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Date 2015. 11. 24(Tues.) - 26(Thurs.)
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Venue Theater 3 in Asia Culture Center(ACC)
Host Ministry of Culture, Sports and Tourism of Korea

Classification

Date/Time

		 Gwangju Metropolitan City

∙ Introducing Asia Culture Center(ACC)

Supervision Industry Liaison Office(Eurasia Institute)
			

∙ Opening Speech

in Chonnam National University (CNU)

H.E. YOON Janghyun
(Mayor, Gwangju Metropolitan City, Korea)

Sponsor Asia Culture Center(ACC)

∙ Congratulatory Address1

			 Asia-Europe Foundation (ASEF)
			 International Conference on Cultural Policy Research
			(ICCPR)
			 Korea Tourism Organization
			 Korea National Commission for UNESCO
			 Gwangju Convention & Visitors Bureau
			 Association of Asian Culture Studies

Content

2015
Asia Culture
Forum
Opening
Ceremony
and
Keynote
Speech

H.E. LIM Hyangsoon
(Chairperson, Presidential Committee for Hub
City of Asian Culture, Korea)
11. 24
(Tues.)
10:30 - 11:45

∙ Congratulatory Address 2
Ambassador ZHANG Yan
(Executive Director,
Asia-Europe Foundation(ASEF))
∙ Photo Session

Participants About 500 domestic and international personnel

∙ Introducing Asia Culture Forum(ACF)

Other Events Opening Ceremony of Asia Culture Center,

∙ Keynote speech

		

Welcoming reception, Culture tour,

‘Marseille and Sustainable City Development

		

Press conference etc.

through the MuCEM case’
Dr Jean-François Chougnet
(Director, MuCEM, France)

Luncheon

12:00 - 13:30

∙ Luncheon

8th ASEF Public Forum:

∙ Segment 2

Setting the stage Presentation of

13:30 - 13:45

The Capital of Culture model:

the 7th ASEM Culture Ministers’ Meeting
(2016, Gwangju, Korea)

a catalyst for the cultural development
in the city?

Mr KEUM Gi Hyung

< Moderator >

(Director, International Cultural Affairs Division,

- Ms HONG Kiwon
(Associate Professor, Graduate School of

Ministry of Culture, Sports and Tourism, Korea)

Cultural Policy and Industry, Sookmyung

CITIES: LIVING LABS FOR CULTURE?

Women’s University, Korea)

∙ Segment 1

14:30 - 15:20

how to make culture accessible to all?

Session #1:
8th ASEF
Public Forum
on Creative
Cities in
Asia and
Europe

< Moderator >
- Ms Anupama SEKHAR
(Director, Culture Department,
Asia-Europe Foundation)
< Panellists >
13:45 - 14:30

- Ms Catherine CULLEN
(Chair, Committee on Culture – United Cities and

Session #1:
8th ASEF
Public Forum
on Creative
Cities in
Asia and
Europe

Malta)
- Mr Yusaku IMAMURA
(Director, Tokyo Wonder Site, Japan)
< Discussant >
- Ms Hanna JEDRAS
(Chief Expert, Responsible for European Capital
of Culture 2016 Wroclaw, Ministry of Culture and
National Heritage, Poland)

Local Governments (UCLG))
< Discussants >

15:20 - 15:40

- Dr Dwinita LARASATI
(General Secretary, Bandung Creative City

Coffee break
∙ Segment 3

Forum and Representative of South East Asian

What role for cultural institutions

Creative City Network (SEACCN))

in shaping creative cities?

- Ms Yasmine OSTENDORF
(Author, Creative Responses to Sustainability
(Korea Guide))
- Ms KIM Yoonkyung
(Support Specialist, Google Cultural Institute)
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< Panellists >
- Dr Karsten XUEREB
(Executive Director, Valletta 2018 Foundation,

Culture and policymaking in the city:

15:40 - 16:30

< Moderator >
- Dr RYU Jaehan

(Chairperson of Executive Committee,
Asia Culture Forum, Korea)
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< Panellists >
- Mr Joe SIDEK

(Artistic Director, Georgetown Festival, Malaysia)
- Mr Mark DUNHILL
15:40 - 16:30

(Dean, School of Arts, Central Saint Martins
College of Arts, United Kingdom)

Opening
Ceremony of
Asia Culture
Center
Luncheon

11. 25
(Wed.)
10:30 - 12:30
12:40 - 14:00

(Former Chairman, Presidential Committee
for Hub City of Asian Culture, Korea)

(Director, Chester Beatty Library, Ireland)

∙ Presentation 1
∙ Segment 4

‘Enghien-les-Bains and creativity through

Cities: leadership and creativity incubators?

Media Arts’
- Dr Dominique Roland

< Moderator >
- Ms Susanna SEIDL-FOX

(Program Director – Culture and the Arts,
Salzburg Global Seminar, Austria)
16:30 - 17:30

< Panellists >
- Ms Arundhati GHOSH

(Director, India Foundation for the Arts)
- Ms Fionnuala CROKE

(Director, Chester Beatty Library, Ireland)
- Mr Phloeum PRIM

(Executive Director, Cambodian Living Arts)

17:30 - 17:40

08 2015 Asia Culture Forum

∙ Luncheon

- Dr JI Gongil

- Ms Fionnuala CROKE

Reception
Dinner

(ACC) and Tour

∙ Keynote speech

< Discussant >

Session #1:
8th ASEF
Public Forum
on Creative
Cities
in Asia and
Europe

∙ Opening Ceremony of Asia Culture Center

Summary and Concluding remarks

Session #2:
Creativity and
Sustainable
City
Development

(Director, Centre des arts & Bains Numériques,
France)
< Discussant >

14:30 - 15:55

- Dr KIM Kyuwon

(Researcher, Korean Culture and Tourism
Institute, Korea)
∙ Presentation 2
‘Sapporo and sustainable city development
with Citizen Creativity’
- Mr Manabu CHINO

(Director, Creative Cities Promotion Department
of Sapporo City, Japan)
< Discussant >

18:00 -

∙ Welcome banquet

- Dr HWANG Byungha

(Professor, Chosun University, Korea)
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15:55 - 16:15

Coffee break

∙ Presentation 3
‘Shanghai and creativity through
Lao Chang Fang case’
- Dr LI Xiande

(Professor, Shanghai Normal University, China)
< Discussant >
- Dr KIM Saejune

Session #2:
Creativity and
Sustainable
City
Development

(Professor, Sookmyung Women’s University,
Korea)

16:15 - 17:30

∙ Presentation 1

Session #3:
UNESCO
the Creative
Cities Network
-Round Table
Of Mayors

Seoul: H.E. PARK Wonsoon
∙ Presentation 2
Icheon: H.E. CHO Byeongdon

15:00 - 17:00

Gwangju: H.E. YOON Janghyun
∙ Presentation 5
Busan: H.E. SUH Byungsoo

Reception
Dinner

18:00 -

‘The social contract of artists in the era of creative

Regeneration through Culture and Arts’

< Discussant >
- Dr LEE Heungjae

(Professor, Chugye University for Arts, Korea)

∙ Chairperson
- Dr LEE Chul

(Chief, Noori Culture Foundation, Korea)

∙ Banquet
∙ Presentation 1

‘Yokohama and Creativity : Urban

(Advisor, Creative City Network of Japan)

Jeonju: H.E. KIM Seungsu
∙ Presentation 4

(Session 3 is
a closed-door
meeting)

∙ Presentation 4

- Dr Kunihiro Noda

∙ Presentation 3

industries. A Nordic perspective’

Session #4:
ICCPR 2016 Pre
– Conference
Issues of
11. 26
Creative
(Thurs.)
Industry
: Policy
09:30 - 12:00
Implications
from the Nordic
Countries and
Asia

- Dr Sigrid Røyseng

(Professor, Norwegian Business School, Norway)
∙ Presentation 2
‘Creative place-making and transnational cultural
policy in the Nordic countries’
- Dr Jenny Johannisson

(Professor, University of Borås, Sweden)

∙ Presentation 3
‘Approaches to the creative industries, comparing
countries in East Asia’
- Dr Nobuko Kawashima

(Professor, Doshisha University, Japan)
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∙ Debater 1

∙ Presentation 1

- Dr KIM Sehun

Session #4:
ICCPR 2016 Pre
– Conference
Issues of
11. 26
Creative
(Thurs.)
Industry
: Policy
09:30 - 12:00
Implications
from the Nordic
Countries and
Asia

(Officer, Department of Culture and Tourism,
Icheon)

∙ Debater 2
- Dr CHUNG Jongeun

∙ Presentation 2

(Research director, METAA, Korea)

Gwangju (UNESCO Creative City of Media Arts)
- Prof RYU Jaehan

∙ Debater 3

(Head, Gwangju Media Art Creative Citizen’s
Forum)

- Dr Ruth BERESON
(Professor and Dean (Academic), Arts, Education
and Law Group, Griffith University, Australia)

∙ Presentation 3
Jeonju (UNESCO Creative City of Gastronomy)

∙ Chairperson
- Dr Hong Kiwon
Korea)

12:30 - 14:00

- Mr OH Jaehoan

Korea)

(Professor, Sookmyung Women’s University,

Luncheon

Icheon (UNESCO Creative City of Crafts & Folk Art)

(Professor, Sookmyung Women’s University,

∙ Luncheon
∙ Keynote speech 1
‘Direction of Korean Creative Cities Network’
- Dr Kunihiro NODA

Session #5:
Conference on
the Direction
of Korean
Creative Cities
Network

- Mr CHUNG Seungwon

(Officer, Devision of Tourism Industry, Bureau of
Culture & Tourism & Sport, Jeonju)
14:00 - 18:30
∙ Presentation 4
Busan (UNESCO Creative City of Film)
- Dr YOON Jiyoung

(Research Fellow, Busan Development Institute)

(Advisor, Creative City Network of Japan)

Session #5:
Conference on
the Direction
of Korean
Creative Cities
Network

∙ Keynote speech 2
‘Significance and potential of the UNESCO Creative

14:00 - 18:30

Cities’
- Dr HAN Kyungkoo
(Dean, College of Liberal Studies, Seoul National
University, Korea)
∙ Speech
- Dr KIM Kwibae
(Director, Division of Culture & Communication,
Korean National Commission for UNESCO)
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∙ Presentation 5
Tongyeong
- Ms LEE Jeeyun

(Chairwoman, Tongyeong Committee for
Membership of UCCN)
∙ Presentation 6
Wonju
- Dr JEON Youngchul

(Professor, Sangji Youngseo College, Department
of Tourism and Business administration)
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Foreword
YOON Janghyun

2015
Asia
Culture
Forum

Session #2

Congratulatory
Remarks

Creativity and Sustainable City
Development

ZHANG Yan

Dominique Roland
Manabu Chino
Li Xiande
Kunihiro Noda

Keynote Speech
Jean-François Chougnet

Session #4
ICCPR 2016 Pre - Conference
Sigrid Røyseng
Jenny Johannisson
Nobuko Kawashima
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We are greatly pleased to open ‘2015 Asia Culture Forum’
at the Asia Culture Center(ACC) in the lovely season, autumn. On
behalf of 1.5 million Gwangju citizens, I welcome cultural experts,
art professionals and all distinguished guests from around the
world to visit Gwangju.
From this occasion, I sincerely thank officials from AsiaEurope Foundation(ASEF) for their cooperation on 2015 Asia
Culture Forum in conjunction with ‘the 8th ASEF Public Forum’.
As one of the largest international cultural fora, ‘Asia
Culture Forum’ will provide cultural discourse on the development
of competitive culture cities and identity of Asian culture through
mutual exchanges and cooperation with many countries. We believe
the 9th Asia Culture Forum to be a venue to seek for creativity and

17

sustainable urban development strategies between creative cities

Also, the 7th ASEM Culture Ministers’ Meeting will be

in Asia and Europe with following subject: ‘Culture, Technology,

held in 2016 in Gwangju. Gwangju Metropolitan City that has been

and Creativity: Sustainable City Development through Culture’

respected traditional taste, beauty, elegance and loyalty is matched
up with spirit of ASEM Culture Ministers’ Meeting as a venue. We

To achieve this subject, it is timely try to open this forum
in cooperation with the 8th ASEF Public forum and hopefully we

believe that this forum will support the success of ‘2016 ASEM
Culture Ministers Meeting’.

expect ‘Asia Culture Forum’ to be settled as certified public forum
of the ASEF through continuous exchange and cooperation.

I cordially wish ‘Asia Culture Forum’ to be developed to the
whole world through introducing and exchanging various cultures.

This forum is also a venue to celebrate the opening of

Again, I would like to thank to all who visited Gwangju, the city of

Asia Culture Center(ACC) that has been built for 10 years with

culture and art, and who put every effort for this successful forum.

difficulties. As a cultural platform, ACC will play important roles of

Thank you!

exchanging culture and art between Asian countries, blending and
re-creating cultural assets. In this sense, this forum is a valuable
place that establishes the role and status of the ACC and presents
the direction to go.

YOON Janghyun
(Mayor of Gwangju Metropolitan City, Korea)

18 2015 Asia Culture Forum
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On the occasion of the Opening Ceremony of the 2015 Asia
Culture Forum and the 8th ASEF Public Forum on Creative Cities
in Asia and Europe

Your Excellency KIM Jong-deok, Minister for Culture, Sports
and Tourism, Republic of Korea,
Your Excellency YOON Janghyun, Mayor of Gwangju
Metropolitan City,
Mr MIN Dong-seok, Secretary General, Korean National
Commission for UNESCO,
Mr Jean-Francois CHOUGNET, Director, Museum of European
and Mediterranean Civilisations,
Excellencies,
Distinguished participants,
On behalf of the Asia-Europe Foundation(ASEF), I have
the pleasure to join all of you in Gwangju for the start of important
deliberations on creative cities in Asia and Europe at the 2015 Asia

20 2015 Asia Culture Forum
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Culture Forum and the 8 th ASEF Public Forum. I must say, it’s an

of over 178,000 square metres of floor space dedicated exclusively

excellent choice to choose Gwangju, Korea as the venue for this event.

to the arts. Built with the beautiful “forest of light” concept, this

Gwangju Metropolitan City offers itself as the perfect backdrop for

Centre is, doubtlessly, a unique cultural landmark, not only in Korea,

both Forums, considering its innovative role as the Hub City of Asian

but in the world at large. It is my sincere hope that the Asia Culture

Culture, the home of the splendid new Asia Culture Center and as

Center will become a renowned platform for cultural exchange in

the newly-designated UNESCO City of Media Arts. This significant

Asia and beyond. It is our honour that the organisation of our ASEF

achievement is, indeed, a tribute to the pioneering cultural vision of

Public Forum coincides with the opening of this visionary Center, thus

the Korean Government.

making this an occasion twice as grand.

Therefore, I take this opportunity to warmly congratulate the

I also extend my heartiest felicitations to the 2015 Asia Culture

Ministry of CultureV Sports and Tourism of the Republic of Korea and

Forum and its supporting organisations including the Asia Culture

Gwangju Metropolitan City for this remarkable accomplishment, in

Center; the Eurasia Institute at Chonnam University; the Korean

particular for the new Asia Culture Center, where we are all privileged

National Commission for UNESCO; Korea Tourism Organisation;

to gather today. It is, indeed, very impressive to see a cultural facility

Gwangju Convention & Visitors Bureau; and, the Association of Asian
Culture Studies for promoting such a useful dialogue forum for
important players in the field of creative cities.

22 2015 Asia Culture Forum
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As we are all aware, cities, now home to over 50% of the

on creative urban change, has argued: “Cities are laboratories to

world’s population, are rapidly attracting international capital,

tackle difficult solutions. They have the critical mass to scale up new

tourists and talent. Why is this so? One of the principal reasons for

technologies.” In light of these crucial debates on the future of cities, it

this growing appeal is the new vision of cities as vibrant spaces for

becomes very important to exchange ideas and share good practices

experimentation, a process in which culture has come to occupy a

from across Asia and Europe.

central place.
It is in this context that the 8 th ASEF Public Forum is being
As a result, ‘creative cities’ and ‘capitals of culture’ are

organised this afternoon and a publication, Cities: Living Labs for

emerging across Asia and Europe. This trend is evidence of the

Culture? – Case Studies from Asia and Europe is also being launched,

rising significance of urban municipalities as dynamic new centres

with innovative examples from over 40 cities. It is our hope that the

of creativity. Cities are also evolving fast as epicentres for effective

discussions among our distinguished panellists today will provide

policymaking, as they are often able to act quickly and offer more

inspiration for collaboration among cultural professionals in Asia and

integrated responses. As Charles Landry, the well-known authority

Europe.

24 2015 Asia Culture Forum
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Distinguished participants,
I am delighted that Korea is to host the 7th ASEM Culture

In closing, I would like to register our thanks to the Ministry

Ministers’ Meeting, here at the Asia Culture Center in Gwangju in

of Culture, Sports and Tourism of the Republic of Korea; Gwangju

2016. This Ministerial Meeting will be an important event not only for

Metropolitan City; and the Asia Culture Forum for this successful

Korea but for all ASEM member countries, as it will take place against

partnership.

the backdrop of the 20th anniversary of the ASEM dialogue process as
well as the 11th ASEM Leaders’ Summit in Mongolia.

I wish you all very fruitful deliberations these coming days.

The topic of our forums - culture and the creative economy in
the cities of today – also reflects the ASEM cultural agenda. So, I am
happy to note that there will exist a meaningful connection between
our forum today and the ASEM Ministerial Meeting next year. The
outcomes of our deliberations at the forum will be shared with Culture
Ministers and, hence, contribute substantively to policy making

Ambassador ZHANG Yan

initiatives. So, I call upon all our participants to engage creatively with

Executive Director

the topics of discussion and produce innovative recommendations for

Asia-Europe Foundation(ASEF)

the Ministers.

26 2015 Asia Culture Forum
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Jean-François Chougnet, France

Keynote Speech
Jean-François Chougnet

28 2015 Asia Culture Forum

29

‘Marseille and Sustainable City
Development through
the MuCEM case’
Jean-François Chougnet, Director of MuCEM
(Musée des Civilisations de l’Europe et de la Méditerranée), Marseilles, France

Let’s try something: type ‘Marseille’ in French into a search
engine: the first thing you’ll see are adjectives such as “dangerous
city”, “dirty city”, or even references to the geographical diversity
of its inhabitants and pointing to a specific “community” (as we say
in English, but not in French), i.e. Algerians, Armenians, Italians,
EDUCATION
Historian graduated by the Université de Paris I Panthéon-Sorbonne
MBA (“Diplôme”) Sciences Po Paris, 1977
École Nationale d’Administration- ENA (Promotion 1981)

Tunisians, etc.

PROFESSIONAL EXPERIENCE
2014 to Present. Président. Musée des civilisations de l’Europe et de
la Méditerranée. (MuCEM), Marseilles
2011- 2014. Managing director. Marseille Provence 2013, European
Capital of Culture
2007- 2011. Museum director. Berardo Museum, Lisbon (Portugal)
2000- 2006. Managing Director. Parc de la Villette, Paris
Before 2000. Director of cultural affairs of the Regional Council Ile de
France (1998-2000). Co-Curator of the Biennale of São Paulo, Brazil
(1997). Réunion des musées nationaux (1990-1996). Musée national d’art
moderne/ Centre Georges Pompidou (1985-1987). French Ministry of
Culture (1981-1985 and 1989-1990)

than the notion of creativity.

There is rarely a mention of the word “sustainable”, any more

When the clichés are more positive (?), we sometimes read
that “the city was founded by the Greeks 2,600 years ago” and that
it is a “rebel” city.
However, in the past few years and in particular with the
realisation of the “Euroméditerranée” urban development project

Jean-François Chougnet, France

(launched twenty years ago in 1995 to redevelop the old port

European cities. The concept of heritage still remains to be fulfilled,

area) and its nomination as European Capital of Culture for

with buildings from the 20th century such as Le Corbusier’s Cité

2013, the city of Marseille began to prove its creativity and

Radieuse and the renovation of the Old Port by Fernand Pouillon

sustainability.

being the first examples.

To begin, let us have a brief look back at the complete
urban transformation that Marseille has seen since the begin-

The Euroméditerranée operations

ning of the 1990s. As a poor city that was centred on a port in

The Euroméditerranée project was launched at the initiative

decline, the city’s central neighbourhoods and its seafront area

of Robert Vigouroux, the Mayor of Marseille, and followed up by

were thoroughly renovated.

his successor, Jean-Claude Gaudin, and the French government.
A local planning and development authority was established in

From a cultural point of view, it has been said that

1995 and was heavily financed by the state (which contributed 50%

Marseille is “passionately geographical” (in the words of

of funding). In 2007, “Euroméditerranée 2” extended this area to

sociologist Jean Viard), rather than passionately historic. A

include another 170 hectares (420 acres), covering a total area of

lot of work has gone into showing Marseille’s past in a new

almost 1,200 acres.

light, but the image of Marseille continues to be haunted by
clichés: pastis, bouillabaisse, Marseille soap, the ferry-boat,

At the heart of Yves Lion’s project (conceptual design),

the Bonne Mère basilica, fisherman’s huts and the legend of

cultural and recreational facilities were planned that would be

the sardine that got stuck in the harbour (a humorous story

compatible with the ferry traffic: a national museum (MuCEM), Villa

about the famous Marseillan use of hyperbole). Marseille was

Méditerranée (a centre for encounters and exchanges), shops and

a city for trading, filled with warehouses, made for exchanges

services.

and transit. There was no central zone developed, as in other

32 2015 Asia Culture Forum
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The Euroméditerranée project (or projects) was born from the

the peripheral areas were forgotten about in terms of urban policy.

shared desire of local and national partners and concerns for the
future of Marseille. It was strongly hinged on Marseille’s application

This restoration policy was accompanied by a national and

for the title of European capital of culture, an initiative launched

local media campaign that highlighted the prestigious architectural

in 2007. For the association supporting the project, Marseille

projects that the area awaited. It is little wonder, as few French

deserved the title: “For several years, it has committed to a serious

cities can boast such a grand collection of fine buildings, designed

effort towards urban regeneration and economic development, but

by some of the greatest names in international architecture:

it is still a poor city. It needs support to continue this effort”, the project’s

Jean Nouvel, Zaha Hadid, Stephano Boeri, Rudy Ricciotti, Patrick

promoters declared. The project was accepted by the European Union in

Bouchain, etc. This “haute-culture” collection, as some analysts

September 2008.

have nicely worded it, is an excellent example of the high-speed
production of heritage monuments, where the city’s transformation

The success of the European Capital of Culture, which

is creating a brand new set of symbolic structures.

is undeniable when looking at the figures (11 million visitors,
significant growth in tourism and economic benefits, etc.) must not
cause us to neglect a certain number of substantive issues.

In terms of research on sustainable development, in 2011
Marseille prepared a sustainable development and planning project
(PADD) for the future local urban planning programme (PLU). In

One of the main criticisms, and one which is recurring, is the

this plan, we read, “Marseille’s urban planning is at a crossroads.

metaphor of the “Trojan horse”, with some implying culture is being

Similar to many other major agglomerations, it has long been

used to veil an attempt to bring the city and its residents up to a

based on extensive urban planning by taking over natural areas

certain norm. One of the weak points often criticised is the way

and farming land – it must now focus on intensifying the space

in which spatial inequality was handled. The grand projects, public

already occupied. Maintaining the quality of large, natural zones

spaces and emblematic urban operations took centre stage, while

(both land and sea) along with nature’s presence in the city are

34 2015 Asia Culture Forum
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part and parcel of this desire to renovate Marseille, and are without

scientific and political view of the plurality of civilisations in the

question one of the cornerstones. Compared to other major French

Mediterranean, from prehistory to today”.

and European cities, Marseille is quite densely populated in the old
city, and sparsely populated once we leave the city centre. It is both

Initially, the museum was to be a solution to the struggling

a trace of history and a parameter that determines its residential

museum for popular arts and traditions, which opened in the early

appeal. Nonetheless, the urban fabric and its buildings are not all

1970s in Paris, in the Bois de Boulogne west of the city. Michel

of equal quality, and the city therefore holds significant potential for

Colardelle had the idea of turning south at the end of the 1990s,

urban renewal and intensification.”

when the city’s transformation as part of the Euroméditerranée
project provided hope for financing that would in theory be more
easily obtained than in Paris. The scientific and cultural project

Case study of Mucem

began to be formed, while the architecture competition was

The acronym “Mucem” (which stands for Museum of

launched. “I imagined a vertical kasbah”. This was how its designer,

Civilisations of Europe and the Mediterranean, in French) has met

architect Rudy Ricciotti, in association with Roland Carta, described

with extraordinary success since its opening on June 7 2013 during

his proposal in February 2004, when the judges of the international

the European Capital of Culture year. Its name is a reference point

competition for the construction of the museum in the Port de la

and a symbol of the city, without necessarily conveying what the

Joliette selected his project over eight other candidates.

museum itself contains, or even that it is a museum at all. The
project’s genesis was, however, a slow and laborious one. The
same can be said for the esplanade on which it sits, the J4.

“The building’s composition is based on a square: a
parallelepiped measuring 72metres on one side, covering an
internal volume of 52metres that will hold exhibition and conference

The press pack that was created for the opening of Mucem

spaces”, Rudy Ricciotti explained. The “vertical kasbah” is covered

described the museum as “presenting a cultural, social and also

with a type of perforated mesh, like a piece of rock: “I wanted to
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give it an aspect that was both fragile and dense. Fragile, because

40,000m²:

the external wall is very fine. Dense, because the structure of
this wall takes on a skeletal aspect, likened to a tree structure

• J 4: 15,000m², including 3,700m² of exhibition spaces
(architects: Rudy Ricciotti and Roland Carta)

or a fishbone”. The two intertwined aspects are strengthened,
according to the architect, by the choice of material: 3cm high-

• Fort Saint-Jean: 15,000m², including 1,900m² of exhibition

performance fibre-reinforced concrete, in a matt, dusty shade.

spaces. The buildings were renovated under the direction

The new building would be located on the harbour’s edge, and to

of François Botton, historic monuments architect, with

access it visitors would walk across a footbridge from the Fort

Roland Carta. The garden was designed by APS landscape

Saint-Jean. Throughout the project’s development, it was decided

designers.

a second footbridge would be installed between the Fort Saint-

• Conservation and resources centre at la Belle de mai:

Jean and church of Saint-Laurent, mostly due to public safety. This

10,000m² including 7,000m² archive space (architect: Corinne

footbridge, stretching from the Fort’s peak to the roof of the new

Vezzoni).

building undoubtedly gave the historic monument a new horizon,
which Rudy Ricciotti aptly describes as the “metaphysical horizon of
the Mediterranean”.

The Court of Auditors estimated the total cost (including the
planning team) of the museum’s construction, the conservation and
resources centre and the restoration of the Fort Saint-Jean at 350

Ricciotti’s project, chosen by a jury, did not garner unanimous

million euros. This figure accounts for a number of related projects,

support. When the jury was deliberating, his project received only

and the building at J4 was estimated at 160 million euros, one of

11 votes out of 21, with competitor Zaha Hadid’s project being

the lowest costs per metre squared for museums built recently in

strongly supported.

France (Pompidou Metz, Louvre Lens, Musée des Confluences in
Lyon).

The three sites of the project come to a surface area of
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The new Mucem undeniably somewhat eclipsed, in the
collective imaginary, other impressive architectural creations
unveiled in 2013: the renovation of the Old Port by Michel Desvignes
and the Norman Foster architecture practice, a new site for FRAC
contemporary art designed by Kengo Kuma, and the renovation of
an abandoned industrial site, la Friche la Belle de Mai, by a group
of young architects, including Mathieu Poitevin.
Mucem, which has met with great success among the public
(5 million visitors in the two and a half years since it opened), carri
es, like a symbol, the metropolitan and Mediterranean ambition of
Marseille: metropolitan, because the city will be administratively
connected to its metropolitan hinterland (meaning 1 million
residents, on top of the 850,000 residents within the city itself), and
Mediterranean at least in name, as although the Mediterranean
is today more than ever at the heart of political concerns (Arab
Spring, the migrant and refugee crisis, etc.), the affirmation of a
common destiny where Marseille plays a key role remains for the
most part a utopian concept.
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Enghien-les-Bains and creativity
through the digital arts
Dominique Roland
Director of the CDA

Past history
Founded around 1850, Enghien-les-Bains has displayed
such capacity for driving creativity and growth in the region that it
must surely carry special properties in its DNA. Its primary resource
Dominique Roland is the director of the Centre des Arts (Cda) and

is the sulphur-rich springs whose healing waters established the

the artistic director of the International digital arts Biennial “Bains

thermal baths of Paris in 1820. Drawing in spa tourists and Parisians

Numériques” created in 2005 in Enghien-les-Bains in France. He is

just a train-ride away, this leisure attraction led to the opening, in

also the General Deputy Director of the Enghien-les-Bains Services
department “Digital Innovation & Development”. In 2005 he created

1910, of the town’s casino, on the banks of the lake. Then came the

the RAN (Digital Arts Network) which gathers 43 members at the

Roaring Twenties, brought to life here as it was elsewhere, at the

international level. He leads at the same time an author’s activity and

water’s edge, by nautical parades, carnivals, banquets, cabarets,

is an audiovisual director. His professional path and his artistic sensibility always carried him towards projects of cultural co-operation

games, races, open-air dance halls and balls, often concluding with

in particular in Africa, Cuba and South-East Asia. Since 2014 he is

a grand finale in the bright glow of footlights and fireworks. If the

the coordinator of the media arts cluster within the UNESCO Crea-

period lacked a star ambassador, it was soon discovered in the body

tive Cities Network which gathers eight cities (Enghien-les-Bains,
Gwangju, Sapporo, Dakar, Tel-Aviv, Linz and Lyon). He has been
decorated by the French Ministry of Culture as Knight of the French
Arts and Literature Order.

of Louise Bourgeois, aka Mistinguett, who burst onto the stage and
soon earned the title of the queen of the music hall in France and

Dominique Roland, France

worldwide. The casino, meanwhile, went from strength to strength to

The Centre des Arts

become France’s leading establishment of its kind.

Less than a century later, a multidisciplinary arts centre - the
Centre des Arts (CDA) - was erected on the site of the former Garnier

But before we go on, let’s stop a moment to get our bearings,

liqueurs distillery, at 12-16 Rue de la Libération. The programme

geographically speaking. Enghien-les-Bains is located just outside

for the inauguration held on 19 September 2002 set the tone of the

of Paris, about 10 miles north of the Champs Elysées, and more

centre, which stands at the juncture of art, science and technology:

precisely in Val d’Oise, a department that today is home to one of

a presentation of Nirvana, a visual 3D installation by Mariko Mori

Europe’s busiest airport, Roissy Charles de Gaulle, and remarkable

and Kanji Murakami (which won a honorary mention at the Venice

cultural heritage sites, including the National Renaissance Museum.

Biennale in 1997); three exhibitions (by Laurent Mignoneau and
Christa Sommerer, Rauschenberg and Carlos Saura), and an electro-

After water, the second resource of Enghien and its region

tango concert by Gotan Project. The inaugural theme related to the

is that inspired by enlightenment. This source is first philosophical

artistic vocation of the place, a reference to Edgar Morin, and its

in nature, when Jean-Jacques Rousseau wrote, just a stone’s throw

relation to science and imaginary knowledge.

from the lake, Of the Social Contract . Next it is the source of painters
such as Pissarro, Utrillo and even Van Gogh in Auvers sur Oise. Lastly,

As digital technology emerged on the media landscape,

at the dawn of the 20th century, this source was inspired by another

the CDA set about defining its editorial policy and has built up an

art and the cinematographic eye of Léon Gaumont who developed a

impressive catalogue of 45 45 publications to date, inspired by its

three-colour process and filmed the first coloured motion images in

exhibitions. The policy stemmed from the need to discuss emerging

the world in 1912 on the lake of Enghien.

aesthetic approaches and new critical thought on issues such as
the hybridisation of art, technology, science and digital media. The
exhibitions shown are principally monographic and call on the CDA to
produce special installations.
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This was immediately followed by a policy of organising

urban society in transition. The whole town became a stage, occupied

creative residences and disseminating artworks in the field of the

by various installations, live spectacles involving the visual arts and

performance arts. The CDA staged the very first choreographic

electronic music (VJing, architectural mapping) and choreography

pieces putting the digital body on show. We discovered, through

in multiple forms. Nearly a century after the Roaring Twenties, the

experimentation notably involving generative systems in real time,

Lake of Enghien reclaimed its former glory, but in a new form, by

a new language: augmented bodies (visual, audio and touch-based

accommodating a 400-sq.m. floating stage on its waters, designed

interactions); real and virtual bodies sharing the space (holograms

for hosting electronic music concerts and monumental visual

and projections); remote presence (telepresence systems and

installations drawing in between 8,000 and 15,000 spectators.

interactions between two locations in real time) and mechanical
bodies (robotic dancers and performers).

For each of the subsequent seven editions, the festival has
adopted and perfected different scenic treatments. For instance, on
the occasion of the most recent Biennial, in 2014, a zeppelin danced in

The International Digital Arts Biennial

the air in synch with an electro music concert performed 300 metres

In 2005, in response to the impact of new digital practices that

below on the floating stage.

were fostering more and more interaction between spectators and
installations, the CDA organised the first International Digital Arts

At each festival, live events and performances are put on

Biennial: Bains Numériques. Its first initiative was to strip an arts

across the town, in its parks, gardens, schools and other public

festival of its traditional cultural venues (museums, theatres, etc.)

venues, even occupying Enghien train station and its footbridge. At

and transform the town into an open-air laboratory.

Place de Verdun, people still talk about the six giant screens showing
a sequence of scenes from Peter Greenaway movies. The festival is

Digital creativity embodied by such a kaleidoscopic array of

also an opportunity to interconnect Enghien-les-Bains with other

art forms, the public space seemed the best setting to represent an

locations via telepresence technology through artistic performances
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augmented with the participation of local residents.

The DAN: the Digital Art Network
It was these initiatives that inspired the Digital Art Network,

The first window was opened in 2005 at Enghien’s market

founded in 2007. A cross-disciplinary platform, the DAN is now made

looking into the city of Osaka in Japan. Through a 3D tunnel linking up

up of over 35 partners, from research labs and universities to experts

the two locations in real time, spectators could observe fishmongers

and technologists in various fields. The international collaborative

preparing their produce, honouring the local traditions in their

network is a veritable ecosystem representing art, science,

respective countries. A second, much bigger, telepresence window

technology and digital media. The activities of the network are diverse

was erected at the 2010 Biennial dedicated to South Korea. The

and many: 1. Creating an intelligence tool shared internationally to

subject was an interactive banquet between Seoul and Enghien

monitor emerging art; 2. Co-producing and co-distributing digital

whereby two restaurants and their guests were linked through

artworks across the network by promoting mobility for artists and

culinary performances by two chefs, displaying French and Korean

their works (notably through the European MADE project: Mobility for

cooking styles on each side. The banquet was inaugurated by a

Digital Arts in Europe); 3. Running a programme of cross-disciplinary

shaman in South Korea and simultaneously by musicians (Bee Bing)

residences involving artistic teams of different nationalities; 4.

in France. French and Korean dancers interacted on either side of

Showcasing winning projects (promoting and communicating

the window. The experiment aroused empathy in the audience, as

about works internationally), and lastly 5. Publishing and producing

seen through the mutual fascination engendered by this real-time

collaborative audiovisual installations.

intercultural dialogue.
“To fear the digital society is to ignore it by encouraging the absence

Conclusion

of critical thought on the contemporary world.”

In our contemporary world, digital cultures are a powerful

				

symbol of the representativeness of society and can be described
as the point where new practices, uses and technologies converge.
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This paradigm, in the wake of the rampant transformation of today’s
society, is confronted by the growing hybridisation of creative
expression and digital innovation, fostering the breaking down of
barriers between sectors within a multi-disciplinary process. Our era
is marked by new relations between perceptions of space and time,
directly impacted by technology. This position constantly invites us to
develop binary relationship with the immediate physical world and the
place or person with whom we are connected. This growing porosity
now has an impact on a multitude of areas. From this perspective,
technology is thus a set of techniques that introduce transformations
in our perceptions and relations with the world. Essentially, digital
cultures invite us to think about the model of life we wish to conceive
by changing several paradigms. Of these changes, one is organically
connected with the development of cities and fast-growing urban
areas. The creation of a regional ecosystem is today founded on
the implementation of a digital cultural policy, which is defined as
a support for reinventing social relations. Accordingly, Enghien’s
digital ecosystem seeks to create a synergy and galvanise the town’s
public services around five key area: creation and innovation; urban
development; tourism; economic and sustainable growth, and
education and training. These efforts prompted Enghien to sign up in
2013 to UNESCO’s Creative Cities Network.
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Sapporo and Sustainable City
Development with Citizen’s Creativity
Manabu Chino
Director, Creative Cities Promotion Department
Mayor’s Policy Planning Office, City of Sapporo, Japan

City Outline
Sapporo is the capital city of Japan’s northernmost island
Hokkaido. Despite having only 150 years of history, its population of
1.94 million makes it the fifth largest city in Japan. In 1972, Sapporo
hosted Asia’s first Winter Olympic Games and acquired worldwide reputation for its natural assets, especially its snow. Sapporo
is affiliated with 5 sister cities across the globe, including Munich
(Germany), who hosted the Summer Olympic Games in the same year
Sapporo hosted the Winter games. The City of Daejeon (Korea) is our
Graduated from the Faculty of Law, Chuo University in 1991. After
working for the Hokkaido Takushoku Bank, he joined the City of Sapporo in 1993. He has been serving as the Director of Creative Cities

newest sister city.
Sapporo is one of the snowiest cities in the world. The average

Promotion Department since 2015. Mr. Chino previously served as

snowfall during the winter season reaches 6meters. On the one hand,

Manager of Secretarial Section in Secretarial Department, Mayor

snow has been thought of as an enormous social problem for the

Policy Planning Office(2009-2011), Manager of Community Promotion
Section(Citizen Affairs Department, Nishi Ward office) (2012-2013),
Manager of Creative Cities Promotion Section(2014).

development of the city. A municipal budget of over 15billion yen (nearly
100million USD) is spent for snow removal every year. On the other

Manabu Chino, Japan

Furthermore, there is a strong correlation between the

hand, Sapporo is a city blessed by snow. Our creativity has turned
it into a great tourist resource. The Sapporo Snow Festival, which

productive-age population and the real gross regional product in

started as a small project of local high school students exhibiting six

Sapporo. Our real gross regional product has decreased since fiscal

snow sculptures in 1950, now attracts more than 2million vistors

year 2005, when the productive-age population began its downward

from around the world annually. The festival is the symbol of a unique

turn.

environment where urban life evolves in harmony with nature.

In the midst of these circumstances, the city office seeks to
improve income level of its residents by creating industries with high

Why did Sapporo aim to become a more creative city in the

added value. We aim to realize a sustainable city where high value is

context of sustainable city development? The reason lies mainly in the

constantly created by new industry, a city which attracts investment

social and economic conditions surrounding the city. Like almost all

and human resources, such as the creative class, from all over

cities in Japan, we have expected, and to an extent are experiencing,

the world. Sapporo has striven steadily to be more creative, and to

depopulation and the onset of a super-aged society. The phenomena

improve our city brand.

have started to affect our lives in various ways and change the shape
of urban life. We must better respond to the declining birth rate as
well as the aging and shrinking population.

Creative Initiatives

The population of Sapporo is expected to take a downward

Sapporo started its initiatives centered around creativity with

turn after peaking around 2015. It is estimated that one third of its

its “Creative City Sapporo Declaration” in March 2006. It expresses

residents will be senior (over 64 years old) in 2025. However, the

our commitment to generating new industry and culture through

productive-age population from 15 to 64 years old, which supports

interaction with other cities, and to taking full advantage of the

Sapporo’s economy, had already begun to decrease when our

creative potential of every citizen.

creative initiative started in 2006 and is estimated to decrease
further according to the latest analysis.
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We have 3 keywords for achieving sustainable development via
creative initiatives in Sapporo:

57

Manabu Chino, Japan

1. Citizen’s creativity
		Creative industry and creative ways of living enable

attempt to fuse snow and light. Five beams of light were erected into
the snowy sky to form the shape of a five-point star.

acceptance of diverse cultures as well as novel concepts,
products, and activities.
2.Active interaction with other cities
	 Cross-cultural interaction brings vitality and new energy to
the city.
	

The city itself is a medium for introducing its own attractiveness.
Sapporo has 2,725 parks. “Sapporo Art Park” is located in the
southern nature district of the city. Visitors can enjoy various
sculptures, for example, those by the artist Dani Karavan of Israel.

3. Strong city brand and civic pride

Situated at the center of Sapporo and dividing the northern and

 A city brand is an effective tool for attracting tourists and

southern area of the city , the 1.5km long Odori park is an ideal space

new citizens.

for urban festivities. A colorful variety of events are held throughout
the year. In the same way that the Sapporo Snow festival signals the
winter season’s peak, summer starts with the YOSAKOI Soran

Citizen’s Creativity

festival. Around 270 teams from all over Japan take part in this dance

As stated above, snow is the origin of the creativity of Sapporo

festival, drawing 1.9million spectators in total. Odori Park features

citizens. The “Sapporo Snow Festival” began 65 years ago as an

the “Black Slide Mantra”, a slide created by the world famous

attempt by students to make creative use of snow, which they

Japanese sculptor Isamu NOGUCHI, as well as numerous other

interpreted as a blessing of the northern territory. In recent years, the

statues and monuments. Sapporo has another of Noguchi’s legacy:

event has added allure through efforts utilizing media arts, such as

“Moerenuma Park”. Driven by Noguchi’s dynamic concept, an old

projection mapping on large snow sculptures and shows featuring a

waste disposal site in the east district was turned into an art park.

fusion of opera and puppet theatre.

The entire park of 188.8 ha was designed as a single sculpture.

In February 2015, the “SAPPORO YUKITERRACE 2015”
project illuminated the night sky using Media Arts technologies that
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“Pacific Music Festival” (PMF) is an international educational

field of contents. Within the Sapporo Special Content Zone, we aim to

program for young promising classical musicians. It was founded by

establish Sapporo as a hub for the video content industry in Asia. We

the composer and conductor Leonard Bernstein, one of the greatest

are promoting international collaborations on video content and

musicians of the 20th century. The festival is held mainly in open air

international business talks.

stages in Sapporo Art Park and in the Concert Hall “Kitara”. The

“Sapporo Short Fest” is an annual international film festival

latter’s world famous sound equipment and concrete sound mirrors

held in autumn for approximately one week. We celebrated its 10th

hanging from the ceiling of the hall create soft yet deep acoustics.

anniversary in October 2015. The festival has a “Market” section

More than 3,000 students have graduated from the PMF Academy

which focuses on the sale of films recognized as pioneering examples

and have gone on to succeed as members of famous orchestras.

of its kind in Japan.

Our jazz festival, “Sapporo City Jazz”, was inaugurated in the

Inter-cross Creative Center(ICC) was established in April 2001

summer of 2007. During this event, a temporary two-story tent

as a business incubation facility to foster and support creators using

structure is set up in Odori Park. People can enjoy various programs

digital content such as images and music. Since April 2013, ICC has

of music and imagery projected inside of the white tent, as well as

helped creators and companies find new business opportunities

local food.

by providing a space for research and development, as well as
workshops, marketing support, coordination services and other

The city serves as the foundation for the creative economy of

forms of intangible assistance.

the next-generation. “Sapporo Style”, the Sapporo city brand, aims to

As the principle facility in Sapporo Techno Park, the Sapporo

boost the competitiveness of local enterprises. Each certified product

Electronics Center(SEC) provides various kinds of support to

expresses Sapporo’s distinctiveness through its design. People can

promote the IT industry. In 2014, SEC improved its facilities as a

buy the products in official shops and online.

foothold for R&D in order to further attract food and biotechnology

Sapporo was designated by the Japanese government as

companies to Hokkaido, in addition to IT companies.

Japan’s first Comprehensive Special Zone for local revitalization in the
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The accomplishments above were officially recognized by the
Japanese government in January 2009. The City of Sapporo received
the Commissioner for Cultural Affairs Award, with the three following
points praised.
The first is cultural assets, that is, the large-scale cultural
and artistic facilities such as Sapporo Art Park and Sapporo Concert
Hall “Kitara”. Many cultural events are hosted at these facilities. Many
other local public spaces were also appreciated.
The second is industrial assets, mainly the Inter-cross

1. Set up an environment that stimulates and supports the
participation of civil society in policy making.
2. Make effective use of the city center underground network
as a venue for Media Arts.
3. Hold the “Sapporo International Art Festival” as a symbolic
event and organize the “Creative City Award”.
4. Improve innovative creative activities at symbolic facilities
such as Moerenuma Park.
5. Join the UNESCO Creative Cities Network.

Creative Center (ICC) which supports creators in the digital contents
industry.
The third is our human resources. Sapporo City University
has a faculty of Design, and through its education and research we
have been promoting art and culture oriented human resource
development.

At present we have some examples of our commitment to
these tasks. Based on the second proposal, we have developed
facilities for creative activities, especially in the city center.
In March 2011, an Underground Walkway 520 meters long
and 20 meters wide was built connecting two central stations,
Sapporo JR station and Odori subway station. In the middle of this
promenade, we have a square dedicated to CGM (consumer/citizen

Five Tasks under a New Initiative

generated media), Digital Sign-age. Everyone can participate in

In March 2009, we presented a new initiative, which was

producing and sharing their content. It serves as a forum for

originally proposed by the Creative City Sapporo Promotion

everyone including local residents, professional creators, local

Conference. Under this initiative, we decided to achieve the following

industrial leaders, the local government, and educational institutions.

5 tasks in order to reach our goals:
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Soseigawa River Park was constructed in 2011 to improve

63

Manabu Chino, Japan

access between the east and west districts of the city, as well as

membership as a City of Media Arts in November 2013, recognized for

connect the downtown areas by facilitating the flow of people.

our promotion of creative industries and efforts to use the city itself

The Sapporo Odori 500m Underground Walkway gallery
opened in November 2011 as a permanent space where residents can
enjoy as well as display artwork.

as a medium for introducing the charms of Sapporo.
The city of Enghien-les-bains and Sapporo were both
designated as a city of Media Arts in 2013. We have enjoyed a fruitful

In July 2014, Sapporo Kita 3-jo Plaza opened in front of the

partnership over these 2 years. In June 2014, the former mayor of

“Red Brick” building, also known as the Former Hokkaido

Sapporo was invited to the Digital Arts Biennial “Bains numériques”,

Government office, a historical heritage site of Hokkaido island. We

in Enghien-les-bains. In return, we invited the mayor of Enghien-les-

created an artwork made of flowers titled the “Sapporo Flower

bains in February 2015 to the Sapporo Snow Festival. In addition, the

Carpet” in August 2014 for the plaza’s inauguration. A great network

two cities have exchanged personnel between Sapporo Inter-cross

of facilities is being formed that supports a continuum of urban

Creative Center and the art center Cda in Enghien and welcomed the

cultural activities.

first economic mission of Val d’Oise.

The Creative Cities Network Japan was founded in January

For the purpose of highlighting the creativity of Sapporo, the

2013 with the purpose of promoting and developing creative cities

first Sapporo International Art Festival (SIAF) was held over a period

in Japan, and to serve as a platform to promote interactions

of 72 days from July 19 to September 28 in 2014. Sapporo invited

and exchanges among creative cities. Sapporo joined the network

Ryuichi SAKAMOTO, an internationally famous artist, as the festival’s

as a promoter and utilizes it for exchanges and collaborations with

Guest Director. Anchored around the theme of “City and Nature”, we

member cities. Sapporo is recognized as a “Creative City” nationwide.

pursued a brand-new art festival which asks its visitors to consider
the question of how the city and nature could coexist harmoniously.

As a means for progressing to the next step, we aimed to join

Through the power of Art, we were able to see our history, culture,

the UNESCO Creative Cities Network. Sapporo was granted

climate, economy and lifestyle from different points of view.
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The program was composed of exhibitions, performing arts and

Future of the Media Arts City Sapporo

other hands-on projects. They were held not only in art museums but

Using the UNESCO Creative Cities Network through which

also in public spaces such as the Sapporo Ekimae-dori Underground

we are recognized as a city of media arts, we will convey Sapporo’s

Walkway and various parks, showcasing the concept of “the whole

unique charms such as its creative cultural and artistic activities, rich

city becomes a medium”. Approximately 478,000 visitors, exceeding

food culture, and coexistence with the natural environment.

our goal of 300,000 attended the festival. Our first international

In conclusion, we declare that our sustainable city development

contemporary art festival finished successfully. The festival will be

will continue for the happiness of our children who will shape the

held every 3 years.

bright future of Sapporo. We are steadily striving to create new values

Under the creative city initiatives, we are now launching
another event which will be symbolic of our status as a city of Media

and attractions as a world-leading city named a “UNESCO City of
Media Arts”.

Arts. MIX Sapporo will be inaugurated in 2017. We will organize a
pre-event in October 2016. This is a large-scale media mix project,
conducted in collaboration with the public sector, cultural
professionals, creators, artists, entrepreneurs, academia and civil
society. We’re preparing to upgrade the International short film
festival, introduce cutting-edge ICT (information communication
technology) conferences and workshops and live performances with
integrated digital sound technology etc. MIX Sapporo’s mission is to
promote creative city initiatives, to revitalize creative industries, and
to foster the creativity of our citizens.
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Links for Reference
City of Sapporo
http://www4.city.sapporo.jp/global/english/
Welcome to Sapporo
(The website introduces a wide range of touristic information including events
and sites referred to above)
http://www.welcome.city.sapporo.jp/?lang=en
Sapporo International Art Festival (SIAF)
http://www.sapporo-internationalartfestival.jp/2014/en/
Creative Cities Network Japan (UCCN)
http://ccn-j.net/english/
UNESCO Creative Cities Network (UCCN)
https://en.unesco.org/creative-cities/
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Shanghai and Creativity through
Lao Chang Fang Case
Li Xiande

Department of Geography, Shanghai Normal University, Shanghai, China

Abstract: Shanghai has been transited from industrial
economy to service economy, and its spatial structure which used to
be monocentric has been polycentric.
Its industrial area also experienced the process of
suburbanization. The industrial heritages left in the central city
provide space for the development of creative industry. Creative
industry proportion account for Shanghai’s total GDP increased from
6% to 12% during 2005 and 2014. Lao Chang Fang is one of 87 creative
industry cluster area in Shanghai. The Lao Chang Fang which used
Li Xiande (1984 -) graduated from East China Normal University in 2012,
received a doctorate in human geography. He is a lecturer in the Geography Department of Shanghai Normal University. His research field

to be a slaughterhouse is now a commercial oriented consumer
space which has spatial positive externalities for the development of

is urban geography and urban economics. He was a visiting scholar of

“Shanghai Music Valley”. But Lao Chang Fang is facing homogeneous

Aichi University, Japan from December 2004 to February 2015. He has

competition and burden of rising rents. The re-development of

published 1 book and 11 papers in academic journals. He is a lead researcher of “The structure and evolution mechanism of the Yangtze River
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Lao Chang Fang is process of urban regeneration 1 (gentrification
process), rather than the process of innovation and creation which are
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much more important for the creativity and sustainability of Shanghai

the research background and framework. Section 2 introduces the

city. In order to build a real creative city, Shanghai needs to integrate

transition of Shanghai’s urban function and spatial structure. The

innovation ability and culture creativity in the development of creative

third section generalizes the rise of Shanghai’s creative industry. The

design industry, focus on maker oriented creative space rather than

fourth section analyzes the re-development of Lao Chang Fang. The

consumer oriented creative space and adopt “space for talents”

fifth section is the conclusion and discussion which summarizes this

rather than “space for rents” policy.

study.

Keywords: creative industry; creativity; re-development; Lao
Chang Fang; Shanghai
2. The transition of Shanghai’s urban function and spatial
	
structure
1. Introduction
Since the reform and opening up, Shanghai which is the

2.1 Transition from industrial economy to service economy

biggest economic central city in China also has gradually linked the

After the founding of new China, Shanghai was shifted from

world city network again. Its urban function orientation has changed

an international financial center into the largest industrial base.

a lot (Ning, Liu,2006). The rise of creative industry and its spatial

Shanghai’s tertiary industry had shrunk (Ning, Liu, 2006).

and economic effect on Shanghai city has got attention from local

In 1990s, Shanghai started to its new policy agenda. Shanghai

government and scholars. Previous studies mainly concentrated on

set up the “Four Centers Initiative”. In this initiative, Shanghai’s

the spatial distribution of creative industry cluster areas (Chu,2010).

development goal is international economic center, international

By contrast, this study tries to analyze the sustainability of the creative

financial center, international trade center and international shipping

industry, and discuss the pathway to improve the innovation ability

center. order to achieve this goal, Shanghai municipal government

and creativity of Shanghai through a case study of Lao Chang Fang.

issued a series of policies focused on the development of the tertiary

This research is divided into five sections. Section 1 explains

industry. Since then, Shanghai’s tertiary industry has got rapid growth
(Fig.1).
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In 1999, the proportion of tertiary industry in Shanghai’s GDP

other was location of TNCs’ headquarters. So global city realized

surpassed the secondary industry first time. And the proportion of

management function of world economic system. Based on Friedman

primary industry, secondary industry and tertiary industry was 0.6,

and Sassen’s theory, Taylor(2004) and its GaWC research group

7.2, 62.2 respectively in 2013(Fig.1). Shanghai’s industrial structure

rank the world city network connectivity based on the network

has been shifted from manufacture economy to service economy.

of international advanced producer service firms. Shanghai had
improved its position in the world cities network. In 2000 and 2012,

100.0

the rank of Shanghai was 31, 6 respectively (Tab.1). Shanghai is now a

90.0
80.0
70.0

62.2

powerful global city.

60.0
50.0

Tab.1 World city network connectivity ranking of main Chinese Cities

40.0
30.0

Cities

2000

2004

2008

2010

2012

10.0

Shanghai

31

23

9

7

6

0.0

Beijing

36

22

10

12

8

Guangzhou

109

98

73

67

50

Shenzhen

200

179

102

106

120

Tianjin

-

-

205

188

162

Chengdu

-

-

179

252

188

Qingdao

-

-

-

267

193

Hangzhou

-

-

-

262

211

20.0

1978
1979
1980
1981
1982
1983
1984
1985
1986
1987
1988
1989
1990
1991
1992
1993
1994
1995
1996
1997
1998
1999
2000
2001
2002
2003
2004
2005
2006
2007
2008
2009
2010
2011
2012
2013

37.2

primary industry proportion

secondary industry proportion

tertiary-industry

Fig.1 Industrial structure of Shanghai (1978-2013)

Friedman, Wolf (1982) put forward “world city” hypothesis
based on regional development core - edge theory. They argued
that “World City” was the command and control center of the global

Nanjing

-

-

215

245

220

Chongqing

-

-

-

-

222

economy. Sassen (1991)advanced the concept namely “Global City”.

Dalian

-

-

218

275

237

She thought global city gathered high-end producer services,

Xiamen

-

-

-

-

249

contained two core functions, one was the financial center, the

Wuhan

-

-

-

-

273

Xi’an

-

-

-

-

293

Source : GaWC research group
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	2.2 Transition from monocentric spatial structure to
polycentric CBD system
Since 1990, Shanghai downtown has undergone extensive
industry adjustment in order to be global city. Manufacturing industry
has become increasingly spread to urban edge. Downtown gradually
formed the service economy structure, thus promoting concentration
and diffusion of producer services more heterogeneously. We take the
street as basic spatial analysis unit, referring to spatial distribution,
rent level and other variables of advanced office building, then use
Mapinfo software to simulate real state of spatial agglomeration. We
find that there are six central producer services agglomeration areas

Line

namely Lujiazui-Zhuyuan, Bund- People’s Square Ring, West Nanjing

One

Road, Huaihai Zhong Road, Xujiahui and Hongqiao International Trade

the elevated inner
ring road

Center. This polycentric development pattern was shown in Fig. 2(Li,

4

Ma, 2011).

2
1

3
6

1Line Two

5
legend

Center producer services agglomeration areas

1. Lujiazui-Zhuyuan

2. Bund-People’s Square Ring

3. Huaihai Zhong Road

4. West Nanjing Road

5. Xujiahui

6. Hong Qiao International Trade Center
0

2.5

5
km

Fig.2 Polycentric CBD system of Shanghai
Source: Li, Ma(2011)
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We found Shanghai gradually changed original core - edge
pattern, and formed a more balanced and vibrant multicenter CBD
system(Fig.3), promoting a strong motive force for building an
emerging global city.
office center
administrative center
trade center
CBD

advanced
producer
services
center

office center
financial center
Real Estate

CBD

Sub.CBD

Revenue (ten million Yuan)

financial
center

CBD

-,389898 - 2,571850
2,571851 - 10.506153
0 4.5 9

Retail Center
Ⅰ single center

Retail Center
Ⅱ function diversity

Retail Center

18

27

36

kilometers

10,506154 - 25,869830
25,869831 - 112,450480

Fig.4 All industrial activity unit of Shanghai in 2013

Ⅲ polycentric CBDs

Fig.3 Formation process of Shanghai CBD system
Source: Li, Ma(2011)

We carry out the geo-coding of all primary industrial,
secondary industrial and tertiary industrial activity unit data in
2013(Fig.4) then do the analysis of Kernel density estimation based
on all industrial activity unit’s revenue in 2013(Fig.5). We find that the
downtown areas in Shanghai still have huge attractiveness. So the
urban regeneration of the central city has become a hot spot.
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Kernel density
0-2,417,833,75

4,835,667,501 - 7,253,501,25

2,417,833,751 - 4,835,667,5

7,253,501,251 - 9,671,335

Fig.5 Kernel density estimation based on all industrial
activity unit’s revenue in 2013
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	2.3 Transition from “agglomeration of manufacturing
industry in downtown” to “suburbanization of
manufacturing”
Comparison of Shanghai industrial area distribution

1940

in 1930s(Fig.6), 1940s(Fig.7) and 1980s(Fig.8), we can identify
the common features of location of industrial is that industry
agglomerated along Suzhou River and Huangpu River in the down
town area in order to use the advantages of water resources and
water transport.
Employees number of factories
8,000
4,000
800
1937 War destructions
Partially burn out
Burn out
Police districts in the International
Settlement (1937-1945)
French Concession
Railway
Street

Industrial areas in 1930s

Fig.7 Industrial factories in 1940s
Source: Christian., Isabelle, 2012

Fig.6 Industrial areas in 1930s
Source: Zhang, 1932
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Since 1990, central city of Shanghai experienced the huge
process of de–industrialization which was promoted by Shanghai
government. We can use the proportion in the number of industrial
enterprises, number of employees, industrial output to investigate
industrial structure adjustment. In 2005, Shanghai industrial

6

statistics standard changed, so we research the situation in 19932004 and 2005-2008 respectively.
1

5

From 1993 to 2004, the downtown districts underwent
dramatic de-industrialization process(Tab.2). In 2005-2008(Tab.3),

4

industrial index proportion of all district of Shanghai downtown

3

dropped further. Secondary industry spread into outside area sharply,
forming the spatial division of labor pattern namely downtown
agglomerated producer services and suburbs agglomerated
manufacturing.
2

The industrial area in Shanghai (1980s)

Fig.8 Industrial areas in 1980s
Source : Yu,1983
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Tab.2 Change in the proportion of some industrial indicators in Shanghai’s
downtown area (1993-2004)
District

Change in the
proportion of
enterprises
number(%)

Change in the
proportion of
employees
number(%)

Change in
proportion of total
industrial output
value(%)

Yangpu district

-2.52

-7.53

-8.22

Hupu district

-3.81

-3.6

-3.67

Hongkou district

-3.01

-2.9

-3.63

Changning district

-2.97

-2.84

-2.64

Putuo district

-2.3

-3.01

-2.6

Zhabei district

-2.66

-2.93

-2.49

Jing’ An district

-2.7

-3.62

-2.26

Luwan district

-1.94

-1.79

-2.09

Xuhui district

-1.76

-2.46

0.12

We check Shanghai industrial area distribution diagram in
2010, we can see there is almost not industrial area along Huangpu
River and Suzhou River in the downtown. Shanghai industrial area
presents a clear pattern of suburbanization development(Fig.9).
0
5,000
10,000
20,000

Source: Shanghai Statistical Yearbook (1994-2005)
Tab.3 Change in the proportion of some industrial indicators in Shanghai’s
downtown area (2005-2008)
District

Change in the
proportion of
enterprises
number

Change in the
proportion of
employees
number

Change in
proportion of total
industrial output
value

Xuhui district

-1.27

-1.07

-1.77

Yangpu district

-0.77

-0.85

-0.42

Luwan district

-0.23

-0.58

-0.41

Hupu district

-0.36

-0.34

-0.36

Putuo district

-0.39

-0.62

-0.29

Zhabei district

-0.59

-0.54

-0.28

Changning district
Hongkou district

-0.36
-0.27

-0.39
-0.29

-0.18
-0.17

Jing’ An district

-0.16

-0.17

-0.09

Source: Shanghai Statistical Yearbook (1994-2005)
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Industrial base
Industrial park
Town industrial land

Fig.9 Industrial areas in 2010 Source:
Shanghai Municipal Economic and Information Technology Commission

3. The rise of Shanghai’s creative industry
3.1 The rise of creative industry in industrial development
	
policy of Shanghai municipal government
Shanghai municipal government has realized the importance
85
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of the creative industry development and issued a series of policies.
In August, 2005, Shanghai set up the first association of creative
industry in China. In February, 2010, Shanghai joined the Creative
Cities Network of UNESCO. Three month later, Shanghai set up the
promotion office for creative cities office.
Shanghai’s development vision of creative industry is to be
“City of Design”. Shanghai has released the three year action plan for

3000

2833
2555.39

2500

10%

1923.75

8%

1477.99

1500
6%
1048.75
1000

6%

1149

857.8
549.4

4%

674.59

2%

“City of Design” in 2014. Shanghai wants to develop the cultural and
creative industry as an important pillar industry.
3.2 The rise of creative industry in Shanghai’s economy
Shanghai is proposing design as the focus of cultural
and creative industries and using creative design to accelerate

12%

2269.76

2000

500

12%

14%

0
2005

2006

2007

2008

2009

2010

2011

2012

2013

2014

0%

GDP of creative industry (ten million Yuan)
Accounted for the proportion of Shanghai

Fig.10 GDP of creative industry in Shanghai(2005-2014)
Source : Shanghai Municipal Economic and Information Technology Commission

the transformation and development of industrial innovation and
enhancing the competitiveness and brand soft power of enterprises,

3.3 The rise of creative industry cluster area in Shanghai’s
	

promoting new technologies, new industries, new operational

urban spatial structure

types and new models to fuel industrial restructuring, economic

The industrial structure adjustment promoted former

transformation and upgrade.

industrial land of downtown to be changed into business land which

The GDP of creative industry has a high speed growth rate.

was used for the development of office building. Many old factories

Its proportion account for Shanghai’s total GDP increased from 6% to

are converted into creative industrial parks. Creative industry cluster

12% during 2005 and 2014(Fig.10). So it is now an important sector in

area is now a important factor of Shanghai’s urban spatial structure.

Shanghai’s economy.

There are 87 creative industry cluster area in Shanghai, total area is
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3.36 million m2. Many of them are located in downtown area (Fig.11),

4. The case study of Lao Chang Fang, Shanghai

especially areas which used to be manufacturing factories along the

4.1 The location and history of Lao Chang Fang

Suzhou River and the Huangpu River.

“1933 Lao Chang Fang” is one of Shanghai’s creative cluster
areas. It is located in Hongkou District, Shanghai. It is nearby Hailun
Station of Metro Line 4, line 10 and about 1km distance to the Bund
which is the most famous landmark of Shanghai. So its location is
very good.
Outer Ring Road

Suzhou River
Huangpu
River

1933
Huangpu River

Creative Industry
Cluster Area
River
0 4.5 9

18

27

36

kilometers

Suzhou River

Bund Lujiazhui

Inner Ring Road

Fig.11 Location of creative industry cluster area in Shanghai
Fig.13 Location of 1933 Lao Chang Fang in downtown of Shanghai
Outer Ring Road

“1933 Lao Chang Fang” used to be a slaughterhouse. The

Huangpu

Municipal Council which was the authority of concession of Shanghai
Suzhou River

River

set up the slaughterhouse in November, 1933. This slaughterhouse
was designed by the British architect Mr. Balfours who combined

Inner Ring Road
Creative Industry
Cluster Area
River

Fig.12 Location of creative industry cluster area in downtown of Shanghai
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architectural aesthetics and industrial aesthetics in all buildings.
After the occupation of the Japanese imperialist from 1937 to
1945, the National Government of the Republic of China took over the
89
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slaughterhouse from 1945 to 1949. It was the biggest slaughterhouse

fashion. It is space for consumer. It contains business, retail, culture,

in Shanghai and the east Asia at this period.

and tourism sectors. Fashion release, creative office, leisure service,

In May, 1949, the slaughterhouse was took over by

entertainment service, catering service are its five major function.

the Communist Party of China. It used to be the main base of
meat production in Shanghai. But after the suburbanization of
manufacturing, the slaughterhouse finally was abandoned in 2002.

	4.3 The spillover effect of the development of the Lao Chang
Fang
Since Lao Chang Fang obtains certain influence in cultural,

4.2 The re-development of Lao Chang Fang

leisure and entertainment industry, Hongkou district government

In August 1, 2006, Shanghai Creative Industry Investment

with related companies have set up of a series of creative industry

Co., Ltd. and Shanghai Jin Jiang International Industrial Development

park in the surrounding areas of Lao Chang Fang. These parks

Co., Ltd. signed a lease agreement on the municipal slaughterhouse,

and Lao Chang Fang are named for “Shanghai Music Valley” which

officially launched the redevelopment of 1933 creative industry cluster

mainly focuses the development of music and other related cultural

area(Fig14).

performance industry.

The main function of neo-Lao Chang Fang is a landmark of

	4.4 The Shortcomings of the development of the Lao Chang
Star-dream
Theater

Triangle Art Park
China Music Industry Park

The Old Comercial
House 1913
1933 Laochangfang

The old style before
re-development

The new style after
re-development

Fig.14 The old and new Lao Chang Fang
Source: official website of Lao Chang Fang
90 2015 Asia Culture Forum

Peninsula Bay

Fig.15 the creative park nearbyLao Chang Fang
Source: http://sh.house.163.com/14/0709/09/A0MV765B00073SDJ.html
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Fang

international market demand rapidly. The traditional extensive mode

There are two types of creative industry cluster area in

of growth is difficult to continue.

Shanghai, one is office oriented, the other is retail and leisure

On May 23, 2014, after attended the CICA summit(Conference

oriented. The Lao Chang Fang is the last type, and is a typical

on Interaction and Confidence-Building Measures in Asia) in

consumer space. Shanghai has too much space for consumer. Other

Shanghai, the General Secretary Jinping Xi surveyed in Shanghai. He

region of Shanghai could copy the style of consumer space much

emphasized that Shanghai should be one of the technology innovation

more easily than producer space or maker space which has the tacit

centers with global influence and promote scientific and technological

knowledge. So Lao Chang Fang is facing homogeneous competition

innovation to be the forefront of the country and the world.

and the burden of rising rents.

Shanghai should enhance the original innovation and

The re-development of Lao Chang Fang is process of urban

integrated innovation ability and stimulate economic vitality, so that

regeneration (gentrification process), rather than the process of

the city brand image could be changed from “Made in Shanghai”

innovation and creation which are much more important for the

to “Created in Shanghai”. Shanghai need to focus the development

creativity and sustainability of Shanghai city.

of creative design industry which should integrate technological
innovation capacity and culture creative ability.

5. The Conclusion and Discussion
	5.1 Shanghai needs to integrate innovation ability and culture
creativity in the development of creative design industry

	5.2 Shanghai needs to focus on maker oriented creative
space rather than consumer oriented creative space
The rise of central government owned enterprises in the

In the past, Shanghai’s economic development was

Chinese economic system is changing the country’s urban network

characterized by big investment and construction, and the population,

(Ning and Wu, 2011, Li, Krätke, 2015). Beijing does have a strong

resources, energy and environmental constraints are becoming

relational power within the Chinese urban network and at the same

bigger and bigger. The global financial crisis in 2008 had shrank the

time increased its reputation because Beijing is the main base of
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central government owned enterprises.

Jack Ma who is the Chairman of the board of directors of Alibaba in

On December 31, 2014, Beijing and Shanghai had 232, 201 A

Shanghai?” That is a good question. We can answer this question

share companies respectively. So Beijing is the city with most listed

from many aspects, such as the innovation ability and creativity, the

corporation. Beijing also had 46.83% of the total revenues of A share

comprehensive cost, the structure of the population, the government

companies in China. Shanghai only had 10.78% revenues of A share

policy of the city and so on.

companies. The landscape of Chinese listed companies shows a
pattern of “Beijing Polarization” (Li, 2015).

Indeed, just as Winden et al (2014) mentioned “Talented
people play a crucial role in the development of successful innovation

In order to improve its positioning within the Chinese urban

ecosystems. …policy interventions can to some extent influence the

network and to counter major challenges that are related to the

ability to attract and retain students, researchers and (international)

strong competitive position of Beijing, Shanghai needs to improve

knowledge workers.” Shanghai needs to adopt “space for talents”

its control and command functions and focus on developing a

rather than “space for rents” policy in order to be a creative city. That

headquarter economy rather than a branch economy. Shanghai

means Shanghai should focus on attracting talents in its policy agenda.

also needs to focus on maker oriented creative space rather than
consumer oriented creative space.
	5.3 Shanghai needs to adopt “Space for talents” rather than
“Space for rents” policy
American theorist Florida(2002) argued that “talents,
technology and tolerance” is the backbone of creative industry.
Shanghai also needs much more talents to promote its creative
industry.
Shanghai government lamented: “why we could not keep
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Abstract

Regional revitalization initiatives that utilize art and culture
have been taking place throughout the world since the 1980s. Such
initiatives, which are known as Creative Cities, are now widespread
in countries across Asia. In Japan, local governments have been
adopting Creative City policies since the beginning of the twentyfirst century. This was initiated by Kanazawa City and Yokohama
Kunihiro Noda is Professor of Faculty of Regional Sciences, Tottori

City. This paper outlines the development, methods, contents, and

University in Japan. He received a bachelor’s degree in Politics from

achievements of the new urban policy Creative City Yokohama, which

Waseda University. He planned art and cultural programme in Yokohama

has been implemented by Yokohama City since 2004. The paper will

City(1980~1989), ART WAVE YOKOHAMA(1987~1989), and Yokohama Triennale(2004). In 2010 and 2013, he was an executive committee of Aichi
Triennal.

also consider the nationwide impact of Creative City Yokohama, as
well as the current state of Creative City policies in Japan.

Kunihiro Noda, Japan

1. The Rise of Creative City as a Concept

British cities to explore the subject of urban creativity. The meeting

Creativity is the most fundamental aspect of a city. In his

resulted the publication of The Creative City in Britain and Germany

expansive study on the evolution of creative urban centers from

(Landry et al., 1996). Landry has also produced the influential book

ancient Greece to the present entitled The Cities in Civilization (1998),

The Creative City: A Toolkit for Urban Innovators (2000).

Peter Hall notes the importance of creativity in the development of
cities. His book indicates the distinguishing characteristics of urban

The decline of manufacturing as a primary industry in

centers throughout different periods where innovation has occurred.

Glasgow effected a rise in unemployment. However, the city was

According to Hall, a key concept that reflects the creativity of a city

revitalized through policies that made strategic use of culture (Booth

is an innovative milieu. An innovative milieu is where “people meet,

and Boyle, 1993). Research by Landry and others have shed light on

people talk, people listen to each other’s music and each other’s

the mechanism of urban renewal projects that resolve such societal

words, dance each other’s dances, take in each other’s thoughts. And

issues which are now referred to as the “Glasgow Syndrome.”

so, by accidents of geography, sparks may be struck and something
new may come out of the encounter” (Hall, 1998). Hall notes that

In 1985, the European Capitals of Culture program was

this phenomenon is something that eludes logical explanation. He

initiated in Europe. Although this was originally proposed by the

goes on to state that innovation is not a single heroic act, but rather

Greek Minister of Culture to be an Olympics for the arts, the aim of

a cascading phenomenon where new innovations continue to arise

the program eventually shifted to urban renewal through the use of

as part of a chain. For this reason, Hall stresses the importance of

culture (Palmer/Rae Associates, 2004). When England hosted the

networks (2010).

program for the first time in 1990, the event was chosen to be held not
in London, but rather in Glasgow, as the city was gathering attention

The first detailed study on the concept of a Creative City was

for its regional revitalization achieved through cultural activities.

urban planner Charles Landry’s Glasgow: The Creative City and its

Cultural Economy (1990). This was followed by a meeting in Glasgow
held in 1994 between representatives from five German cities and five
100 2015 Asia Culture Forum

Economic analyst Ake E. Andersson posits the following
seven conditions as a prerequisite for a city to be truly creative:
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1. A critical mass of accumulated wealth and positive economic
growth.

creative industries1 based on the report BritainTM: Renewing Our

Identity (Lenard, 1997) produced by the think tank Demos.

2. A large and increasing population with a substantial inflow of
migrants.

In 2004, the United Nations established the Creative Cities

3. A pool of knowledgeable people.

Network under UNESCO, which consists of sixty-nine member cities

4. Large and diversified trade and communication flows with other

from around the world, and seven creative fields (Crafts and Folk

regions.
5. A n “open society”-tolerant and with accessible arenas for
exchanging new ideas.
6. Imbalance between perceived public and private needs and their
actual provision. That is to say that there should be excess demand

Arts, Media Arts, Film, Design, Gastronomy, Literature and Music).
In addition, the United Nations Conference on Trade and Development
(UNCTAD) released a Creative Economy Report in 2008 and 2010.
Creative City policies are now becoming widespread in countries
throughout Asia.

for numerous goods and services in both qualitative and quantitative
terms.

The first Creative City initiative in Japan is credited to

7. Structural instability and uncertainty in the development of

Kanazawa City (Sasaki, 2001). As urban development threatened to

institutions and of philosophical, scientific and artistic paradigms.

destroy the historical townscapes of Kanazawa, which characterize
the city as a “Sho-Kyoto” (Little Kyoto), in 1968, the city established

National governments have been adopting Creative City

the Kanazawa City Traditional Environment Preservation Ordinance

policies since the 1990s. In 1994, the Australian government under

to preserve its traditional scenery. In 1996, an old cotton spinning

Prime Minister Paul Keating shifted the focus of its cultural policy

factory in a state of disuse was renovated into the Kanazawa Citizen’s

towards creativity. Similarly, after assuming leadership in 1997,

Art Center (Sasaki, 2001). Moreover, 2004 marked to opening of the

British Prime Minister Tony Blair employed policies to advance the

21st Century Museum of Contemporary Art, Kanazawa. The museum,
1
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Creative industries refers to work related to art, design, science and technology.

103

Kunihiro Noda, Japan

which was designed by Kazuyo Seijima and Ryue Nishizawa of the

fleet arrived to Japan and placed pressure on the shogunate, the

architecture office SANAA, boasts over one million visitors each

national authority of the time, to end the nation’s policy of isolation.

year. In the same year, Seijima and Nishizawa won the Golden Lion

The shogunate was left with a difficult situation. The American

Award at the 9th International Architecture Exhibition, La Biennale di

fleet wanted to land in Edo (present-day Tokyo). Nevertheless, the

Venezia.

Japanese authorities determined that it was too dangerous to open a
port in Edo, as it was the capital of the country. Instead, they decided

In comparison to Kanazawa, a place rich with history and

to build a port in Yokohama, located thirty kilometers away. As a

traditional culture, Yokohama is a relatively new city. Whereas

result, the port was established and a Treaty of Peace and Amity

Kanazawa is an economically self-reliant city supported by

was concluded in 1854 between Japan and the United States. This

endogenous local businesses, Yokohama has developed as a port city

marked the end to the Japanese isolation policy. The United States

and bed-town for Tokyo. At the onset of the twenty-first century, these

and other leading European countries went on to build consulates

two contrasting cities strongly influenced the cultural policies of cities

in the foreign concession area of Yokohama. Yokohama rapidly grew

throughout Japan.

as a foreign trade port. The growth of the city has not stopped to this
day. Yokohama is currently the second largest city in Japan with a
population of approximately 3.7 million people.

2. A Brief History of Yokohama
Yokohama is a young city with a very short history. One

Following the end of WW2, the occupation army advanced

hundred and fifty years ago, the city was still a small village consisting

the spread of democracy in Japan, and for the first time since the

of approximately one hundred homes. Beginning in the seventeenth

Meiji Period, there was a shift from a centralized bureaucracy to a

century, Japan became closed to foreign nations for a period of

decentralized local government system. The first unified local election

two hundred and fifty years. However, in 1853 an American naval

was held in 1947, which gave rise to Socialist Party Governors with

104 2015 Asia Culture Forum
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private sector backgrounds in the prefectures of Hokkaido, Nagano,

the 1960s, Yokohama City put strict restrictions in place at a municipal

Tokushima, and Fukuoka. This was followed by the continual election

level against the release of harmful substances such as nitrogen

of Reformist Governors beginning with Kyoto Prefecture (1950),

oxide and sulfur oxide, which surpassed the standards put forward

followed by Hyogo Prefecture (1954), and Oita Prefecture (1955). In

by the national government. Yokohama also established agreements

this way, Reformist Local Governments2 which began emerging in

with companies which use hazardous materials in order to ensure

1947, continued to exert influence until the late 1970s and have left a

that they would follow the city’s regulations3. Furthermore, the city

lasting impression in Japanese political history.

established the first governmental Urban Design Office to advance
scenery improvement initiatives and to conserve and utilize historical

The fifth unified local election held in 1963 gave way to the

architecture.

emergence of municipal level Reformist Local Governments in
Yokohama, Kyoto, Osaka, and Kitakyushu. The mayor of Yokohama

The Asukata administration enacted many nationally leading

City Ichio Asukata formed the National Reformist Mayors Association

creative initiatives which were far ahead of the times. As there were

in 1964. As the chairman of this association, Asukata served as a

no precedents to many of the challenges that were engaged, city

leader among reformist mayors throughout Japan (Narumi, 1970).

officials were required to perform research and engage constructive
discussions. During this time, Yokohama City gained popularity

Contrary to the central Liberal Democratic administration

among university students for its creative reputation. Graduates

of the time which prioritized industry, Asukata advanced policies

from across the nation gathered in Yokohama to work for the

which placed importance on citizen lifestyles. For example, as

municipal government. The city officials fostered through the Asukata

environmental pollution became an increasingly severe issue during

administration would go on to lead the formation of Creative City
Yokohama from 2000 onwards.

2

Reformist Local Government refers to a local government led by a non-conservative head
that is a member of the Reformist Party.
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Such measures against environmental pollution enacted by Yokohama City prompted other
local governments to take similar forms of action. The city’s initiatives went on to influence
national government policies such as the establishment of the first environmental preservation law “The Basic Law on Pollution Control” in 1967.
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3. The Birth of Creative City Yokohama

were destroyed, and plans to build condominiums were put forward.

The downtown area of Yokohama was completely destroyed

Yokohama faced a crisis of losing the appeal formed through its

by American air raids during WW2 and remained under the

history as a port city. This in turn would affect the number of tourists

occupation of the U.S. army for a long time. As a result, the city was

who would visit from outside the city6 .

not able to carry out urban planning in its downtown area. It was only
after the mid-1960s that Yokohama started developing its downtown
core. One of the most important development projects was MinatoMirai214 (MM21), an urban renewal plan to build a new city center on
a 186 hectare vacant lot on the Yokohama waterfront. Most of this
land was reclaimed from the sea. The MM21 project was launched in
1983 and is now in its final stage. It has grown into the new city center
where 80 thousand people work.
Fig.1 Minato-Mirai21 and Kannai

With the development of MM21, many offices located in the
former downtown area Kannai5 began moving to the new city center
(Fig.1). As a result, during the 1990s, the Kannai area fell into a state
of decline. According to a survey conducted by Yokohama City, the
number of office workers in the Kannai area fell from 120 thousand
in 1996 to 90 thousand in 2006 (Yokohama City, 2010). In addition,
many historical buildings and warehouses in the old downtown area
4
5

The meaning of the Japanese words “Minato-Mirai” in English is “future port.”
Kannai is the location where the original port of Yokohama was established in 1859

In order to resolve this problem, the newly appointed mayor
Hiroshi Nakada set up a study group in the fall of 2002 with the aim
of developing a new urban policy to regenerate the old downtown
Kannai area through art and culture. Takeru Kitazawa, who served as
the Chief of the Yokohama City Urban Design Office before becoming
a professor at Tokyo University, was appointed as the chair of the
group7.
6

7
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Yokohama, which receives approximately 40 million visitors annually, is one of the most
attractive cities in Japan.
The author of this paper was in charge of the administration of this study group at the Policy
Section of the City Management Bureau.
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At the beginning of 2004, the study group completed its

The report also proposed the establishment of a new

proposal report entitled Towards the Formation of a Creative City

department in the city administration to take charge of these projects.

of Art and Culture – Creative City Yokohama . The report laid out

Following the report, Yokohama City organized a new department

three agendas, the first of which was the Formation of a Creative

named Creative City of Art and Culture Headquarters9 in 2004.

Core. The purpose of this agenda was to set up an environment for

The Headquarters consisted of a Creative City Promotion Section

creative workers and to form a creative district in the old downtown

and a Cultural Policy Section. The Creative City Promotion Section

area by conserving and utilizing historical buildings and waterfront

was a newly formed division which was responsible for these three

warehouses. To achieve this goal, the report set numerical targets

agendas.

for the number of creative workers to increase in the city center8. The
concept of the “Creative Core” was adopted from Richard Florida’s

4. BankART1929: A Leading Project for the Regeneration
	
of the Old City Center

notion of a “super creative core” (Florida, 2002).

Yokohama City is very proud of its urban design policy. As the
The second agenda, Image Culture City, was designed to

city does not have a long history, it has been active in the preservation

nurture a new generation of creative industries, including film and

of historical landscapes. Yokohama has preserved many historical

video, as well as to form a creative cluster in the Kannai area. Finally,

buildings located not only in the downtown area, but also in the

the third agenda National Art Park was an area development plan

suburbs.

focusing on the Kannai area. The purpose was to form an international
As a leading project for the formation of a creative core,

cultural and tourism exchange center through the effective use of
public land at the old port area.

Yokohama City planned to start an art project utilizing historical
buildings in the old downtown area. Two old bank buildings which

8

“City center” refers to the Naka ward and Nishi ward.
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	In 2006, this department was renamed and reorganized as the Promotion Committee for
Commemorating the 150th Anniversary of the Opening of Yokohama Port/Creative City
Headquarters.
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were no longer in use - the former Dai-ichi Bank and the former

The BankART1929 activities were based at two facilities:

Fuji Bank - were chosen as sites for the project. Both buildings were

BankART1929 YOKOHAMA (the former Daiichi Bank) and BankART1929

property of the city. A supporting committee for the project organized

Bashamichi (the former Fuji Bank). However, as soon as the project

by Yokohama City was entrusted with the advertising for candidates

was launched, BankART1929 Bashamichi was forced to vacate

to manage the project. The committee selected two groups out of

the Fuji Bank location, as Yokohama City decided to invite the

twenty-four candidates. The selected groups and city administration

newly established Graduate School of Film and New Media of the

immediately began discussing how to manage the project. The two

Tokyo National University of Fine Arts and Music to move into this

groups agreed to form a joint organization for the project which was

site. The city administration sought another historical building for

entitled BankART1929. BankART1929 became the title of the project,

BankART1929 and subsequently found a new warehouse nearby.

as well as the name of managing body and of the facilities. The

Accordingly, BankART1929 Bashamichi moved from the old Fuji Bank

numbers “1929” refer to the year when the two former bank buildings

to the warehouse. This was named BankART Studio NYK10.

were built.
In 2006, Yokohama City published a report reviewing the twoThe BankART1929 project was launched in March 2004

year performance of the BankART1929 project. The report favorably

as a two-year project. The activities of BankART1929 included

assessed the achievements of BankART1929 over the two-year period

art programs such as exhibitions, dramas, dances, concerts and

and concluded that the project should continue for an additional four

lectures, as well as artist-in-residence programs, a cafe and a book

years. The report emphasized the following points:

shop. A wide variety of people including artists, producers, editors,
scholars and policy makers were able to meet and talk at the venue.
Many ideas and projects have emerged through these exchanges.

BankART1929 has
1) formed a new base for art and culture in the city center and has

	NYK is an acronym for Nihon Yusen Kaisha, the shipping company which formerly operated
the warehouse.

10
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provided positive publicity for the concept of Creative City Yokohama

YOKOHAMA to be torn down for the purpose of area redevelopment.

2) provided a successful model for the utilization of historical buildings

However, the owner of the property, Mori Building Co., launched a
project known as Kitanaka Brick and Kitanaka White11 which provided

and warehouses
3) formed a creative core and nurtured the seeds of urban renewal

artists and designers affordable studio and office space from January

through art and culture contributing to the rejuvenation of the old

2005 to October 2006. Through this project, approximately fifty artists

downtown area

and designers were able to obtain inexpensive studios and offices

4) succeeded at effective and efficient management as an NPO (nonprofit organization)

in the two historical buildings. As a result of the positive outcomes
of Kitanaka Brick and Kitanaka White, plans have been made to
preserve the two buildings.

Tab.1 BankART1929 Performance Record (2004-2006)
601

In addition to this project, some designers moved to the

170,943

Honcho Building located in front of Kitanaka Brick and Kitanaka

41

White, where a similar project was put in place. The project entitled

Art Programs
Attendance
Artist-in-Residence Program
Press Releases

437

Cafe Visitors

53,720
(Yokohama City, 2006)

5. The Amassing of Creativity at the Old City Center
Following the success of BankART1929, many artist studios
and designer offices were established in Kannai, which has produced
a true creative core in the city. Plans were in place for the former
Teisan Soko silk warehouses located in front of BankART1929

the Honcho Building Shigokai12, lasted from November 2006 to
November 2009. Seven out of the ten participating tenants were
architecture offices. Likewise, Yokohama City organized a project
entitled ZAIM13 from June 2006 to December 2008 in the former
Regional Finance Bureau building owned by the municipality. In ZAIM,
located approximately 10 minutes by foot from the Honcho Building,
twenty-five artists, NPOs and other groups established studios and
11

13
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Kitanaka is the name of the area where the warehouses are located.
Honcho is the name of the district where the building is located. The meaning of the Japanese words “shi-go-kai” in English is “4th and 5th floors.”
The meaning of the Japanese word ZAIM (“zaimu”) in English is “finance.”
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The formation of a Creative Core in the old downtown area

offices. ZAIM was also used to support the Yokohama Triennale of
Contemporary Art in 200814.

has also effected campus clustering. The Graduate School of Film and
New Media of the Tokyo National University of Fine Arts and Music

Moreover, the Bankokubashi15 Warehouse, located next to

has launched three courses in the Kannai area, beginning with a film

BankART Studio NYK, serves as another creative venue in the former

production course19 at BankART1929 Bashamichi in 2005. In addition,

city center. The company which owns the warehouse approached

a new media course for the same school was initiated at the Shinko20

Yokohama City to discuss ways of attracting creative corporations

Pier Terminal in 2006 and an animation course was established at the

to their building through the Creative City policy. The city was able

Bankokubashi Conference Center in 2008. Furthermore, Yokohama

to provide a subsidy for the film and video industry to support the

National University has set up a temporary graduate school for

invitation of the computer graphics company I-Toon as well as other

architecture education Y-GSA21 at Kannai.

creative businesses to the Bankokubashi Warehouse.
6. Koganecho: From Brothel Area to Art District
The Creative Core of Yokohama City has now spread beyond

The Creative City Yokohama policy has also been applied to

the Kannai area. An old wedding hall formerly operated by the city in

Koganecho, an area located next to Kannai, which was known as

the Noge area next to Kannai was left in a state of disuse. In 2006, a

one of the largest illegal brothel districts in Japan22. An agreement

new initiative Kyuna-saka Studio16 was established which made use

was made between Yokohama City, the police, and local residents to

of the old wedding hall as a rehearsal studio for three theatrical and

rid the area of the brothels. The city gathered proposals for regional

dance companies. The studio is run by Art Network Japan17 and ST

improvement projects through the arts.

Spot Yokohama18.
The third Yokohama Triennale was held in 2008 in cooperation with the Japan Foundation.
http://yokohamatriennale.jp/2008/en/
The meaning of the Japanese words “Bankokubashi” in English is “all nations’ bridge.”
The meaning of the Japanese words “Kyuna-saka” in English is “steep slope.”
An NPO based in Tokyo
An NPO based in Yokohama.

14	

15
16
17
18
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 he course was led by actor/film director Takeshi Kitano.
T
The meaning of the Japanese words “Shinko” in English is “new port.”
Y-GSA is an acronym for Yokohama Graduate School of Architecture.
The Koganecho area was the site of over two hundred brothels.
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BankART Sakuraso, a new BankART project which made use

As a result of these projects, the former brothel district has

of old buildings in Koganecho was selected. The project carried out

been transformed into an artistic region. Land prices have increased,

numerous art events in the area between 2006 and 2009. Moreover,

a luxury condominium Koganecho Mansion has been built, and the

in 2007, Yokohama City University launched a new downtown campus

previous disreputable image of Koganecho has been eliminated.

project known as Kogane-X Lab, which aims to study regional

According to the Hatsuko–Hinodecho Environmental Cleanup

regeneration processes with local residents. Additionally, a number

Association Vice-Chair Yasutoshi Taniguchi, “it was hard not being

of former brothel houses have been converted into art galleries

able to feel pride or confidence for this district. However, so much has

operated by artists and art schools. In line with these changes, the

changed in the last ten years. I can’t believe how much progress has

annual art festival Koganecho Bazaar was launched in 2008. It is

been achieved23.”

led by an executive committee which consists of local residents,
city officials, the police, private companies, universities, and artists.

7. Yokohama Triennale

Koganecho Bazaar 2014 was held with thirty-five participating artist

In addition to the three agendas (Formation of a Creative

groups from Japan and from overseas.

Core, Image Culture City, and National Art Park), that comprise
Creative City Yokohama, the International Exhibition of Contemporary

The management of vacant buildings in this area is handled
by the NPO Koganecho Area Management Center. The same

Art Yokohama Triennale, which has been held since 2001, serves as a
fourth agenda to the city’s policy.

organization also provides building space to tenants. As of May 2012,
there are ninety spaces in the facilities managed by the center which

The Yokohama Triennale is the first contemporary art festival

are available for use. Seventy-seven of these spaces are currently

with national involvement to take place in Japan. It was planned by

being used as production studios, residential space, cafes, shops,

the Japan Foundation and was held for the first time in 2001. The

exhibit halls, event venues, etc. The remaining thirteen spaces are

organizing committee initially consisted of the Japan Foundation,

still vacant.
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Tab.2 Yokohama Triennale (2001-2014)

Yokohama City, the Japan Broadcasting Corporation (NHK), and the
Asahi Shimbun. However, the Japan Foundation withdrew from the

2001

2005

committee for the fourth Triennale (2011) after shifting its activities

Theme

Mega Wave:
Toward a New
Synthesis

2008

2011

Art Circus:
Jumping
from the
Ordinary

Time Crevasse

Our Magic
Hour: How
Much of the
World Can
We Know?

Artistic
Director

Shinji
Kohmoto
Akira
Tatehata
Nobuo,
Nakamura
Fumio Nanjo

Tadashi
Kawamata

Tsutomu
Mizusawa

Akiko Miki

Main
Venues

Pacifico
Yokohama
Red Brick
Warehouse

Yamashita
Pier no.3
and no.4
Warehouses

Shinko Pier
Exhibition Hall,
BankART Studio
NYK, Red Brick
Warehouse,
Sankeien
Gardens

Artists

109

86

72

79

79

Total cost

700
million yen

900
million yen

900
million yen

900
million yen

900
million yen

210 thousand, of which sixty percent were female. Approximately

Visitors

350,000

190,000

550,000

330,000

210,000

half of the visitors were between the age of ten and forty. According

Volunteers

719

1,222

1,510

940

1,631

exclusively to the promotion of Japanese culture overseas. The
Yokohama Triennale has been held five times to this day (Tab.2).
In the case of the most recent Yokohama Triennale 2014,
which was held for eighty-nine days from August 1st to November
3rd, the artist Yasumasa Morimura assumed the role of artistic
director and the event featured four hundred and forty-four artworks
produced by sixty-five artists from nineteen different countries. The
venues consisted of the Yokohama Museum of Art and Shinko Pier
(temporary venue), and the total number of visitors amounted to

to a survey, twenty four percent of respondents were “extremely

Red Brick
Warehouse

2014
ART
Fahrenheit
451: Sailing
into the
Sea of
Oblivion

Yasumasa
Morimura

Yokohama
Museum
of Art,
BankART
Studio NYK

(Data compiled by Yokohama City)

satisfied” with the artworks, while another forty-four percent were
“quite satisfied.” Moreover, industry related data from Yokohama

Tab.3 Economic Impact Based on Consumption by Visitors (million yen)

City approximates the economic impact of visitor consumption to be

Economic Impact (Production Induced)

1.5 billion yen (Tab.3) and the host procurement to be 830 million,
amounting to an estimated total of 2.33 billion yen (Tab.4).

Total

1,494

Direct Impact

975

Indirect Impact

519

Primary

288

Secondary

232

Job Creation: 148 (people)
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Tab.5 Japanese Biennales and Triennales

Tab.4 Economic Impact Based on Procurement by Organizers
(million yen)
Initial Year

Name of Biennale or Triennale

Host Location

1999

Fukuoka Asian Art Triennale

Fukuoka City

2000

Echigo-Tsumari Art Triennale

Niigata Prefecture

Yokohama Triennale

Yokohama City

Kitakyushu Biennale

Kitakyushu City

Kobe Biennale

Kobe City

Nakanojo Biennale

Gunma Prefecture

Niigata Art Festival

Niigata City

Yokohama Triennale served as the first example of an urban-based

Mixed Bathing World

Beppu City

triennale in Japan. However, it remains far from flawless. For

Aichi Triennale

Niigata City

Art Setouchi

Naoshima and
other islands

Economic Impact (Production Induced)

Total

832

Direct Impact

448

Indirect Impact

384

Primary

316

Secondary

68

Job Creation: 73 (people)

Although biennales were being held in Asian cities since

2001

2007

the 1990s, triennales became the main format for international
art exhibitions throughout Japan from 2000 onwards (Tab.5). The

example, due to staff reassignments, the city officers in charge are

2009

2010

different for each event. As a result, there is a lack of accumulation
of knowledge in regards to hosting the event. Even more, as there

2014

Sapporo International Art Festival

Sapporo City

are no permanent facilities for the triennale, the securing of venues

2015

Parasofia

Kyoto City

Saitama Triennale

Saitama City

North Ibaragi International Art
Festival (tentative name)

Six Municipalities
in Ibaragi
Prefecture

Oku-Noto International Festival

Suzu City

remains a continual challenge.
2016

2017
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In terms of challenges, Creative City Yokohama was originally

8. Conclusion
Eleven years have passed since the inauguration of Creative

only intended to revitalize the old city center, and therefore there

City Yokohama. A report was produced by Yokohama City to review

was not much awareness of the policy among local residents24.

the achievements of the policy. According to the report, the number

Also, in order to measure and manage the accumulation of creative

of creative industries based in the urban center of Yokohama City

industries, collaboration with the Bureau of Economy and Tourism

(Naka Ward and Nishi Ward) increased by two hundred and twenty-

is essential. However, the current state of internal coordination is far

five companies between 2006 and 2009, creating 8,553 new jobs.

from sufficient (Noda, 2008).

As of 2009, the number of employees working in creative industries
based in Yokohama amounts to 31,666 people, which surpasses the

The success of the Creative City policy in Yokohama, the

target figure of 30 thousand workers set by Creative City Yokohama

second largest city in Japan, has influenced a rise in the number of

(Yokohama City, 2013).

Creative Cities across the country. In line with this increase, in 2007,
the Agency of Cultural Affairs initiated the Creative City of Arts and

The activities of the Yokohama Arts Commission have

Culture Policy. Whereas the Agency of Cultural Affairs had previously

contributed to the success of the creative industries and the

restricted their activities to the promotion of culture, the initiation

amassing of creative workers in Yokohama City. The Commission

of the new policy enabled an expansion of their activities to include

was established by the city in 2007 with the aim of bringing together

regional revitalization through the use of culture. Furthermore, in

creative people, and is operated by the city’s auxiliary organization,

2013, the Creative City Network of Japan (CCNJ) was established

the Yokohama Arts Foundation. It is involved in activities such as

consisting of fifty-nine local governments and nineteen private

consulting with artists and creators who are hoping to work in

organizations (Tab.6).

Yokohama, providing subsidy programs, and dealing with artistic real
estate (sites for creative activity).
24
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Tab.6 Members of the Creative City Network of Japan
Hokkaido
Tohoku

Municipalities

Sapporo, Bibai, Higashikawa

Cities Network which was established by UNESCO in 2004. The

Hachinohe, Sendai, Semboku, Yamagata,
Tsuruoka, Iwaki

current membership from Japan includes: Kanazawa (Crafts and

Kanto

Toride, Nakanojo, Saitama, Soka,
Fujimi, Matsudo, Sakura, Toshima-ku,
Yokohama, Odawara

Chubu

Niigata, Tokamachi, Takaoka, Himi,
Nanto, Kanazawa, Kiso, Kani, Shizuoka,
Hamamatsu, Nagoya

Kansai

Nagahama, Kusatsu, Moriyama, Koka,
Kyoto, Maizuru, Nantan, Sakai, Kobe,
Sasayama, Nara, Ikaruga

Folk Arts), Kobe (Design), Nagoya (Design), Hamamatsu (Music),
Sapporo (Media Arts), and Tsuruoka (Gastronomy). Additionally,
since 2014, three cities from Japan, China, and Korea have been
engaging in cultural exchange activities through the Culture City of
East Asia program. The participating cities in the initial year consisted
of Yokohama (Japan), Quanzhou (China), and Gwangju (Korea). The
participating cities for 2015 are Niigata (Japan), Qingdao (China), and

Chugoku

Okayama, Maniwa, Onomichi, Ube

Cheongju (Korea). Culture City of East Asia is an Asian version of the

Shikoku

Takamatsu, Matsuyama

European Capitals of Culture program, which has been approved by

Kyushu

Kurume, Oita

Prefectures

Organizations
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Japanese local governments are also part of the Creative

the national governments of Japan, China, and Korea.

Saitama, Shiga, Kyoto, Hyogo, Tokushima,
Tottori, Tokushima, Oita
Arts Aid Tohoku, Arts NPO Link, Okayama
Symphony Hall, Ongakubunkasouzou, Creative
Association, Shiga Prefecture Foundation for
Cultural Promotion, Shiga Next Generation
Culture and Art Center, Suruga Institute of
Development and Area Management, Daidogei
World Cup Executive Committee, Dance
Box, Creative City Consortium, BIRD Theatre
Company TOTTORI, Japan Fashion Association,
NOTE, Hyogo Arts & Culture Association, Biwako
Hall, BEPPU PROJECT, Yamagata International
Documentary Film Festival, Yokohama Arts
Foundation

As the Japanese government prepares for the 2020 Tokyo
Olympics, the nation has taken the London Olympics as an example,
and is aiming to host 200 thousand events with 50 thousand artists,
and 50 million participants between autumn of 2016 and summer
of 2020. While local governments throughout the nation prepare to
plan a wide range of cultural programs, it will be the Creative Cities
emerging across Japan that will drive this movement forward.
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Introduction
Since the beginning of the 2000s artists have increasingly
been associated with the more or less overlapping concepts of
experience economy, creative industries and cultural industries in the
Norwegian cultural policy as well as in many other countries. More
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currently also the editor of the Nordic Journal of Cultural Policy and a

and more often these concepts are introduced as answers to some
urgent questions: How are the careers of the ever growing number
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of artists to be financed? And what shall the Norwegians live by when

ence on Cultural Policy Research. Røyseng is a sociologist and received

the gas and oil resources in the North Sea are emptied? Experience
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economy, cultural industries and creative industries are seen as
promising solutions. However, the introduction of these concepts
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implies that there has been a shift in the way in which different forms

met with massive critique from the artistic profession claiming that

and sources of financing artistic careers are understood in cultural

their professional autonomy is at stake.

policy.
Professional autonomy is a key concept in the study of
Traditionally public support for artistic work has been

professions. Often the concept has been treated as a core value

understood as substantially different from market income. As

defining the individual profession and something that should be

Hesmondalgh and Pratt have pointed out, cultural policy and

protected from changes in the surroundings that possibly will lead

cultural industries have been historical opposites: “The cultural

to de-professionalization. Also studies of the artistic profession have

industries were ‘the other’ against which cultural policy reacted, (…)”

been preoccupied with the concept of the autonomy of art and the

(Hesmondalgh and Pratt 2006:3). Public support for artists has been

possible threats to it (Mangset 2004, Røyseng et al 2007).

seen as ways to secure the autonomy of artists implying that private
funding and market income is incompatible with the autonomy of

In general, the neoliberal turn has been understood as a

art. The way in which the concepts of experience economy, cultural

serious attack on the autonomy of professions and a development

industries and creative industries are introduced in cultural policy

leading to de-professionalization. Similarly, neoliberalism has been

reveals that the traditional opposition between public and private

seen as a threat to the autonomy of artists in particular. Following

money is changing. Very much in line with the neoliberal turn in

Hall and Lamont, it is important not to see the effects of neoliberalism

political ideology, it is now argued that private funding and market

as homogenous across time and space. It is necessary to study

orientation is an important way of securing not only the possibility

these changes as a more open-ended stimulus that might lead to a

for artists to make a living, but also their freedom (Sundvollen-

diversity of effects (Hall and Lamont 2013:1). In a similar way, it can be

erklæringen 2013). However, political initiatives to strengthen the

claimed that neoliberalism may have had different effects on different

private funding and market orientation of the arts sector have been

professions, or at least that it is necessary to study these effects on
each profession in more detail.
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The claim that neoliberalism has led to a weakening of

by public authorities in Norway. Before introducing the ways in which

professional autonomy implies that autonomy is seen as a polar

the profession of artists are constructed in this material, I will discuss

opposite to other principles in the development of professions.

the conceptual framework and the methodological design of the

However, it can be argued that seeing professional autonomy and

paper.

other occupational principles as polar opposites and mutually
exclusive may lead to a simplified picture of the societal role
and status of professions (Funck 2012:2). In order to study the

Social contract and the autonomy of artists.

development of professions in a less dualistic way, Funck has

The concept of social contract originates from the political

suggested that we see professional autonomy as a “social contract

philosophy of Enlightenment with Rousseau, Hobbes, Locke and Kant

between a profession and policy elites to act in society’s best

as important contributors. The concept was introduced in order to

interests” (ibid.).

explain the relationship between a state and its citizens. The starting
point for theories on social contracts is an examination of the human

In this article, I will analyse how the growing emphasis on

condition absent from any political order in a “state of nature”, as

the concepts of experience economy, cultural industries and creative

Hobbes termed it. For Hobbes, the social contract was an unavoidable

industries in relation to artists in cultural policy can be seen as

and necessary admission that consensus is not possible and that

ways to negotiate the social contract of artists. How is the artistic

the human nature is so self-absorbed and fearful that the coercive

profession’s contribution to society constructed by the recent uses of

power of the state is necessary in order to prevent total chaos (Jos

the above mentioned concepts? How is the professional autonomy of

2006:140). By the social contract individuals, either explicitly or tacitly,

artists constructed by the use of these concepts?

have surrendered some of their freedoms to the ruler in exchange
for protection of their remaining rights. Social contract theorists have

The analysis is based on research reports on cultural

in different ways aimed at demonstrating why rational individuals

industries, experience economy and creative industries commissioned

voluntarily will consent to give up some of their natural freedom to
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obtain the benefits of political order. Even if the concept has been

In this light, it is not sufficient to study the autonomy of a

controversial it has remained a continuous presence in philosophical

profession by solely focusing on the internal values developed by

discourse (Bertram 2004). The influential contributions of John

the members of the profession. It is crucial to study the relationship

Rawls, not least A Theory of Justice (Rawls 1971), are for example

between the profession and society. The concept of social contract

based on a renovated form of contractual theory.

helps us in doing this. Following Funck we should analyse the
relationship between a profession and policy elites.

In the sociology of professions the concept of social contract
has been used in order to illustrate that the privileges of professions

However, a social contract is not a legal, but rather an implicit

rely on a trust relationship established between a profession and

contract. The social contract is made up by the expectations that are

society (Freidson 1986, Funck 2012). In this perspective the concept

directed both towards the profession and society. Contemporary

of social contracts is seen as constitutive to professions (Cruess

interpretations of the concept of social contract lean heavily on the

et al 2000). Social contracts are the mechanisms by which society

idea of “legitimate expectations” as being fundamental to mutual

legitimises professions and grants them authority and autonomy to

understanding (Cruess and Cruess 2008:582). In addition, it is

carry out their functions (ibid). In addition to different socio-economic

important that a social contract is not seen as static. The literature on

privileges that follow with a professional status, professional

professionalism recognizes that professionalism changes in response

autonomy is important. Drawing on the concept of social contract,

to societal changes (Cruess and Cruess 2008:582). The social contract

Funck writes that the autonomy of a profession is both “a privilege

must be negotiated when the internal or external conditions for the

and a responsibility to act in the best interest of the society” (Funck

profession is changing.

2012:4). This means that the autonomy of professions is not total, but
depends on the level of trust that is established in relation to society.

It could be questioned whether perspectives from the

Thus, it is crucial whether the profession is considered to act by an

sociology of professions is fruitful for the study of artists. Artists do

altruistic ethos or pursuing its own interests.

not represent a classic profession in the same way as physicians
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and lawyers. The definition of professions has been much debated,

Autonomy of art and professional autonomy

but there seem to be a broad consensus that professions are

Autonomy is a core concept in the academic understanding of

occupational groups that carry out services based on theoretical

artists as an occupational group. The development of an autonomous

knowledge acquired through a specialized education (Molander and

field of art also meant that artists emerged as a specific profession.

Terum 2008:13). Artists in the same way as the classic professions,

Romantic ideas have been especially important in the understanding

are often seen as having specialised knowledge that is not easily

of artists. The French sociologist Pierre Bourdieu has summarized

understood by the average citizen. In addition, artists represent an

the way in which these ideas work as a ‘charismatic’ ideology

occupational group that is often associated with a strong vocation – a

(Bourdieu 1993).

feature that is often emphasised in profession theory (Abbott 1988).
Another characteristic of professions is that there exists a more

Firstly, the charismatic artist was no longer an anonymous

or less formalised agreement that the profession contributes with

craftsman, but an individual artist. Typically visual artists began to

something of significant value to society. This is what can be studied

put signatures on their work signalling that a strong tie unites the

by the concept of social contract.

work of art with the artist. Following Bourdieu this practice can be
interpreted as a fetishization of the works of art where the signatures

Historically, artists have been related to different missions.

supply them with a feeling of authenticity. The substance of the artist

This paper will discuss the content and characteristics of the social

is materialized in the work of art transforming them to something

contract of artists today. Before I analyse the material I will quickly go

fundamentally different from other objects. Secondly, the charismatic

through what we can identify as the social contract of artists which

artist is driven by a special inspiration or calling. Originally, this

a new discourse represent a shift from – a discourse in which the

inspiration was seen as something divine, i.e. a gift from God –

concept of autonomy is at the centre.

actually the literal meaning of the word charisma. However, by
Romanticism the inspiration of artists was understood as something
personal – a talent and power from within. This characteristic of
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the artist can also be related to the image of the artist as a socially

status art previously held, now is lost. Several studies have argued

decoupled person. On the one hand this has been associated with

that the changing cultural context means that artists now can be

abilities to break with and transcend social conventions and thereby

identified by a differentiated set of artist roles in which the importance

the ability to express reality and the experience of reality in new and

of the autonomy of art varies.

surprising ways. This has meant that artists have been associated
with a critical mission. On the other hand the social decoupling of

Abbing introduced a typology of artist roles distinguishing

the artist has been associated with bohemian life style. Thirdly, a

between the postmodern artist, the artist researcher, the artist

denial of economic motives and ambitions has been closely related

craftsman and the artist entertainer (Abbing 2002). In this way

to the charismatic artist. The charismatic artist would primarily be

he argued that artists no longer can be understood as a uniform

motivated by his or her aesthetic ambitions and as far as possible

occupational group driven by the same values. Rather different types

not let economic interests influence the artistic work. In this way the

of artists identify with different sets of values. Inspired by Abbing’s

contradiction between art and economy is central to the charismatic

typology Mangset identified charismatic artists, postmodern artists,

ideology of art, and this contradiction is fundamentally related to the

cultural entrepreneurs and artist craftsmen in a study of young

idea of artistic autonomy.

Norwegian artists (2004). However, Mangset underlined that the
charismatic artist role was most prominent in his data. Quite opposite

The last decades many studies have questioned whether the

Gran (2003) has argued that the younger generation of artists is more

charismatic ideology of art is still guiding the identity of artists. It has

pragmatic in terms of the sources of income and that they feel few or

been argued that the charismatic artist primarily is a historical figure

none norms forbidding them to do so.

with less relevance and normative power for the artists of today.
Postmodern theories (and theories of late modernity) have been

All the studies I have referred to so far are mostly centred on

applied to argue that artists now find themselves in a world of blurred

the characteristics of the artists and their motivations. Less attention

distinctions of art and non-art. It is also emphasized that the exalted

is given to the role of the artists in society in a broader picture. Hans
van Maanen (2009) has argued that the sociology of art has been
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overly occupied by the social aspects internal to the field of art and too

In order to establish the data material, I have made literature

little concerned with the societal function of art. Following Maanen

searches in the data base Bibsys with “cultural industries”, “creative

the sociology of art has been trapped in what he calls an “autonomism”

industries” and “experience economy” as keywords. In addition, I have

with the result of not being able to look beyond the field of art. In order

used the so-called ancestry method which means that I have followed

to understand the role and value of artists in society more generally it

up references in the reference lists in order to find additional reports.

is necessary to approach art and artists in other ways. While Maanen

Totally, the material consists of 28 research reports published from

turns to the philosophy of art to do so, I will as I have pointed out

2000 to 2010.

earlier use the concepts of social contract and professional autonomy
from the sociology of professions.

The documents are gathered from the Norwegian context.
However, the analysis will be given an international perspective
through an investigation of the sources of inspiration that are

Research design

present – explicit or implicit – in the Norwegian texts. The interest

Parallel to the growing emphasis on experience economy,

for experience economy, cultural industries, creative industries and

cultural industries and creative industries in Norwegian cultural

cultural entrepreneurialism both in cultural policy and in applied

policy, there has been a growing activity of applied research in

research has not developed in a national vacuum. International

order to define these concepts and to document different aspects

literature has been of major importance for the Norwegian discourse.

of the phenomena they refer to. This research activity has mostly

It is often pointed out that the British government was one of the first

been commissioned by public authorities at different levels in the

to focus on the economic significance of the cultural industries. In

Norwegian policy system. In this paper, I will build my analysis on a

1998 the British government published a report documenting the

sample of research reports on these topics. An important criterion of

cultural industries. Similar work has been done in many countries and

inclusion has been that the reports explicitly mention art and artists.

Bille and Lorenzen has argued that the interest is especially strong in
the Scandinavian countries. However, different countries have given
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emphasize to different concepts in varying degree. Theoretically,

Business a Stage by Pine and Gilmore (1999). In this book the authors

the work of Richard Florida (2002), Joseph B. Pine and James H.

argued that the success of companies is dependent on the degree to

Gilmore (1999), Richard E. Caves (2000) and Charles Leadbeater and

which they are able to develop an experience universe in relation to

Kate Oakley (1999) are central references in the Norwegian research

their products and services. Following Pine and Gilmore experiences

reports.

should be understood as events that engage the individual in a
personal way. The concept of experience economy directs the
attention to the relation between the product and the consumer. A

A dear child has many names

main point in the book was that the experiences that are triggered by

Cultural industries, creative industries and experience

products and services represent a significant economic value – you

economy are all concepts for more or less the same phenomenon.

can sell your products and services to a much higher price if you also

The concepts are slightly different ways to capture tendencies related

can offer a unique experience. The concept of experience economy is

to the assumption that there is an increased interaction between art

in this way not limited to one specific part of the economy – rather it

and culture on the one hand and economic activity on the other. At

represents a general theory.

the same time, these concepts emphasize different aspects of this
development. Therefore, each concept might add different meanings

Experience economy has been used in some of the Norwegian

to the image of artists’ contribution to society. As mentioned earlier

research reports analysed in this paper. In one of them the author

the concepts derive from the international research literature.

defines experience economy in this way (DePaoli 2006:8):
We have to do with an experience economy when experiences

Experience economy
The concept of experience economy was initially introduced in
1999 by the book The Experience Economy – Work is Theatre & Every

in addition to raw materials, manufactured articles and
services drive the economic development. When experiences
are included in economy as independent sales units (music,
literature, film theatre, festivals, amusement parks etc.) and
when experiences are used as an added value to increase
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the sales of traditional products and services. In an advanced
experience economy this “added value” is given a price and
is included as an independent product.

Artistic activity is in this way defined as a potentially
important part of the experience economy. However, the way in

developing a contemporary art concept as well as the musician who
performs on stage and the artist who creates the works of art that is
exhibited at the hotel. The perspective does not distinguish between
the contributions from different occupational groups. Rather it is the
interaction between different occupations that is emphasized.

which artistic activity is included in the definition breaks with the
premise in the charismatic ideology that art not should be adapted
to an assumed market, but be a free and genuine expression of the

Creative industries

creativity of the artist. In this way the concept of experience economy

The notion that creativity is an important key to economic

can be related to theories of postmodernity where the exalted status

development, has for more than ten years been associated with

of art no longer persists. Art is not given a special position, but is one

the work of Richard Florida and especially his book The Rise of the

of many factors that can be used in order to produce experiences.

Creative Class (Florida 2002). The message of Florida that you find

Another report focuses on the experience economy in the Southern

the strongest economic development where the creative class is

region of Norway. The perspective that is developed in the report

resident has almost had an unlimited importance in thinking of urban

emphasizes that it is the synergies that occur in the interaction

and local regeneration in Norway. The ideas of Florida have become

between different types of actors in the economy of the region that

the central reference point in the development of strategic plans at

is of importance. In order to strengthen the economic development

the level of counties and municipalities.

of the region it is necessary that as many actors as possible are
involved in the development of the experience aspect in the products

The argument of creativity being a crucial factor in current

and services produced in the region. The report puts similar

economy has been important also in Norwegian research reports.

importance to the researcher who develops a wireless connection

Jøsendahl et al write for example that “creativity is the key driving force

between a mixing desk and the stage for a festival, the hotel owner

in today’s economy and in this respect crucial for innovation” (Jøsendal et
al 2004:13). With reference to Florida Aronsen writes in another report:

150 2015 Asia Culture Forum

151

Sigrid Røyseng, Norway

industries. Caves underlines that the creative industries include: “book
Culture and creativity are in this way getting a great

and magazine publishing, the visual arts (painting, sculpture), the

importance in modern society as a factor of economic

performing arts (theatre, opera, concerts, dance), sound recordings,

growth. Culture and qualities of places are important
contributors to attract and keep a competent working
force and in this way they become important parameters of

cinema and TV films, even fashion and toys and games” (Caves 2000:1).
A broad spectrum of cultural production is in this way included,

localization. Cultural investments should therefore be seen

both what traditionally has been seen as high culture and also

as investments of economic development and as competitive

entertainment culture.

factor in relation to tourism (Aronsen 2006a:5).

In the Norwegian context, the concept of creative industries
In this way the concept of creative industries takes as

has primarily been used in to studies, one for the region of Rogaland

its starting point the idea that creativity has a special potential in

(Jøsendal et al 2004) and one for the city of Arendal (Aronsen 2006a).

economic development. Further, the concept is often associated

Jøsendal et al draw on the definition of DCMS and underline that this

with a number of mappings conducted by the British Department of

definition directs the attention towards individual creativity. Compared

Culture, Media and Sport – DCMS. The first mapping was published

to the concept of experience economy the concept of creative industries

in 1998 and has been regularly updated. The definition applied in

is pointing to the producers rather than the experience of consumers.

the mappings of the creative industries in Great Britain is: “those

However, creativity is not a clear cut concept. Following Jøsendal et al

industries which have their origin in individual creativity, skill and

(2004) creativity can be defined in numerous ways:

talent and which have a potential for wealth and job creation through
the generation and exploitation of intellectual property” (DCMS

A well-known way of defining the concept is to see creativity

2001:5). In addition, the book Creative Industries – Contracts between

as putting together existing knowledge in a new way.

Art and Commerce by the American economist Richard E. Caves

The most important driving force of creativity is intrinsic

(2000) has been an important reference for the concept of creative

motivation. This implies that goals defined by or under
pressure from external environment will not strengthen the
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creative abilities of a person (Jøsendal et al 2004:13).

commissioned by the Ministry of Trade and Industry have used this

Creativity is in this way seen as a power from within, from the

concept. In a discussion on which concept to choose, the researchers

creative person and not as an ability that can be pushed forward by

who did the first comprehensive mapping of the cultural industries in

external forces. This way of reasoning has affinity to the idea of the

Norway argued that in order to distinguish one industry from another

charismatic artist. The inspiration of the artist either viewed as a gift

it is necessary to start by specifying the distinct characteristics with

from God or as an inner and personal power is central to the concept

the products the industry is producing. The researchers argue that

of the charismatic artist. Following some interpretations of the

neither experience economy nor creative industries is sufficiently

concept of the charismatic artist, external influence can even harm

specific:

the creative process of the artist (Mangset 2004).
(…) both “creative industries” and “experience economy”
	

The concept of creative industries and experience economy
are used in different ways and points to different parts of the value
chain in cultural production. At the same time the operationalization

are concepts with limited analytical value. They direct the
attention towards the aspects of creativity and experiences
which are both important in many industries. However,
neither of them contributes to the identification of specific

of the concepts have in common that they do not give art any special

characteristics of one or one group of industries. This is

position. In the Norwegian mappings of the creative industries art is

due to the fact that they include a relatively large variety of

equated with all other creative work as advertising and media.

activities and businesses with little in common. This makes
it difficult to study the phenomena and thereby contribute to
the development of a knowledge base that can be used for

Cultural industries
In the Norwegian context, the concept of cultural industries
has got the strongest foothold both in politics and in academia.
This is related to the fact that the most comprehensive mappings
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should be defined and delineated Haraldsen et al (2004) draw on

industries because artists as authors, visual artists, musicians etc.

the international research literature, especially the contributions of

are the most central producers within the cultural industries. In

David Hesmondhalgh and David Throsby. Hesmondhalgh differentiate

another report (Løyland et al 2007:11) the term “creative core” is used

between products that have communication and products that have

to describe the role of the arts in the cultural industries. Løyland et al

function as their primary characteristic. According to Hesmondhalgh

underline that this is related to a common assumption that it is within

the communicative products should be considered as cultural

the arts that new artistic and cultural expressions are created. This

products. However, it is not easy to distinguish between functional

way of conceptualising the role of the arts in the cultural industries

and communicative products. Therefore Haraldsen et al underline

is inspired by the economist David Throsby (2001). He argues that

that a product becomes a cultural product when the communicative

artistic activity is the core of the cultural industries because they are

aspects of a product become dominating compared to the functional
aspects. While the experience economy focus on the relation between

“centred around the locus of creative ideas, and radiation

products and the consumers and the creative industries focus on

outwards as these ideas become combined with more and

the producers, the concept of cultural industries direct the attention

more other inputs to produce a wider and wider range of

towards the products.
Haraldsen et al (2004) argue that artistic activity is the core

products. Thus at the at the core of this industry model lie
the creative arts as traditionally defined: music, dance,
theatre, literature, the visual arts, the crafts…” (Throsby
2001:112).

of cultural industries. One important reason for this is that artistic
activity represents a significant proportion of the cultural industries.

When the arts are placed in the core of the cultural industries

Following the mapping made by Haradsen et al artistic activity is the

in this way, they are seen as the creative centre where raw materials

second largest industry within the cultural industries and represents

for new innovations in other parts of the cultural industries are

12% of the total employment in the cultural industries. Further they

created. Following Throsby, the relation between cultural industries

maintain that artistic activity can be seen as the core of cultural

and other industries can be seen as “a widening pattern of concentric
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circles. The arts lying at the centre, and with other industries forming

business terminations. Even if Haraldsen et al claim that artistic

the layers or circles located around the core, extending further

activity represent a dynamic core in the cultural industries, they also

outwards as the use of creative ideas is taken into a wider production

underline that the core is not dominating. Since most of the firms in

context” (Throsby 2001:113). In this way Throsby sees artistic activities

artistic activity are small, they are dependent on other business in

as a source of creative ideas that can be further utilized in a broader

order to distribute and sell their products. This means that artistic

context of production. Haraldsen et al (2005:25) specify this and

businesses are dependent on others in order to realize the economic

maintain that artistic activity as writing, composing, creating works

value of their products. Because the businesses on which the artistic

of art is the essence – the primary production, the research and

businesses are dependent are larger they are also the dominating

development activity of the cultural industries. Other production

part of the relation. Following Haraldsen et al (2005:26) this means

within the cultural industries is – directly or indirectly – derived from

that the relation is an asymmetric one. Even if the arts are considered

the primary production.

to contribute with raw materials to the cultural industries, the
arts are also characterized by a weak business structure which

Compared to the concepts of experience economy and

means that they might be exploited by the other parts of the cultural

creative industries, the concept of cultural industries in this way

industries. Haraldsen et al however argues that asymmetry does not

gives the arts a special position. The arts are understood as a

necessarily have to be negative for the arts. According to them the

specialized area characterized by a creative powers. Haraldsen et al

cultural industries would not survive at all if the dominating part of

(2004:26, Haraldsen et al 2008:22) further see artistic activity as the

the industries exploits the dynamic core. Artistic activity is in this way

dynamic core of the cultural industries. Artistic activity is the group

given a crucial role in the cultural industries: without the arts, the

of industries within the cultural industries with the highest growth

cultural industries would not exist.

in employment and the highest growth in the gross product. Artistic
activity is also the part of cultural industries with the highest number
of establishments of new businesses and the highest number of
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The contributions of the cultural industries

industries are considered to fit very well with some important social

Even if experience economy, creative industries and cultural

changes. A higher level of income and more leisure time in the

industries are different conceptualizations of some of the new

population is seen as prerequisites for higher consumption of cultural

tendencies in the intersections between art and culture on the one

goods. The cultural industries are not only seen as an important

hand and economic activity on the other, it seems to be a general

contribution to economic development, the economic development

consensus about the importance of the phenomenon to which they

is also seen as an important contribution to the development of

refer. In the following, I will for the sake of simplicity use the concept

the cultural industries. In addition it is argued that an ongoing

of cultural industries. Common to most of the reports analysed in

individualization means that the consumers are increasingly looking

this paper, is a belief in the importance of cultural industries in the

for unique rather than standardized products. The production of

economic development of the future. In general there are three main

goods and services must therefore be adjusted to the consumers.

points in the arguments of the importance of the cultural industries.

Compared to low-cost countries, it is also argued that Norway has
a comparative advantage when it comes to the cultural industries

Firstly, it is argued that the cultural industries have a

because of the high level of education. The cultural industries are not

significant potential for value creation. On the one hand this is related

only considered to represent a significant potential for value creation

to the production that takes place within the cultural industries. The

in itself, they are also seen as an input to other industries in which

cultural industries are estimated to be twice as big as agricultural

they also will increase the value creation. The cultural industries are

industries in Norway in terms of gross product. In some of the

in this way also appreciated for their transfer value. This is the central

analysed reports it is argued that taken into account that the cultural

idea of the two next points.

industries are bigger than both agriculture and forestry, they get
surprisingly little attention (Haraldsen 2004:36). In addition to their

Secondly, the cultural industries are seen as important for

significant importance so far, it is argued that there is a great potential

urban and regional regeneration. This line of reasoning is inspired by

for value creation related to the cultural industries. The cultural

Richard Florida’s concept of the creative class. The cultural industries
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are a central part of the creative class and following the argument

locality bound, i.e. their production is rooted in a special environment.

of Florida the best business development will be where the creative

Haraldsen et al claim that this means that it is unlikely that these

class chooses to settle. The cultural industries are in this way given

companies will move to other places (ibid.:64). In this way the authors

an important role in industrial policy. This way of arguing is present in

imply that cities or regions that succeed in getting companies within

several of the reports.

the cultural industries to settle have promising future because the
cultural industries will stay. Haraldsen et al also argue that the

Haraldsen et al write that: “A dynamic culture sector (where

products of the cultural industries have such a nature that they have

the cultural industries play an important role) can contribute to

to be consumed there and then, they are time and place specific.

the attractiveness of a place both when it comes to the population,

This means that the cultural industries not only mean increasing

business and tourists” (Haraldsen et al 2004:9). In this way the

cultural production it also mean increasing consumption. The authors

authors point out that culture will strengthen the attractiveness of a

also underline that the cultural industries are labour-intensive and

place. They specify that

consequently will create new jobs. Finally, the authors maintain that
the cultural industries are especially attractive to young people. The

(…) cities, regions and countries are to a growing extent

argument is not further developed, but it substantiates the claim that

competing about keeping/attracting inhabitants, business,

the cultural industries are promising industries.

publicly financed activity, tourists etc. In this geographic
competition (the competition between places) it is important
to appear as an attractive place with unique qualities
(ibid.:63).

Haraldsen et al underline that the cultural industries have
some special qualities that make them attractive to the development
of places. Many of the companies within in the cultural industries are

162 2015 Asia Culture Forum
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attractive places and Florida is a central reference in these:
	

Among other things Florida uses the proportion of artists
in a region as one (amongst several) indicators for the
quality of places that are attractive for highly educated
and creative persons. Artists are considered to be the
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first group to identify exciting living environments that are

innovation and competitive strength of other industries,

attractive also for other members of the creative class of

for example by contributions to design and marketing of

Florida (Isaksen et al 2006:10).

goods and services. This role can be explained by a broad
perspective on innovation where innovation is understood

High density of artists is seen as sure sign of an attractive

as a social process which involves active learning between

area. It is underlined that artists have a special ability to identify

different actors. Generally, innovation is then about developing

places that will be attractive to a broader population. Artists are in
this way seen as a kind of avant-garde in the development of cities
and regions. The argument is parallel to theories on gentrification
which also underlines that artists are central in the early and creative
stages of transformation of labour class districts to middle class
districts (Sæter and Ruud 2005). In the context of this paper the role

or significantly changing existing products, services and ways
of organizing activities (Bugge and Isaksen 2007:10f).

The authors underline that the cultural industries potentially
contribute far beyond the activities that take place in the cultural
industries themselves. Other industries can learn from the cultural
industries. A similar point is made by Haraldsen et al:

in which artists are placed is of particular interest. Artists are looked
upon as agents of transformation. They add cultural value which in

Most companies within the cultural industries are very

turn can be converted into economic value.

innovative and they are learning companies that often
work with other companies in loosely coupled and flexible

Thirdly, the cultural industries are characterized with a

networks , i.e. they have many of the qualities that the

range of qualities that makes them especially interesting in a broader

businesses in general seek for or can learn from (Haraldsen

business perspective. In one of the reports this is formulated in the

et al 2004:64).

following way:
The cultural industries make an indirect contribution to
business development because they can stimulate the

164 2015 Asia Culture Forum

Innovation, learning and flexibility are central concepts in the
industrial policy discourse of today. When the cultural industries are
characterized by these concepts they are constructed as industries

165

Sigrid Røyseng, Norway

with a special meaning. This way of reasoning is related to a more

exploration for the creation of new and innovative expressions is

general change in the contemporary discourse on industrial policy.

interpreted as more or less tantamount with the concept of innovation

In macro economical thinking there has been a shift from seeing the

in the industrial policy discourse. The creative and innovative work

access to resources and low cost work forces as an explanation for

of artists is understood as very attractive to business development.

economic development to a focus on the development of technology

How are the innovations of artists then to be transferred to the

and knowledge made by innovations (Gjelsvik 2007:15). When the

development of other industries?

cultural industries are claimed to have these qualities it is underlined
that the cultural industries not only are valuable in themselves, but

Haraldsen et al (2004:28) suggest that the cultural industries

also for other industries. The cultural industries are seen as a model

should be integrated into the so-called innovation system in the same

for other industries. Haraldsen et al specify that the dynamic core, i.e.

way as research and development (R&D). In the innovation literature

artistic activity, plays a crucial role:

innovation systems comprise all factors that control the innovation
process. Economic, social, political, organizational and institutional

	In the global economy where innovations and design are

factors in addition to other factors that influence the development,

growingly important as a source to competitive advantages,

the diffusion and the use of innovations are included (Fagerberg et al

cultural industries in general and the dynamic core in
particular can work as a model for other businesses. This
is also underlined by Wood who claims that the cultural

2005). Research and development play an important role in innovation
theories. By suggesting that the cultural industries can play the role

industries “… are founded upon the principle that innovation

as research and development in the innovation system, the cultural

is the key – they are classic learning industry” (Wood 1999).

industries are placed at the centre of the innovation system where the

He claims that this in particular applies for the dynamic

power of innovation is.

core where almost all products can be characterized as
innovations (Haraldsen et al 2005:29).

Here a central characteristic of the field of art, the continuous
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The problem of attitudes

There is a need for artists with “a wish to promote the role of art in

In most of the reports it is claimed that the potential for the

society, that even if art should be a commentary and a critique of

cultural industries are huge. However, several reports underline that

the rest of society, it is also part of a bigger picture (…)”. The critical

there is a need for change of attitudes in order to realize this potential.

function of the arts is acknowledged, but at the same time the authors

In one report for example the authors point out that weak business

maintain that artists should see themselves beyond this mission. The

competence and market knowledge is a bottleneck for further

potential contribution of artists to business is formulated as a mission

development of the cultural industries (Bugge and Isaksen 2007:32f).

that should have more focus for artists.

In another report the authors mention the “problem of attitudes” as
one of several important challenges for the cultural industries: “Very
few in the field of culture identify themselves as entrepreneurs, firms

Concluding remarks

or commercial actors, they are first and foremost artists and cultural

The aim of this paper has been to analyse the growing

persons; professional persons” (Hansen et al 2010:36). Following

emphasis on the concepts of experience economy, creative industries

Hansen et al, the problem of attitudes means that the potential for

and cultural industries as ways in which the social contract of

profits is not realized. Hansen et al state that the actors within the

artists are negotiated. How is the contribution of artists to society

cultural industries seem to be happy to break even. The desire to

constructed by these concepts and what are the implications for the

make profits is weak.

professional autonomy of artists?

In the reports where the problem of attitudes is discussed,

The material that I have analysed communicates a very

this problem is seen as something that can be solved. In one of the

optimistic view on the significance and potential of the cultural

reports it is underlined that a change of attitudes presupposes that

industries. It is argued that the cultural industries already are

the artists see their contribution to business as a part of their mission

important to economic value creation and that the potential is huge.

in society and that they work in order to realize it (Ervik et al 2009).

While some of the reports – especially those using the concept of
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experience economy and creative industries – do not distinguish

On the other hand the contribution of artists to the cultural

between the role of the artists and the roles of other actors, the

industries in particular and business development in general is

reports focusing on the concept cultural industries place the artists

mostly related to economic value creation. When it is argued that the

at the centre of the cultural industries. It is underlined that artists

explorative activity of artists can be of significant value for innovation

represent the fastest growing part of the cultural industries and that

the contribution is directly related to the importance of innovation

artists can give a significant contribution to other industries. In this

in the industrial policy discourse. Innovation is in this discourse

way the reports are drawing a picture of a growing income potential

understood as the most important growth factor in regional and

for artists.

national economies (Gjelsvik 2007). Artists are in this way given an
important societal mission. Their role is to develop the innovative

The ways in which artists are considered to contribute to

power of business.

business development rely both on the charismatic ideology and
on neoliberal thinking. On the one hand the contribution of artists

The reports I have analysed can be seen as manifestations

to innovations in the cultural industries as well as other industries

of an ongoing process in which the social contract of artists is

is related to their abilities of seeing the world in new and innovative

negotiated. New expectations are directed towards the artists and

ways. A similar view on artists is present in the argument on urban

they are encouraged to contribute to business development. It is even

and regional regeneration. The artists are seen as an avant-garde in

suggested that the artists should change their attitudes and learn

these processes with a special ability of seeing and finding qualities of

the rules of the game of business. Following Funck, it is the trust

places that the ordinary eye does not see. And when it is argued that

relationship between the artists and policy elites that is important

the contribution of artists can make products attractive and unique it

here. The level of trust is crucial to the professional autonomy of

can be interpreted in light of the notion of artists having the ability to

artists. However, following the sociology of professions, professional

fetishizing these products.

autonomy does not exist as an absolute phenomenon. It is a relative
concept with different dimensions. The material I have analyzed is
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not sufficient to answer the question of professional autonomy in
an adequate way, but it gives me an opportunity to suggest some
answers.
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Introduction

policies understood against the backdrop of globalization processes,

In this paper, I will trace place-making in public cultural

and she has published extensively on these issues in Swedish. Her
most important international publications include “Making Geography

policies in the Nordic countries. The presentation will be sketchy and

Matter in Cultural Policy Research: The Case of Regional Cultural

somewhat superficial, and it is perhaps primarily directed at those

Policy in Sweden”, in Singh, J.P. (ed., 2010), International Cultural

readers who are not familiar in detail with cultural policy in the Nordic

Policies and Power (Palgrave MacMillan), and “Culture, Sustainable
Development, and Innovation: The Case of Norrby, Sweden”, in

countries. My main concern is the political side of cultural policy, that

Hristova, S., Dragicevic Sesic, M. & Duxbury, N. (eds., 2015), Culture

is, my emphasis will be on the political-administrative framework of

and Sustainability in European Cities (Routledge). Johannisson chairs

cultural policy rather than the consequences of policies for artistic

the scientific committee of The International Conference on Cultural
Policy Research (ICCPR), a biennial research conference which is

and cultural activities. Empirically, I will draw mainly on research

organized in association with The International Journal of Cultural

on local and regional cultural policy in Sweden, and my argument

Policy, and she was co-editor of the open access scholarly journal

will thus be relevant primarily to the Swedish context. In relating to

Culture Unbound: Journal on Current Cultural Research 2009-2012.
Johannisson was recently appointed Deputy Vice Chancellor for
Research at her university.

research by colleagues on cultural policy in the Nordic countries,
however, I hope to make my argument transgress the borders of

Jenny Johannisson, Sweden

Sweden. The Nordic countries – Denmark, Finland, Iceland, Norway

the democratic welfare policy system presupposes a strong national

and Sweden – are often portrayed as a more or less homogenous

government level that has the equal distribution of resources as its

entity, as a specific region that singles itself out from the rest of

primary aim, the municipalities have played a substantial part in

Europe and also the rest of the world. To a large extent this image is

implementing welfare policy at the local government level (Bogason

well-founded, since all the Nordic countries share historical roots and

1996). This division of responsibility between the national and local

have for a long time had close relations; Sweden and Denmark have

levels of government still constitutes an important cornerstone in

even for long periods of time colonized the other Nordic countries.

cultural policies in the Nordic countries. What Nobuko Kawashima

When all the Nordic countries had become sovereign nation-states

(1997, p.346) identifies as political decentralization, that is, “/…/

in the beginning of the 20th century, they have taken a similar path in

the diffusion of political and administrative power for making and

developing modern welfare-oriented political democracies with a

implementing cultural policy” is thus a characteristic of Nordic

relatively strong public sector. They have also shared similar views

cultural policy (Duelund, ed. 2003; Mangset 1995; Mangset et al.

on the role of cultural policy in such welfare-oriented democracies.

2008). Vertical political decentralization is further not only considered

Therefore, cultural policy researchers have found evidence of a

a tool in fiscal decentralization (Kawashima 1997, p.345), that is,

“Nordic Cultural Model”(Duelund, ed. 2003) or at least important

“/…/ the diffusion of public expenditure in the arts and culture”,

common traits in cultural policies in the Nordic countries. Having said

but also an important vehicle for cultural decentralization, that is,

this, however, there are also important differences, some of which I

decentralization that “/…/ aims to promote ‘fair’ distribution of the

will identify in this paper.

arts to a wider population”(ibid., p.344). In a Nordic context, however,
it is not only the dissemination of professional artistic activities to

Since the 1960s and 1970s, when cultural policy was formally

as many citizens as possible that is the objective of public cultural

established as a distinct policy field within the democratic welfare

policy, but also that as many citizens as possible should themselves

policy systems within the Nordic countries, the spatial distribution

engage in cultural activities (Mangset et al. 2008). To reach this dual

of power within the cultural policy field has been a key issue. While

aim of cultural policy, the national government level has traditionally
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taken main political and financial responsibility for the production of

introduced an international level of government into national political

professional artistic activities, the working conditions for professional

systems, and on the other contributed to an increased emphasis on

artists, and the institutional infrastructure of, for example, theatres,

the role of regions and the regional level of government. That large

concert halls and museums. While the local level of government

parts of Western Europe, including the Nordic countries, have now

has always contributed financially to this institutional infrastructure,

entered a post-industrialist state has further enforced the view of

the primary concern of the local level has been culture in a broader

regions as the optimal functional entity when adapting public policy-

sense, provided by institutions such as public libraries or municipal

making for the future. In regions as functional entities the city plays a

schools for music and the arts for children and the young. The

key role. The city is considered as the hub and major driving force of

national government level has thus focused primarily on the

development in the struggle between regions on a global competitive

production of artistic activities, and the local level of government has

market. Since culture is increasingly introduced as a tool in making

focused on citizens’ participation in culture.

cities and regions more attractive on this market, cultural policy
in the Nordic countries is challenged in terms of its contribution to

This basic division of responsibilities between the local and

making use of culture in what I will label as creative place-making.

national government levels remains in the Nordic countries. The

This is a double challenge: not only does it strengthen the tendency

role of both municipalities and national government has, however,

towards increased instrumentalism in public cultural policy systems

undergone major changes over the last decades. Globalization

that at least rhetorically aim to serve the autonomy of the arts

processes, in this context understood as parallel processes

and culture, but it introduces place in a way that makes visible the

of internationalization and decentralization, have increasingly

interdependency, but also conflicts, between different levels of

infused the political system and policy practice with what political

government. In the following, I will trace how this double-edged

scientists label as multi-level governance (see, e.g., Farrell, Hettne

challenge has been dealt with in primarily Swedish cultural policy, but

& van Langenbove, eds., 2005). The European Union, of which all

with relevance also in the rest of the Nordic countries.

Nordic countries except Norway is a member, has on the one hand
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Place-making in Nordic cultural policy

between culture, place-making and cross-sectoral collaboration
that cultural planning entails is what triggered my interest and made

Cultural planning is urban planning with emphasis on

me devote my doctoral thesis to the cultural policy (re)construction

the cultural resources of the city and how they can contribute

process that took place in Gothenburg during the 1990s (Johannisson

	

to urban development. The concept of culture is here used in a
broad, anthropological sense, a concept that basically covers
any expression, from the arts and culture to sport and urban

2006, 2009). What intrigued me was, in particular, how cultural
planning seemed not only to introduce a new approach into local

agriculture. The focus of cultural planning is the public spaces

cultural policy, but also how this approach seemed to infuse public

in the city, social life and the city’s identity. (City of Gothenburg

cultural policy in a Swedish context with a sense of place that had

2013, p. 22, author’s translation)

hitherto been, if not completely absent, then at least strongly downplayed.

In this quote, the City of Gothenburg, Sweden’s second largest
city with about 530,000 inhabitants, explains what cultural planning

My study on how the two policy problems of visions for and

is and how it fits into the city’s public cultural policy. Cultural planning

organization of public cultural policy was dealt with by the City of

is an approach to culture and urban development that was translated

Gothenburg during the 1990s basically confirmed that the governing

into the Swedish context mainly by the UK-based cultural researcher

principles of cultural policy in the Nordic countries since the early

Franco Bianchini (cf., e.g., Bianchini & Parkinson, eds, 1993). In 1998,

20 th century were applied also in Gothenburg. Danish cultural

the City of Gothenburg was the first Swedish municipality to include

policy researcher Dorte Skot-Hansen (1998) has expressed these

cultural planning in its cultural policy framework. Since then, several

guiding principles in terms of three cultural policy rationales; the

Swedish but also Danish, Finnish and Norwegian municipalities

humanistic, the sociological and the instrumental. Skot-Hansen

have followed suit, and today there is also a Nordic network for

(ibid.) underlines that these rationales in no way replace each other

municipalities that work with or want to work with, cultural planning

over time, but rather that more or less emphasis is placed on each

(URL: http://www.culturalplanninglaboratory.se/ ). The explicit link

rationale in historically and geographically specific settings. Between
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the 1930s and 1970s, the humanistic rationale with its focus on the

The welfare discourse enclosed every element of the sociological

dissemination of professional fine arts of high quality through the

rationale, but also a national space as a founding principle. When

public welfare system dominated Nordic cultural policy. In the 1970s,

cultural policy is introduced as welfare policy, it is like any other

this rationale of democratizing culture was supplemented by the

welfare resource primarily considered from the viewpoint of national

sociological rationale, infusing public cultural policy with increased

government responsibilities for making the distribution of these

interest also in citizens’ participation in cultural practices and

resources as equal and fair as possible across the nation – or, in the

cultural democracy. From the 1980s and onwards, the instrumental,

case of Gothenburg, the central municipal authorities’ responsibility

primarily market-oriented rationale has gained ground not only in the

for making the distribution fair across the city. From this perspective

Nordic countries, but all over Western Europe. In this rationale, the

local variation and place-specific expressions are considered a

value of the arts and culture is neither measured against artistic nor

challenge to national uniformity, even though the welfare discourse,

sociological criteria, but against the criteria of potential contribution

in including an anthropological concept of culture, acknowledges the

to social development, and most prominently, economic growth.

importance of place in the sense that “/…/ cultural activities can be
related to place based production of artifacts, consuming varieties

In my study of cultural policy (re)construction in Gothenburg,

of items, reproducing cultural identities and performing arts”

the three rationales were translated into three discourses; the quality

(Järvelä 2009, p.165). On the whole, however, this acknowledgement

discourse, the welfare discourse and the alliance discourse. In

is primarily rhetorical and not implemented into actual measures.

rephrasing the rationales in terms of discourses, I aimed at making

In the alliance discourse the challenge of local variation is turned

the distinct concepts of space/place that were integral parts of the

into an asset, in the struggle between glocal places over attention

discourses visible. While the quality discourse included all elements

on a global arena. As with the rationales, it is important to note

of the humanistic rationale, I could identify how this discourse also

that the discourses, including their concepts of space and place, do

relied on an artistic, universal space that transgressed geographical

not replace each other over time, but rather one discourse tends

boundaries, infusing the discourse with a truly transnational element.

to dominate over the others in specific policy settings. The alliance
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discourse basically includes all the elements of both the quality

The region in Nordic cultural policy

discourse and the welfare discourse, but it is distinct from the others

While the national governments and municipalities have

mainly for two reasons; firstly, the alliance discourse introduces place

played key roles in public policy-making in all the Nordic countries

as a crucial category in public cultural policy-making, and, secondly,

since the early 20th century and their division of responsibility is

it identifies no conflict or even tension between public policy and the

basically the same across the five nations, the nations have different

private sector. Instead, public, private and civil sectors should work

systems at the regional level of government. At the local level of

together to reach the common objective: financial and social progress

government, municipalities enjoy self-government and have their

in a distinct geographical unit; a specific place. While this place could

own power of taxation, but at the regional level, this is the case only

potentially be a nation-state as well as an international region such as

in Sweden and Norway. It is thus only these two nations that could be

the European Union, in the case of Gothenburg the unit is that of the

said to display a truly tripartite political system, including the local,

city. While this would seem self-evident since the policy process at

regional and national levels of government. In Denmark, the number

hand is undertaken by a city, the city as unit for progress transcends

of municipalities has been strongly reduced and cultural policy

the empirical case of my doctoral thesis. In Swedish cultural policy, as

responsibilities at the regional level removed, while Finland seems to

well as in the cultural policies of the other Nordic countries, the city is

focus on developing collaboration between municipalities rather than

generally seen as the main arena for the arts and culture as driving

establishing an autonomous regional level of government. In these

forces in creative place-making for social development. To scrutinize

countries, the regional level has over the last decade increasingly

the role of cities more carefully, however, I will first introduce the

become an arena for collaboration between municipalities and other

regional level in Swedish and Nordic cultural policy.

agents aiming at social development from a regional perspective. In
sum, Sweden singles itself out from all the other Nordic countries in
combining the region as a formally autonomous level of government
and the region as an instigator of social development.
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The more self-sufficient regions in Sweden were established

regions on the consequences for cultural policy of this regionalization

in the 1990s, and basically consist in the amalgamation of several

process show that the national level of government and the regional

county councils into larger political units. These units could be

level hold very different views on the role of regions. While the

considered a manifestation of political decentralization, since they

national government still holds the view that the regions should

imply the allocation of power to the regional level of issues that were

primarily deliver to the national political system, the regions consider

previously owned by the national level of government. In addition to

the national government level as only one of several relevant political

the traditional responsibility for healthcare, the new regions were

units. For the regions, multi-level governance is both a rationale and

also granted responsibility for regional development and cultural

integrated into the everyday activities of regional government, acting

policy. There were two basic motifs underlying the establishment

in between the local and national government on the one hand, but

of the new regions; the need for fiscal decentralization on the one

also acting across national borders on the other. While not formally

hand, and the regional rationale deployed by the European Union at

entitled to initiate interstate relations, it is interesting to observe that

the time on the other. This rationale positioned regions rather than

Swedish regions shape and implement an informal foreign policy of

nation-states as the optimal functional unit for policy-making and

their own (Johannisson 2010). In this sense, transnational relations

social development. The key argument is that the role of regions has

are both a basis for and an integral part of regional policy-making.

changed; from subordinated delivery units to the national economy,
to autonomous instigators of economic growth (Keating 2002). This

The actual content of regional cultural policy, however,

argument was used by local and regional politicians in Sweden to

seems to mainly reproduce traditional cultural policy rationales

persuade the national government that larger, more autonomous

and discourses (Blomgren & Johannisson 2014). On the one hand,

regions were necessary, not only from the regional perspective,

regional cultural policy devotes most of its financial resources to

but also from a national one. While the European Union presented

uphold the infrastructure of art and cultural institutions owned

itself as the “Europe of regions”, so should Sweden build its future

primarily by the national government, but pays increasing attention

prosperity on “a nation of regions”. Case studies of several Swedish

to the economic and social impact of the arts and culture on the
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other. As for place-making, the new Swedish regions have found it

based economy”, culture and, in particular, “cultural centers” other

difficult to argue that their political legitimacy could be based in any

than Stockholm have crucial roles to play:

sense of a regional cultural identity, at least not in the way displayed
in other parts of Europe (e.g. Catalunya in Spain and Scotland in the

		

In our opinion, the cultural field is an important driving

UK). “The region” in Swedish cultural policy thus remains a political-

force for development, and the development of cultural

administrative unit, rather than a place tied to a specific cultural

infrastructure and competence should be given the highest

identity. Identity based place-making is thus referred to the city.

priority. As in other fields of development, measures taken
should be based in general regional development policy.
A positive development implies equal living conditions

The city in Nordic cultural policy

throughout the nation. We’re convinced that this objective
is best achieved by distributing responsibilities between

In Sweden, the political process that led to the establishment

dynamic centers. Knowledge-based development demands

of more self-sufficient regions in the cultural policy field provided also

the concentration of population and competence, as well

the major Swedish cities with acting space for their specific interests.

as research, R&D-activities and knowledge intensive

In 1994, Gothenburg together with Malmö (Sweden’s third largest

production. Also culture has a vital role as driving force

city with about 250,000 inhabitants) and Umeå (with about 100,000

for development. (Göteborgs stad, Malmö stad & Umeå

inhabitants) submitted a joint missive to the then ongoing national

kommun 1994, p. 2, author’s translation)

investigation on cultural policy. In this missive, the concentration of
art institutions, professional artists and public funding to the national
capital of Stockholm is portrayed as a threat not only to artistic
development and the development of Swedish cultural policy, but also
as a threat to the general development of Sweden. In such progress,
based on economic growth and full employment in a “knowledge-

The missive is inspired by the Council of Europe´s evaluation
of Sweden’s national cultural policy in the late 1980s. British cultural
policy researcher John Myerscough led the expert group in charge
of the evaluation, and its final report includes an argument about
the need for an increased amount of cultural centers. It is further
argued that the time for expansion in Swedish cultural policy is
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over, and instead existing measures should be mapped, evaluated

they have all been influenced by the market-oriented rationale. In

and concentrated. The dominance of Stockholm, however, should

the early 21th century, Richard Florida’s (2002) argument about “the

be broken and new centers should be established (Myerscough

creative class” and the city as the home of this class became very

1990, p.59, 88, 148). In a way similar to that of regions, the argument

influential. “Doing a Florida thing” (McGuigan 2009) seemed to be the

challenges the dominance of nation-states, that have been the

way of doing things in several European local and regional settings,

dominant arena for creating, reproducing and transforming political

including the Nordic ones (cf. Egeland 2009; Skot-Hansen 2004). The

power (Volkerling 1996, p.190), and thus the integral ambition of

role of culture in urban planning – that is, place-making understood

nation-state building to adapt subnational forms of government into

from a political perspective – has thus developed over time: the city is

the overall “territorial organization of the state” (Agnew 1987, p.38). In

no longer only a center for artistic production or a space for diverse

addition, it challenges the dominance of the national capital city over

cultural identities, it is also a commodity on a global market. Dorte

other city regions throughout the nation.

Skot-Hansen identifies this development in the illustration below of
three different strategies in relating the arts and culture to urban

The ambition of cities outside the capital should, however,

planning.

not only be seen in the light of vertical political decentralization,
that is, as an expression of the ambition to diffuse political power to
strengthen democracy. It should also be considered as an instance
of horizontal political decentralization, that is, the diffusion of power
not only between different agents on the same level of government
(Kawashima 1997), but also the diffusion of power between public
agents and agents in the private or civic sectors (Kangas 2004). Even
though Sweden and the other Nordic countries have been reluctant
– on all government levels – to privatize in the field of cultural policy,
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Creative cities
- à la Florida

Cultural Planning
- planning with
culture

Arts Policy
- planning for the arts

Cities as global
competitors

City as a local space
- Geographical

City as an art-scene
- sector based

Planning fun and flow
for the creative class

Planning for diverse
lifestyles and
sub-cultures

Planning for
“creative moments”

Culture as experience

Broad,
anthropological
definition of culture

Narrow, humanistic
definition of culture

Creativity as
economic capital

Creativity as a local
resource

Creativity as aesthetic
experiments with
intrinsic value

Culture-led economic
strategy
based on the 3 T’s

Strategic use of
culture in community
development

Strategic
development of
the arts and their
audience

sociological rationale and the version of the welfare discourse that
emphasizes the role of anthropological culture in cultural policy is
clearly one important starting point for cultural planning, that was
first initiated in the late 1970s as a response to the introduction of
a broader concept of culture into public cultural policy on the one
hand, and the need to overcome the “/…/ gap between the rich and

Adapted from Skot-Hansen (2009, p.194)

While Skot-Hansen does not position the different
strategies within a specified timeframe, it is in my opinion possible
to read the illustration from right to left, thus making visible a
temporal development in Nordic – and to some extent more
generally Western European – strategies for making use of the
arts and culture in urban planning. Arts policy is obviously related
to the humanistic rationale and the quality discourse, evident in
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Nordic public cultural policy at least since the early 20th century. The

healthy minorities, and the increasingly poor, ailing and stigmatized
population” (Skot-Hansen 2009, p.202) of post-industrial European
cities on the other. The creative city, finally, could be considered as
a response to the steadily increasing de-regulation of public policy,
sweeping over Western Europe from the 1980s and onwards, with
the blurring of previous barriers between the public, private and
civic sectors as a consequence (Mangset 1995, p.73). While the arts
and culture is considered as a resource that will promote social
development in all three strategies, the proposed argument for the
social impact of the arts varies between them and is based on specific
translations of ‘the city’, ‘urban planning’, ‘culture’, and ‘creativity’.
The translation of these concepts into the strategy of the
creative city could be considered a manifestation of the “Culture
2.0 model” in Italian cultural economist Pier Luigi Sacco’s seminal
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argument on how culture has been positioned in Western societies

participation in both the production and use of culture to an extent

over time (e.g. Sacco 2011). In Culture 2.0, culture – understood

that even makes the distinction between producer of and participant

primarily in terms of the cultural and creative industries – has

in culture obsolete. When identifying strategies for European Union

become a distinct economic sector in society, introducing a shift

structural funds programming, one strategy particularly relevant to

also in public policies that “/…/ are increasingly addressing not only

the role of culture in urban planning and place-making is what Sacco

issues of enhancing access of audiences to cultural products and

labels “local identity”:

experiences, but also of enhancing productive and entrepreneurial
capacities /…/ in the light of their increasingly relevant contribution to

		

Aiming to generate the basis of a new cultural

the macroeconomic level of activity” (ibid., p.3). This is a translation of

governance that relies in local identity and that brings

the relation between culture, the city and public policy-making that is

sustainable development considerations into cultural policies,

quite different from that in the “Culture 1.0 model”, which is instead
dominated by the idea of “/…/ public patronage, with the state devoting
public resources to the support of culture and the arts to the benefit of

the Agenda 21 for culture (http://www.agenda21culture.
net) encourages cities to elaborate long-term cultural
strategies and invites the cultural system to influence the key
planning instruments of the city/region. Within the context of

the society as a whole” (ibid., p.2). A key challenge to the latter model

a more coherent and comprehensive strategy of systematic

is its inherent incapability to further any wider access to both cultural

coordination of all of the indirect effects of cultural production

production and participation, since the model presupposes a certain

and participation, it would be very important to orientate

degree of both social and economic capital. Obviously, this challenge

local projects of cultural revitalization toward a pro-active,

remains in the Culture 2.0 model, although the requested capital is

participative approach that builds local skills and capabilities

now mainly of the economic kind. In addition, the direct positive effects

assets rather than toward mounting inauthentic, instrumental

of the creative industries as an economic sector have been difficult to
prove (ibid., p.3). According to Sacco, however, what we are currently

spectacles to the benefit of the hit-and-run tourism. (Sacco
2011, p.9)

witnessing is yet another shift, into a “Culture 3.0 model” that enables
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In this quote, Sacco provides the basis for an alternative

rather reduced to the sector of arts and culture. While this provides

approach that, to my mind, seems to imply a readjustment or

no basis for objecting to Sacco’s approach per se, it identifies the need

refinement of cultural planning. Sacco’s argument has gained a huge

for additional empirical research on how culture is used as a tool in

influence on cultural policy makers in Sweden, particularly at the

urban planning and place-making. While the importance of the arts

local and regional levels of government. In addition to emphasizing

and culture is stressed in strategies and visions for urban cultural

the participatory aspects of public cultural policy which are a primary

policy, there is, as Pasi Saukkonen and Minna Ruusuvirta (2012) point

concern for these levels of government, Sacco also introduces the

out in an article on Finnish urban cultural policy, still only modest

equally relevant relation between cultural policy and sustainable

empirical support to the claim that the arts and culture have actually

development. In a Swedish context, this is a relatively unique example

been given stronger priority, or that urban cultural policy in the Nordic

of cultural policy content travelling bottom-up rather than top-down,

countries is undergoing any radical change.

that is, while the general cultural policy objectives are basically the
same and generated from the national government level, the role of
culture in sustainable development is an element generated primarily

Concluding remarks

at the regional level (Johannisson 2010). My recent case study on the

In this paper, I have, in a sketchy and tentative way, traced

role of culture in sustainable urban development in the Swedish city of

place-making in public cultural policy in the Nordic countries. Using

Borås (Johannisson 2015), however, shows that, in the case at hand,

examples mainly from the Swedish context, but relying on research

the role of culture and cultural planning is downplayed in favor of the

also on the other Nordic countries, I have tried to make visible the

other aspects of sustainable development, namely the ecological and

transition from cultural policy as primarily based in a national,

economic ones. Where one might have foreseen a connection being

democratic welfare system to cultural policy as expanded to include

made between the creative elements of culture and the innovative

also subnational levels of government, transnational relations and

element that is considered crucial for the achievement of sustainable

cross-sectoral collaboration between the public, private and civic

development, culture and cultural planning is in the current case

spheres. This transition is based in the general de-regulation and
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increased market-orientation in Western political democracies
on the one hand, and the need from within public cultural policy to
widen citizens’ participation in the arts and culture on the other. From
this perspective, place-making could be considered a tool in both
processes, that is, as a tool to identify the role of culture in making a
place attractive so it can be ‘sold’ on a global competitive market, but
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Introduction
This paper will discuss some of the common or different
Nobuko Kawashima holds PhD in Cultural Policy (University of War-

trajectories of cultural policy development in East Asian countries
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sity in Kyoto, Japan. Her areas of research interest include cultural
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industries. For the reasons of the limited space and resources to

directs the Center for the Study of the Creative Economy at Dosh-

draw on, it will not be able to suggest any analytical ‘model(s)’ of the

isha University. She is currently President of the Japan Association

cultural policies in the region. It will be a very modest contribution of

for Cultural Economics, and internationally, has served the Scientific
Committee of the International Conference on Cultural Policy Research.

a preliminary nature to the study of cultural policy research with a
geographical focus on East Asia.
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1. Brief Description of Countries in East Asia

Generally speaking, people in these nations are characterized as self-

The five countries dealt with in this paper are widely different

disciplined, hard-working (not minding working long hours), valuing

in terms of territorial size, ranging from the vast giant China to the

education for children, meritocracy and collectivism, a feature that

smallest ‘city-state’ Singapore, shown in Tab.1. Overall, however,

may have been a contributor to rapid economic development in the

these nations boast the strongest economic successes and industrial

region. Whether it has helped cultural policy development or not is a

bases in the Asian region as a whole (see Vogel 1991 on the ‘four little

more mixed story.

dragons’ - South Korea, Taiwan, Singapore and Hong Kong)
2. Recent Trend - Cultural and Creative Industries Policy

Tab.1 Population (2010) and Economy Size of
the Five East Asian Countries (2011)

With globalization progressing in the economy, technology,

Population
(million, 2010)

GDP nominal
(billion USD, 2011)

GDP per capita
(USD, 2011)

China

1,341

5,739

5,417

Japan

127

5,459

45,870

Western models (on which cultural policy literature has focused),

South Korea

48

1,014

24,900

cultural policies of the East Asian nations have picked up a major

Taiwan

23

466

20,083

trend of cultural policy elsewhere: the cultural and creative

Singapore

5

334

49,271

industries policy. This is not surprising, considering the transition

Country

Source: World Population Prospects: The 2010 Revision,
The United Nations; World Economic
Outlook Database 2012, The International Monetary Fund.

What characterizes these countries in terms of economic
development is that all of them developed in a relatively short period
of time. Also common to these countries is that they have been
situated in the sphere of Chinese civilization and culture for centuries.
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information and culture, despite differences in developments and
current forms of policy making amongst themselves and from the

of their economic bases (in progress and in the near future in
China) from manufacturing and service to value-added, knowledge
creation sectors. Ironically, as the countries prosper, their labour
costs increase and they inevitably lose manufacturing bases to
neighbouring, developing economies such as Thailand, Malaysia and
Vietnam. Interest in the notion of the creative economy, creative cities
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and the creative industries has been shown in policy discourse

shopping malls, Singapore can attract upper-middle classes

as well as in academia.

and expatriates living in the Philippines, Thailand and Vietnam
for safe, clean, urban and entertaining weekends. These

Singapore is also at the forefront of this policy direction.

people obviously go to Hong Kong as well for roughly the same

Being close to Australia and internationally-minded with good

purpose or to Macau for casinos, but Singapore competes with

English widely spoken, Singapore seems to be more flexible

more contemporary artistic events of various kinds throughout

and quick in adapting to the global trend in policy. It has been

the year.

very explicit about its ambition to become a global city, in which
the cultural and creative industries are given a high profile. In

Singapore in the 2000s has gone beyond this stage and

fact, it has a relatively long history of having a cultural policy

articulated a policy for the creative industries with clear targets

aligned with the development of tourism (thus economic) as

and implementation plans. Three areas have been identified

well as cultural policy for non-economic purposes like creating

as the focal sectors of the creative industries policy, namely,

political unity. More concretely, during the 1980s and the

arts and culture, media and design. In order to increase the

1990s sizeable public funding has gone into the construction of

contribution of these industries to the national GDP from 3%

flagship arts venues and museums, with the supporting slogan

in 2004 to 6% by 2012, a number of measures have also been

of Singapore as a global (or at least regional) hub for the arts

announced, such as attracting investment and talent to these

and culture (Kwok and Low 2001; Kong 2012: 282). Located at

industries both domestically and from abroad. Enhancement

the crossroads of the Southeast, East and South Asian regions

of creative activities in education for children and young people

and in close proximity to Australasia, the slogan has not been

to nurture future creators for long-term development has also

unrealistic. As an example, long-run musicals ‘imported’

been a priority of cultural policy (Kong 2012).

from Broadway and the West End are sustainable and thriving
in Singapore. Together with good restaurants and countless
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promoting the cultural and creative industries (including fine arts,

the CCA was upgraded to a Ministry of Culture in 2012, accelerating

traditional folk arts, broadcasting and the media, fashion design,

the government’s efforts to make Taiwan competitive in the world of

video game software as well as advertising and so on, similar to

the Creative Economy.

those conceived as the creative industries by the UK government
since 1997). The rationale is the same as that in Singapore: the need

It is interesting to note that although East Asia may have been

to convert the industrial economy that has imported electronics

late and slow in developing cultural policy, in today’s global world,

parts to major American and Japanese companies to a knowledge

the development of the creative industries policy has been parallel to

economy whereby Taiwan is no longer a downstream factory for

that in Europe and elsewhere. Creative as an adjective modifying the

foreign businesses. The cultural and creative industries policy is

name of a country or a city has been already repeated everywhere,

thus firmly situated alongside the bio-technology and digital content

and the same policy discourse has been heard in the international

industries in the overall, long-term plan of economic transformation

arena such as UNESCO, EU and even in UNCTAD. However, gaps left

set out by government in 2002, and furthered in 2008 with another

and conflict and tensions between different interests have varied from

plan called Creative Taiwan. More concretely, the policies have

country to country.

emphasized the development of creative clusters and ‘cultural and
creative parks’ (like Science Parks where research institutes of

In Singapore, artists are dissatisfied and see the government’s

industries are clustered upon the receipt of financial incentives for

slogan as being only superficial in light of the paternalistic and

relocation). Such vigorous efforts to promote the cultural and creative

restrictive mode of governance in general. The practice of censorship

industries have culminated in the enactment of the Cultural and

in particular is seen to hamper individual creativity, hence the city-

Creative Industries Development Act of 2010. Cultural policy in Taiwan

state’s vibrancy may well be found only in a bounded, government-

in this regard, thus, has gone beyond the cabinet-level Council for

controlled territory (Ooi 2010). The high expectations generally held

Cultural Affairs (CCA) and involved ministries for economic affairs,

in Singapore of efficient and quick success with measurable outputs,

education, transport and much more (Chung 2012). In the meantime,

a feature which one may argue has helped Singapore to achieve
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economic success so far, may not work in the same way for the

from her ethnic and cultural diversity. On the other hand, it seems

creative industries (Kong 2012: 291). Another issue, which then can be

that opportunities are there for the construction of a Greater Chinese

linked to cultural policy for social development, is the lack of ‘milieu’

culture whereby Taiwanese creative industries can take advantage of

for cultural debates in Singapore (Kong 2012: 291). It is all very well

the size of the Chinese supply and demand in the market of the Asian

to count numbers of visitors and arts consumers (many of whom

cultural economy (Chung 2012).

may well be from overseas) at events and celebrate their increases,
but what counts in the end is that citizens of Singapore access these

Whilst South Korea and China have also been proactive and

cultural events and exchange their views and opinions, admire or

officially proclaimed their emphasis on the cultural and creative

criticize the works seen. Arts, in other words, are not just to be

industries policy (see Keane 2004 on China), Japan is perhaps the

consumed, but to be used for self-expression and social development.

least interested in or committed to this area. Like other countries

Such a view of cultural policy is only just emerging in Singapore, but

in East Asia, Japan, too, has recognized the potential of the creative

can easily be eclipsed by preoccupation with the economic aspect of

industries with regard to their contribution to the national economy

cultural policy.

and export and in relation to the side effects of their activities such
as attracting tourists and producing positive images of the country.

In Taiwan, the cultural and creative industries policy, whilst

Japan has undoubtedly been successful particularly in animation,

predominantly economic in outlook, has started to assume cultural

comic books and video game industries on a global scale. Animé,

and social aspects as well. As a result, ironically, tension has arisen

the Japanese shorthand of the English word animation, has already

between the policy for the local and that for the global. In other

been established as an English word in its own right, so is manga

words, what culture the government should promote has become a

when referring to comic books. For example, the Japan Expo, held

more prominent issue over the years in Taiwan with mainland China

annually in a convention centre in peripheral Paris, draws over

emerging as a major economic power. On one hand, more emphasis

200,000 visitors over a period of four days. Mostly young people,

should be given to Taiwan’s originality and local creativity that derives

some with their parents, would come and do ‘cosplay’ (again a
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Japanese word shortening costume play), being dressed like their

However, when it comes to the national level of policy for

favourite animé characters, buying figurines and other goods related

the cultural and creative industries, it is outside the jurisdiction

to animé and manga, listening to famous creators from Japan talk

of the central Agency for Cultural Affairs whose responsibilities

about their works and so on. However, the big event, which has been

include preservation of heritage, some funding for performing arts,

in existence for thirteen years attracting people from whole Europe,

language policy, copyright policy and matters related to religion. The

is a private, commercial venture, and has no particular backing from

economic and industrial promotion of the cultural industries has thus

the Japanese government.

largely fallen into the realm of the Ministry of Economy, Trade and
Industry (METI) and to a smaller extent among other ministries and

The rhetoric of the creative city, which is the cousin of

departments for local governance, communications, tourism and

the creative industries policy, has gained some prominence in

the Cabinet Office. Although this is a new area for METI, it has swiftly

Japan among city and prefectural governments. This is because

come to understand the economic features of the creative industries

they have increasingly faced financial difficulties as a result of

and identified issues for long-term development. For example,

decline in traditional manufacturing and also because of political

the lack of good business managers with expertise in financing,

decentralization whereby local authorities are expected to find their

knowledge of legal matters and skills in global marketing has been

own ways of survival without waiting for subsidies to come from the

identified as a key issue. However, most of such issues are to be

centre. One solution in this context has been the policy of making

tackled over the long-term and are not necessarily amenable to policy

cities more creative not just in abstract terms but by promoting a

intervention of a short-term nature. The projects under the Cool

range of cultural activities, of not-for-profit and for-profit natures (as

Japan banner are in fact eclectic and arbitrary, ranging from a show

the boundary is unclear anyway) and leveraging such creativity for

of Japanese fashion in Singapore to a promotional event of Japanese

revitalizing the local economy in a sustainable manner and towards

food and cuisine in Mumbai (METI 2012). Although the METI’s grasp

the liveability of the places.

of the issues involved in the development of the cultural and creative
industries is generally sound and good, the policy of Japan for the
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cultural and creative industries has recently waned, devoid of

and Davis and Yen 2004 on VCD, the media technology widely utilized in

sustained commitment and sincerity.

Asian nations except Japan).
The background to such a trend towards the expansion of

3. Flows of Culture within the East Asia Region

potential markets for Japanese popular culture is the growth in income

Although there has been little concerted policy of

and rise in educational levels in East Asian countries and the demand

promoting the cultural and creative industries in Japan

of savvy consumers for different cultures. Deregulation of content and

domestically as well as internationally for export as described

transmission as well as technological developments in media have

above, Japanese popular culture, including music, television

undoubtedly contributed to the increase in trans-national flow of culture

drama, consumer fashion, magazines, animé and manga, has

in Asia. The consumers’ desire for imported products of culture has

been widely accepted in East Asian countries, particularly in

been accompanied by the urban and cosmopolitan life style shared by

Taiwan and South Korea despite their official ban in the past in

major cities across the region so that the relatively affluent, elite class,

Korea. It must be noted that not all cultural products moving

regardless of nationalities, can easily identify with cultural products

national borders from Japan are through official, lawful

that they see as interesting and well-crafted. Japan in this regard has

distribution. Due largely to the complexity of copyright (and

been advantageous and successful in a wide range of cultural sectors,

neighbouring right), Japanese television programmes are not easy

but since the mid-1990s, South Korea, and China and Taiwan to a

for secondary use, including export. Rights’ clearance takes a long

smaller extent, have also emerged as cultural exporters for East Asia.

time before the programmes from Japan can be aired by overseas

At the same time, co-production of films for theatre and television are

television stations. In the meantime, in response to urgent

increasing between Taiwan, Korea, Japan and China. As a result, the

demands for Japanese products by local consumers, unlawful

flow of culture within the region is now much more multi-directional,

acquisition of the Japanese programmes has been widespread,

interactive and intersecting (Iwabuchi 2011).

aided by the development of digital technologies (see Hu 2004
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Hallyu (Hanryu), or the Korean Wave, has been a successful

fans of Japanese popular culture have positive images of Japan.

export from South Korea to Asian countries (and beyond) of television

Nonetheless, social discrimination against resident Koreans, who

drama and pop music. In Japan, too, starting with the success of

were brought to Japan in the war years and their descendants born

Winter Sonata (a TV drama), the boom of Hallyu has been phenomenal

and raised in Japan, persists. Hallyu thus even bothers people of

and surprising, given that one of the most disliked nations for the

Korean origin permanently residing in Japan who see the Korean

Japanese has been the Koreans for decades (and vice versa ). The

Wave in Japan as being only superficial in the confines of commercial

Korean government’s emphasis on their creative and cultural

media culture (Iwabuchi 2011: 270-271; see also Jung 2009 on Korean

industries policy is often thought to be a major contributing factor to

popular culture in Asia and the US). Conventional cultural policy

this rise in export, but the reasons for the sudden surge are more (Choi

measures for international exchange and mutual understanding

2008). One reason is the restructuring of the invested capital and new

have been, however, largely separated from media and commercial

talents since the major economic crisis of East Asia in 1997. The lower

culture.

price of programmes from Korea for importing countries like China
than those from Japan and the US has been another reason. The

It is possible to speculate on the existence of similar issues

antagonism of China to capitalistic culture represented by that of the

of cultural politics elsewhere, complicated by the increased flow of

US and Japan has put Korean products in a privileged position, too.

media culture in the East Asia region. As has been mentioned, Taiwan
and mainland China experience conflicts over legitimate Chineseness.

Whilst such a trans-regional traffic of cultural products is

Within China alone, whilst her cultural policy emphasizes the

in principle celebrated, it will be important to question whether the

promotion of traditional Chinese culture to enhance her image abroad,

flow has contributed to a mutual understanding of different nations

domestically, it has also made heavy investment into the preservation

and cultures. With the rise of Hallyu, for the first time in post-war

of cultural traditions of ethnic minorities. The latter policy of cultural

Japan interest in and respect for Korean culture is blossoming.

preservation has included publishing folk songs, mythologies and

There is some evidence as well that younger Koreans who are big

local histories as well as the renovation of architectural symbols of
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ethnic minorities around the country (Tong and Hung 2012: 274-275),

the region impacted upon the development of cultural polices? Does

inviting a criticism from abroad that this policy is only to build theme

the relationship between social class and consumption of culture in

parks of culture without genuine commitment to and recognition of

East Asian countries, generally different from that of the West, have

cultural diversity within the vast land.

any bearing on their cultural policies? Is there an East Asian cultural
policy model distinctive from those of Europe and the US that have
been much discussed in existing research? What lessons can we

Conclusion

learn from East Asia particularly for other countries in Asia? There

The countries in East Asia today pursue the policy to

will be much more work to be undertaken, but all of these questions

promote the creative and cultural industries, although the degree

would help to advance cultural policy research, and further challenge

of commitment and public investment varies. Japan is perhaps the

some of the arguments in the literature on global culture that has also

least serious about the value of these industries, but has been very

been dominated largely by researchers from the West. It may take a

successful in exporting Japanese popular culture to the countries

while for emerging research to mature, but promisingly, researchers

in East Asia. In recent years, however, the transnational flow of

from these countries are beginning to form networks for furthering

cultural products is no longer only from Japan, but multisectional in

East Asian cultural policy research.

accordance with cultural, economic and social globalization in general
and in response to the opportunities provided by media deregulation.
As was mentioned at the beginning, given the insufficiency
of descriptive data and research material to draw on, the paper
has only been exploratory, leaving much to be developed for more
analytical and theoretical research. Numerous questions remain to
be asked. In what ways have non-Western, traditional cultures of
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