Creativity Index model was later adapted by
Hong Kong to reflect different values and policy objectives by including
and emphasizing the importance of the cultural and social capital in
creative industries development in addition to the three drivers identified
by Florida.

As part of an analytical framework for cultural industry sector analy-
sis UNESCO has identified five drivers of culture-based creative enter-
prise development. The drivers are key agents of change in very differ-
ent kinds of environments and include: 1) social organization and values
(e.g. press freedom); 2) human resources development; 3) cultural asset
management (e.g. access to information); 4) technological development;
and 5) infrastructure and policy environment. The drivers are.

These policy models demonstrate governance models for creative
industries development. As the role of culture change, the need for ad-
ministrative change to accommodate the integration of cultural policy
and economic policy will become more and more important; any gov-
ernance model for creative industries will need to reflect this. In this
new context, the usefulness of cultural indicators will depend on the ex-
tent to which they allow policy makers to evaluate the environment
needed for cultural and creative industries to thrive.

Perspectives

Mostly, when we discuss creativity it represents something good and
positive — a complex package of cultural, social and, increasingly, eco-
nomic opportunities. But for many people around the world the rise of
the creative economy raises the spectre of new inequalities and social
indignities where creativity is reserved for the others, where work, if it
can be found, is not creative at all, and where the cities are ghettoes of
slum and poverty.

A gulf is opening up between the beneficiaries of this new economy
and the so-called creative class — urbanites who are articulate, speak
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English and other international languages, have access to continuing
education, understand the internet, are confident with the shorthand of
global branding and celebrity, — and the emerging non-creative under-
class.

The challenge for any governance model for the creative industries
is to recognize the more comprehensive administrative restructuring that
is part of this development, and ensure a governance model for creative
industries that is sufficiently complex to address these unintended results
associated with the creative economy as well.
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