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Culture, creativity and local developement




S. PFLIEGER, Université Paris Descartes, (France)

Introduction

Countries, regions and cities everywhere have been paying greater attention to cultural activities in recent years. This trend reflects, first, the fact that cultural employment has reached significant levels in many of these territories. But it is primarily a result of the ability of these activities to attract visitors, to create new goods and become a creative area, to improve the environment and quality of life, and to help marginalised individuals or communities to join the social mainstream.

This attention takes many forms, ranging from monumental projects to reshape the physical face of a territory, to constituting cultural districts, to intangible efforts in disadvantaged neighbourhoods. It goes well beyond the conventionally recognised limits of cultural activities (the performing arts, the visual arts and their heritage, cultural industries) to address possible linkages between artistic creation and economic integration, and thus to embrace all the creative industries.

This paper will try to highlight the impact of culture on local economics, which is not only limited to attracting tourists (I) but is also acting as a catalyst for other activities showing an ability to form cultural activity clusters (II). 

I-  Local development based on attracting visitors and tourists

This viewpoint has inspired many studies since the early 1980s that have attempted to demonstrate the impact of culture on local development. The timing is not fortuitous: a number of European cities facing economic collapse were starting to look to cultural investments as a means of sparking new activities, generating incomes, and restoring their physical fabric. Since then, efforts to estimate the economic fallout from culture have continued both at the national level and at specific sites or events.

At the local level, the studies have sought not only to identify contributions but also to justify what are often major investments for the territories in question, investments that may eat up nearly all their resources and commit them for some time to a specific course from which there is no turning back. Restoring a monument, organising a festival, creating a museum will all condition a territory's economic prospects and may often create high expectations. Yet despite their initial promise, the expected gains may fail to materialise, and there may be negative fallout: gentrification, disputes over land-use, inflated labour costs, environmental costs and so on. The results of the studies must therefore be taken cautiously, and their methodological underpinnings must be clearly understood.

The development effects of cultural activities flow from the identification and evaluation of the expenditure they generate. These expenditures are generally classed in three categories:

· Direct spending, i.e. spending at a site or an event. This normally involves spending by tourists (who come from outside the territory) or by visitors (who reside within the territory), during their visit to the cultural site, and may include entrance fees, restaurant and accommodation services, souvenir purchases etc.

· Indirect spending, i.e. spending by businesses that provide these goods and services, whether as producers of cultural goods and services or as producers of tourism services. Given the variations in visitor and tourist demand, these businesses will outsource orders under both operating and capital headings.

If we take the example of Avignon Festival [Pflieger, S., 1986], the total direct and indirect net spending reached an amount estimated at more than € 3 millions , or a “local return” coefficient of 1.84.

· Induced spending (spin-offs) relates to the successive flows of spending sparked by these indirect business expenditures. Orders placed by cultural or tourism businesses with their suppliers will in turn generate further orders to yet other firms. Since it is difficult to track the spin-offs step by step, we usually use the concept of the "multiplier" to identify them.

From the viewpoint of local development, the real challenge is to identify the relative contributions of different cultural activities, and the conditions under which those contributions will be positive or, to the contrary, will disappear or even become negative. Will the presence of a restored and maintained monument do as much for a territory's development as hosting a festival? Will mounting an exhibition provide greater returns than a contemporary art or film fair? Of course, these choices may be somewhat misleading, recognising that some activities occur together or in sequence, such as festivals relating to a monument, or the association between festivals and markets.

The information currently available seems to point to four criteria for defining the development potential of cultural activities [Greffe, X, Pflieger, S, 2005]: 

· their permanence: Permanent activities seem to have the greatest potential, for they can give rise to expectations and investments. On the contrary, many fairs or festivals do not have the same effects: they may not succeed in restructuring the local economic fabric in a positive way, or worse, they may lead to the import of all the required resources, leaving the territory to pay the bill. The only solution for the territory, then, is to use the festival as a basis or starting point for other activities of an educational or economic nature. 

As an example, we may consider the Recontres Internationales de la Photographie at Arles, a weeklong photography fair and exhibition that attracts some 150,000 visitors from outside the territory at the beginning of July (a figure that may be inflated by double counting, and that should probably be divided by three). The impact is limited and, in the opinion of some local observers, has no appreciable effect on tourist numbers in Arles. On the other hand, this event has over time created a training cycle that extends right through the summer: the National Photography School is now permanently ensconced, and employs 40 people full-time. In addition, the Musée Reattu now has a special fund that allows it to mount temporary exhibitions throughout the year. In other words, the festival's impact comes not so much from its own brief presence on the scene as from the activities that it generates directly or indirectly throughout the year. The spin-offs from the Arles Lyric Arts Festival relate primarily to the permanent costume and decor studios that it supports, and that work throughout the year for various markets, regional, national or international [Greffe, X.,Pflieger, S., 2005]. 

If we take the example of Paris, about 27 million tourists come to Paris each year, for various reasons, cultural, business, recreation…Tourism sector is the first city’s employer with 140 000 direct jobs, and total spending reaches € 8 billion. A study based on “museum tourists” [Greffe,X., 1999, 2002] showed that total spending reached an amount between € 1.84 and 2.64 billion, which means, more than 40 000 jobs created or maintained in this sector.

· the degree of participation by local people in addition to tourists: Cultural activities will have a greater impact if they involve the local population. Transforming a cultural potential into a source of varied activities throughout the year, and not just during the tourist season, conserving heritage attractions, finding the money for investments, mobilising volunteers, enlisting partners to prevent the deterioration of a local site -- all of this implies commitment and participation by local people and communities.
· the territory's capacity to produce all the goods and services demanded on these occasions: This  condition suggests that the effects of a cultural activity will be greater for territories of larger size and population density.

Only major cities have the servicing capacity to meet tourists' needs, and to reap the revenues. Conversely, smaller, less diversified regions will have to import these means, assuming they can keep tourists in their territory at all. 

· the interdependence of the cultural activities, taking advantage in this way of “crowding-in”effects: for instance, festivals have no real local development impact unless they give rise to other activities that will prolong or deepen their spin-offs.
The Quebec Ministry of Cultural Affairs and the City of Montreal commissioned a study in the 1980s to evaluate the economic impact of three institutions: the Montreal Symphony Orchestra (MSO), the Montreal International Jazz Festival, and the Montreal Museum of Fine Arts [Colbert,F., Boisvert JM., 1985]. That study demonstrated a positive gross impact on the Quebec economy ("gross impact" was defined as the total volume of revenues associated with spending by the agency) and a net impact that was greater than that from equivalent expenditure on other economic activities. This net impact could be used to determine the extent to which cultural activity attracted funds from outside the region to be spent within the region. 

This study also showed that the presence of several cultural institutions in the same place creates synergy, and this yields greater economic returns for a major city than for a smaller locality. Audience and visitor surveys showed that the majority came for one activity but then went on to other activities, prolonging their stay and increasing their expenditure.

II- Local development based on creating cultural products

The link between culture and creativity also holds prospects for local development. This contribution of culture to development (for which design activities offer a good example) does not always receive the same attention as tourism spin-offs, perhaps because it takes longer to make itself felt. Moreover, it is less visible, for the goods are not consumed on the spot but rather beyond the producing territory, and only part of the value created returns to the territory, after deducting the shares of intermediaries and retailers.

Why should we pay more attention to the local production of cultural goods than of other goods? These goods are highly sensitive to the nature of the territory where they are produced. They are idiosyncratic in the sense that their production relates to specific places, and they would not appear or be produced in the same way in other places. Moreover, an analysis of these production sites shows a great deal of formal or informal trading in tangible elements (materials, equipment) or intangible elements (knowledge and know-how), hence the notion of a cultural cluster or district. In effect, this output of cultural goods is constantly renewing itself, and this forces businesses to change the component elements of their production function. They can do so better if they can establish relationships within their immediate vicinity that allow for such adaptation.

Today there are many examples of these cultural clusters or districts. Generally speaking, a “creative enterprise district” will involve people or companies whose product is art or design, or for whose product art or design provides the distinguishing feature, or who help to sell such products.

A cultural good reflects specific conditions of production, and it changes its nature depending on the factors of production, tangible and intangible, and on their combinations. The production of these goods therefore cannot be indifferent to the nature of their environment, and their location then appears as a determinant of such goods. This idiosyncratic nature may be more or less obvious. A work of art is the very essence of an idiosyncratic product, for it is unique to the image of its producer. Other goods, such as multiple editions or copies, may fit this description to a lesser degree. The cultural industries bear witness to this relaxing of the idiosyncratic nature that applies to some but not all of the good's components. For their part, the creative industries produce idiosyncratic goods at the outset, even if the nature of these goods and of the structures that produce them will tend over time toward standardisation and industrialisation.

The specific place helps to determine the essence of goods made there, and that essence will change from one place to another. More precisely, place acts upon the essence of products by offering an atmosphere and an image to the creators of artistic practices and markets.

This constant renewal of goods and services offered is one of the constraints that cultural products face. Although everyone agrees that it is difficult to define cultural goods precisely, we can at least recognise them as goods that are continuously being updated to incorporate new references and knowledge. Even things like handicrafts undergo constant adjustment to reflect improved expertise and changes in tastes. Cultural production involves experiments and prototypes. As soon as it is offered, a cultural product tends to give way to another cultural product. This process of localisation is reinforced by globalisation. By broadening markets considerably, globalisation places constant demands on creativity and engineering capacities, but it also offers more diversified markets on which they can be promoted.

In this way, proximity becomes an asset for producers -- they can engage in non-monetary (or sometimes monetary) trading whereby they can constantly update their knowledge and their know-how. Similarly, production workers in cultural organisations know that the contours of those organisations will change with the shifting nature of projects. They have every interest, then, in staying close to the major buyers, because they may have to switch organisations quickly. Finally, the marketing of cultural goings has always posed problems for their producers, and coordinating their resources is essential to creating specialised networks.

In a sense, the need for proximity is even greater if, as in the case of cultural goods, the content is highly intangible and idiosyncratic.

The cluster then appears as a place where the levers of exogenous and of endogenous growth come into play. Exogenous growth occurs to the extent that the district can meet outside demand for its cultural goods, even when that demand will be satisfied on-site, for example through visitors’ attendance at museums or festivals. Endogenous growth will occur to the extent that the proximity of "players" allows the conception and production of new products that, it is hoped, will be in demand once they are released.

These clusters, or cultural districts are varied:

The first type corresponds to the establishment of heritage or museum districts in response to strong tourist demand: For  example, the “protected sectors” in France, initiative of André Malraux in 1962 [Greffe, X.,Pflieger,S.,2005].

The second type of cultural district is the result of geographical clustering and the organisation of production within that area. There is no better illustration of this kind of “cultural-industrial” district than Hollywood. 

A third type of cultural and creative arts district associates the producers of objects that have both an artistic and a commercial dimension, such as arts and crafts, fashion, design, or the production of crystals and enamels. The artistic element appears in their inspiration, their production techniques and their idiosyncratic nature, as well as the use of what are essentially craft techniques (but that can also incorporate leading-edge technologies), and the recognition of intellectual property rights (although they are rarely patented). These districts can quickly become creativity clusters once their purely cultural products yield to goods that have both a cultural and a strong utilitarian dimension, such as clothing, perfumes, ceramics and glassmaking.  Limoges in France is a good example [Greffe,X.,Pflieger,S., 2005].

 Another type of district is tied in with the legal recognition of the specific features of cultural products and of the environment in which they are produced [Santagata, W., 2002]. A good example is the use of the appellation d’origine contrôlée, which conveys legal protection on territories producing a specific good that is rooted in local know-how and traditional skills. In comparison to the previous districts, we may say that the rural dimension is what is most important here. 

Finally, we may identify metropolitan cultural districts that can appear in the form of an extension of a museum district but will be much larger. They attempt to breathe life and activity into an area by associating the performing arts, museums and producers of audiovisual or other cultural goods (such as radio and TV stations, film and recording studios). In many cases, these districts emerge without the presence of monuments or historic sites, and they will tend therefore to highlight their recreational, entertainment or "edutainment" attractions, as for instance, Los Angeles [Scott,AJ.,2000].

In conclusion, is it possible to list enabling factors for cultural districts?

Enabling factors are most likely to be found through a combination of business initiatives and specific local resources. These factors exist both in the business environment and in the environment of the territory itself, which here embraces sociological, property-related, educational, legal and commercial dimensions.

The sociological components

This thesis is today known as the "bourgeois bohemian" or Bobo theory. 

In support of these ideas, Richard Florida came up with a model that he applied to the United States [Florida,R.,2002]. He constructed a "bohemian index" comparing the percentage of bohemians in a given territory with the percentage of bohemians nationwide. As bohemians, he identified musicians, artists, writers, designers, photographers and people in related trades. They are generally creators or producers of cultural assets. Florida found a good number of correlations between this indicator and the indicators of cultural endowment, population mix, skill qualifications and human capital. He then examined concentrations throughout the country and found that the most important, by far, were in New York and Los Angeles.

More recently, Florida has broadened his analysis somewhat by putting forward the idea of the "creative class"[Florida,R.,2004]. Finding that people with high human capital are quite ready to leave the big industrial centres for more dynamic cities, he deduces a link between the creative population and the creative district. Creative people will seek out a district that offers cultural amenities, high-tech services, good living and recreational conditions, and an atmosphere of freedom and respect for identities. The district, in turn, will benefit from this population "whose function is to create meaningful new forms … scientists and engineers, university teachers, poets and writers, artists, entertainers, actors, designers, and architects".

This thesis is much debated today, and recent works on french creative districts show that if it exists a link between  an urban aera’s economic dynamism and the presence of a highly qualified population, the direction of the link is unknown, even impossible to be established [Bergé, LC.,2005].

The land-use dimension

Cultural districts often originate in urban neighbourhoods where artisans once gathered, especially under the guild system. Located in the heart of the city, and thus immersed in its markets, their existence was closely linked to the availability of working and living space. In the meantime, urban development patterns have worked against them. The processes of speculation and gentrification have reduced available space and shunted their workshops beyond the cities, or to their peripheries. These changes interrupted their traditional trading networks, in which they frequently dealt face-to-face with their clients. Artisans were obliged to work through intermediaries, and this gradually led some of them to become dependent on merchants who preferred to deal in standardised products that bore less and less of the artisan's personal stamp.

Today, cities are trying to reverse this movement and to revive or refurbish their urban cores or their rundown neighbourhoods, or more generally to improve their urban image as a whole. The establishment of cultural districts featuring heritage and creative activities is one approach.

Coping with technological innovations

Creative arts districts can today take two forms, with some intermediate gradations. In one case, such a district will rely initially on recently developed technologies, such as in the audiovisual industry, and then follow these up with further innovations. In the other case, the district will try to revive inherited know-how, and may then be confronted with the challenges of technology and competition.

Protecting intellectual property rights

The protection of artistic property rights is a constant issue for products with a significant intangible content that can be readily copied as soon as they hit the market. Without the benefit of copyright or a patent, the producer has only his trademark to fall back on, and this is the weakest form of intellectual property protection.

International openness

The confined nature of some districts may suggest that they are hardly interested in an international dimension. But in fact, their artistic dimension places them squarely in the flow of new ideas, from which they are unlikely to insulate themselves, and this is in itself enough to give them an international outlook. The real question is how their development can be linked to sales and investments abroad.

The transmission of know-how

With the possible exception of self-training, apprenticeship is the dominant form of training in cultural districts. But the more important the district becomes, the more likely are firms to introduce generic qualifications that require more standardised training systems.

Today, basic skills requirements are rising, and a growing number of them are being taught at the university level. There is yet another obstacle to this transmission of know-how. In many clusters, what really counts is not a diploma or a professional degree, but competence. This means that the recognition of vocational skills and experience is becoming at least as important as the existence of formal education systems. Such a system of accreditation requires cooperation among businesses.

To conclude, a culture and creative arts district is only sustainable if the aspirations and the demands relating to it can be linked in a positive way, i.e. if the people expressing them become true partners. As with any cluster, its players may be mutual competitors and at the same time complement each other’s efforts. This is true of cultural producers, who may be in competition with each other to meet demand. The same may be true of private players in conservation work or in the hotels business, for example, whose interests may diverge when it comes to exploiting a common heritage resource.
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