
Home Affairs Bureau 

 
 
 
 

Consultancy Services for the  
Study on the Relationship between  

Museums and Performing Arts,  
and Creative Industries for the  
West Kowloon Cultural District  

Development in Hong Kong 
 
 

 

 
Final Report 

 

 

 

 

Desmond Hui 

 
Culture & Creativity Clusters 

Centre for Cultural Policy Research, HKU 

 
 
 
 

May 2007 



Table of Contents 
 

Executive Summary  1 

 

Chapter I   Introduction                                                                                        5 

1. Background of Study 
2. Definitions 
3. Significance and Objectives of the Study 
4. Scope of Work 
5. Methodology  
 

Chapter II  Development of Museum, Performing Arts and Creative 
Industries in Hong Kong 13 

1. The Development of Museums in Hong Kong  
2. The Development of Performing Arts in Hong Kong 
3. The Development of Creative Industries in Hong Kong  
 

Chapter III  An Overview of Regional and International Examples on the 
Relationship between Museums, Performing Arts, Creative 
Industries and City Development 19 

1. Shanghai  
2. Singapore 
3. London 
 

Chapter IV  Museum and Performing Arts as Strategies for City Branding 
and Development 34 

1. The Idea of City Branding  
2. Case I: Newcastle-Gateshead Quayside, UK 
3. Case II: Federation Square, Melbourne, Australia 
4. Case III: 21st Century Museum of Contemporary Art, Kanazawa, Japan  
5. Case IV: The New York Broadway Theatre, USA 
 

Chapter V  Museum and Performing Arts as Creative Industries  52                        

1. The idea of Creative Industries  
2. Museum as a Creative Industry 
3. Performing Arts as a Creative Industry 
4. The Degree of Industrialization in relations to the Mode of Governance 
 

Chapter VI  Museum and Performing Arts as instrument of growth for 
Creative Industries 62 

1. The Value Chain Analysis for Creative Industries  
2. From Value Chain to Ecology 
 

Chapter VII  Prospect of Application on West Kowloon Cultural District in 
Hong Kong 70 

Appendices 1-4  76 



Executive Summary 

Executive Summary 
 

 

 

I.    Summary of Arguments 
 

1. This report studies the relationship between museums, performing arts and 
creative industries and explores applications for the development of West 
Kowloon Cultural District in Hong Kong.    

2. The relationship between museums, performing arts and creative industries is 
investigated on three levels: first, museums and performing arts as strategies for 
city branding and development; second, attributes of creative industries as 
exhibited in museums and performing arts and their respective value chains and 
reciprocal influences on one another; third, museums and performing arts as 
instruments of growth for creative industries and other sectors. 

3. Various case studies are conducted for the three levels of analysis:  

 Newcastle-Gateshead in UK, Federation Square in Melbourne, Australia, 
Kanazawa in Japan and Broadway in New York, USA are chosen as case 
studies for studying the impact of cultural facilities on city development,.   

 Tate Modern in London, Museum of Modern Art and Lincoln Centre in 
New York, as well as Esplanade in Singapore are analyzed in terms of their 
sources of income for studying museums and performing arts as forms of 
creative industries. 

 The New York Broadway theatre in terms of expenditure breakdown, ZKM 
in Karlsruhe, Germany, Victoria and Albert Museum in London and 
Lincoln Centre in New York in terms of their mode of operation, will be 
examined for the cross-over of museums, performing arts and creative 
industries.   

4. Development of museums in Hong Kong is government dominated.  The 
museum per capita ratio is low compared to New York and London (by 8-9 
times).  Development of performing arts is comparatively less government 
directed but still highly dependent on government funding.  Development of 
creative industries in Hong Kong is at a budding stage with more government 
support in film and design.  

5. As shown by a macro level analysis on Shanghai, Singapore and London, 
museums and performing art activities correlate positively with tourism, the 
Gross Value Added (GVA) and employment of creative industries.  The three 
cases show that a vibrant cultural scene goes hand in hand with economic 
success.    

6. In Shanghai, the number of museums and performing arts groups has grown 
rapidly in recent years and the GVA of creative industries has increased more 
than 75% over the past four years.   Shanghai had 60 private museums in 2004 
and plans to build 100 museums by 2010.  Number of performing arts group 
increased three-fold in six years.  With the set up of the Shanghai Creative 
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Industry Centre in 2004, 75 creative industry parks have been created and 
licensed since. 

7. Singapore strives to be a New Asia Creative Hub and has set out strategies 
which brought a steady growth in cultural activities.  The number of total 
exhibition days has dramatically increased since several large-scale arts venues 
including the Esplanade were built in 2001.  Creative industries contributed to 
3.88% of the Singaporean GDP in 2003 and is expected to double by 2012. 

8. London demonstrates a robust arts and cultural scene characterized by high rate 
of resident as well as visitor participation and attendance to museums and art 
activities.  Creative industries in London offer the second biggest source of job 
growth (one in five new jobs) and rank second in output (after business services).  
Latest forecast is that creative industries will overtake business and financial 
services in terms of employment by 2020.  Government aims to make UK the 
creative hub of the world.    

9. Museum and performing art facilities, together with relevant social and cultural 
policy, have led to successful cases of city branding that favors economic 
development, social stability and overall competitiveness such as Newcastle-
Gateshead in UK, Federation Square in Melbourne, Australia, Kanazawa in 
Japan and Broadway in New York.   

10. As shown in these cases, mere construction of cultural facilities will not 
necessarily result in a better branding of the city.  It has to be implemented with 
a set of strategic cultural programming and policies.  A strong city branding 
benefits different aspects in society.  It is powerful in attracting investment, 
talents and tourists, at the same time promoting social cohesion and local 
identity. 

11. Unlike the performing arts sector which has generally been accepted as a 
creative industry, it is still debatable whether the museum sector should also be 
considered as creative industry.  By arguing that museum activities are capable 
of generating profit, e.g. input and output of curatorial professions, collections 
on loan, management of royalties, etc., they would fit the definition of creative 
industries as economic activities that generate wealth and employment through 
creation and exploitation of intellectual property rights (IPR).   Museums across 
the continents earn their own income apart from public or government grants 
and private contributions, accounting for 20-80% of their total income.    

12. Museum and performing art activities relate closely with creative industries.   
Their auxiliary services such as research and publication, educational services, 
trading of reproduction rights, software, information technology, architectural, 
exhibition and graphic design, etc. are undeniably creative industries themselves.    

13. Museum, performing arts and creative industries are part and parcel of the 
development of a vibrant cultural scene since they are in many ways mutually 
beneficial to each other.    

14. Museums and performing arts as well as creative industries constitute ecologies 
of their own which are interactive to one another.  The two ‘ecologies’ make up 
what we call the ‘cultural ecology’ of society.   The investment in one sector has 
a multiplier effect on the other and therefore strengthens the cultural ecology as 
a whole.   A sustainable and healthy ‘cultural ecology’ plays an important role in 
city development.    
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15. Four areas have been identified that contribute to this process: namely Funding 
and Governance, Programming and Research, Education and Training, and 
Cross-Sector Collaboration.    

 

 

II.    Prospect of Application on WKCD 

 
Based on the case studies, consultation and focus groups, we propose the following 
strategies under the aforementioned four areas for the WKCD development:    

 

1. Funding and Governance 
 Governance and funding for Core Museums, Performing Art Venues and 

central overseeing body should be in Arm’s length or Non-profit making 
mode receiving a mixture of granted and earned income  

 Governance and funding for other organizations, institutions, smaller 
venues or independent arts groups within WKCD should be decentralized 
and diversified  

 Private companies and creative industries should be encouraged to have a 
share in venues and businesses  

 Set up museum ordinance and policies to protect collections and encourage 
private donations 

 

2. Programming and Research 
 A dedicated agency to take charge of the cultural programming especially 

of the public spaces 

 Make use of the locational characteristics and encourage public enjoyment 
and communication   

 WKCD for both local residents and tourists – programming local as well as 
global needs 

 To research on long-term cultural development and to devise policy 

 An independent public think tank with government liaison representatives 

 To connect local art groups and international bodies 

 

3. Education and Training 
 WKCD should include schools and research institutes providing arts 

education, art-in-education and creative education for the current and future 
demand 

 Curatorial and art management services for export 

 Hong Kong as cultural partner for curatorial and management needs in 
China 
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 WKCD as incubating and practicing ground 

 Provide a structured human resource development programme 

 WKCD will increase demand in visionary curators and art managers  

 

4. Cross-sector Collaboration 
 WKCD should not be a development in isolation of the West Kowloon 

context and should integrate with existing districts and neighborhood 

 Provide proactive cultural development policy and inter-departmental 
collaboration 

 Inter-disciplinary museums and performing arts venues to encourage 
collaboration with creative industries 

 Development of commercial theatres by media industries 

 Diversify income with mixture of cultural and commercial facilities 

 Set up umbrella organizations for long-term collaboration between the arts 
and creative industries  

 Establish intermediary groups to connect business and arts through 
partnership or sponsorship 

 

5. A Working Model 
 The Getty Centre as comprehensive model on cultural facilities 

 The Pittsburgh Cultural District as development model including residential 
and commercial elements 

 Authorities should update on international development to shape parameters 
of cultural ecology for the WKCD project 

 

 

 4



Chapter I 

Chapter I:   Introduction  
 

This chapter will introduce the background of the study, explain the aims and 
objectives of research and define the scope and plan of the project.  It will examine 
some current definitions of museums, performing arts venues and creative industries 
which are critical in shaping our cases presented in the following chapters.   

 

 

 

1.    Background of Study 
 

Creativity and Development  
1.1 The birth of the creative economy since the 1990s has reformed our view 

towards development (and also redevelopment) which provided a new avenue of 
examining the fundamental structure of society and the meaning of progress and 
with that, the relationship between the public and private realms.  As Richard 
Florida puts it elegantly in his theory of creative cities, the three primary 
elements essential to a creative economy are 3Ts: Talent, Technology and 
Tolerance.1  The art of any public project – be it national governance to simply 
place making within a region or city – is to create a conducive environment that 
would allow the 3Ts to prosper.  In the global competition of creative talents, 
the question of attractiveness of a place becomes ever more important in this 
articulation between public and private. 

1.2 One of the key components in the creative economy is the significance 
rediscovered in the role and value of arts and culture - not only as a high 
spiritual form to enlighten but also in its common and popular form to consume.  
In the industry sector, the merging of culture and arts with production gives rise 
to what come to be known since the 90s as creative industries; in the urban and 
development realm, the merging of arts and culture with planning and design 
gives rise to a new approach in urban renewal strategies.   

1.3 The combination of the two phenomena, i.e.  cultural & creative industries and 
arts and culture-led urban renewal strategies, have produced in the last decade 
multitudes of success stories in the development and regeneration of cities 
across the world: from Kanazawa in Japan to Bilbao in Spain, or from Paris in 
France to Sheffield and Newcastle Gateshead in the UK.  The West Kowloon 
Cultural District (hereinafter referred to as WKCD) development project 
provides a timely and unique opportunity to champion this development trend in 
Hong Kong and the nearby region.   

 

                                                 
1 Florida, R. (2002), The Rise of the Creative Class: and How It is Transforming Work, Leisure, 
Community and Everyday Life. New York: Basic Books.  
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Museums, Performing Arts and the WKCD Development 
1.4 In 2001, the Planning Department of the HKSAR Government organized an 

international Concept Plan Competition to gather thoughts on the development 
of the reclaimed waterfront site in West Kowloon of 40 hectare in area, calling 
for proposals to turn the land into a cultural district.  The competition was won 
by Foster and Partners in 2002 and its scheme adopted as prototype for the 
subsequent invitation for development proposals (or in short the IFP). 

1.5 The IFP, announced in 2003, laid down the requirements and composition of the 
West Kowloon Cultural District (WKCD).  Details of the District, ranging from 
number and nature of ‘hardware’, to the management models and funding 
resources have been discussed for nearly 2 years until the whole project was 
‘revamped’ in February 2006 – the government agreed that the project would 
require more thorough communication and consultation among various 
stakeholders and thus a restructuring of the consultation model was developed. 

1.6 Government's objective of developing the WKCD is to develop a world-class 
arts and cultural district comprising local, traditional as well as international 
elements, to enrich arts and cultural life for the people in Hong Kong and 
neighbouring areas, to create job opportunities and benefit the tourism industry, 
and to make Hong Kong an international cultural metropolis.    

1.7 The Government set up a Consultative Committee on the Core Arts and Cultural 
Facilities of the West Kowloon Cultural District in April 2006 to re-examine, as 
appropriate, with a view to re-confirming the need for the Core Arts and 
Cultural Facilities in the WKCD.  The Consultative Committee, supported by 
three Advisory Groups, is to examine the need for the performance venues and 
museums in the WKCD and consider the financial implications for developing 
these core facilities in the WKCD. 

1.8 This study proposes to investigate the relationship of the Museum and 
Performing Arts sectors with Creative Industries in Hong Kong. 
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2.    Definitions 

 

Definition and Roles of Museum 
2.1 For the past 50 years the definition of museum has been changing but a common 

version which was a consensus among worldwide museum workers since 2001 
is as follows:  
“A museum is a non-profit making, permanent institution in the service of society and 
of its development, and open to the public, which acquires, conserves, researches, 
communicates and exhibits, for purposes of study, education and enjoyment, material 
evidence of people and their environment.”2

2.2 The definition of museum is still evolving today and there is a shifting focus 
from conserving to communicating with and inspiring the public.  As some 
commentators argue, with technological advancement and the changing nature 
of museum, the current definition is facing restrictions to include new forms of 
museums (ICOM News, 2004).  Also, different countries have their own 
definition of museum, which makes the agreement of unified definition difficult.   

 

Scope of Performing Arts  
2.3 The Performing Arts sector comprises of art forms such as dance, drama, xiqu, 

orchestra, music theatre to various multi-media performances.  The core 
activities include the production and presentation of performances in theatres by 
both local and overseas art groups, live and touring performance, costume 
design and making, lighting and stage design, sound and music composing and 
production, etc.  The sector relates to tourism, pubs and restaurants, business 
sponsorship, festival management, management of venues, education, catering, 
sound tracks and ticketing services.  The industry comprises a compound 
amalgam of government subvented art companies, commercial theatre 
companies, amateur groups, venue managers and intermediary agencies.  The 
related industries include music, television and radio, design, film and video, 
publishing, advertising, stage effects and etc.   

 

Definition of Creative Industries  
2.4 Similar to the definition of Museum, the definition of Creative Industries is also 

different in different countries.  The definition in Hong Kong, according to the 
Baseline Study on Hong Kong’s Creative Industries is as follows:  
“A group of economic activities that exploit and deploy creativity, skill and intellectual 
property to produce and distribute products and services of social and cultural meaning 
- a production system through which the potentials of wealth generation and job 
creation are realized.” 3

                                                 
2 http://icom.museum/definition.html. 
3 Desmond Hui ed. (2003), Baseline Study on Hong Kong Creative Industries.  Commissioned by the 
Central Policy Unit, HKSAR Government, Centre for Cultural Policy Research, The University of 
Hong Kong. 
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2.5 According to this definition, eleven sectors of creative industries are identified 
in Hong Kong: Advertising, Architecture, Art, Antiques and Crafts, Design, 
Digital Entertainment, Film and Video, Music, Performing Arts, Publishing, 
Software and Computing, Television and Radio.  These industries together 
contributed to about 4% of the total GDP in Hong Kong in 2001.   

 

Position adopted in this Study 
2.6 It appears from the definitions above that there is an inherent contradiction 

between the two domains – the non-profit making domain and the profit-driven 
one, especially in the museum sector.  However, as definitions are constantly 
changing to adapt to new circumstances and issues, we have also adopted a 
more flexible and open attitude in defining the two domains in this study, to the 
extent that we believe museums today are not necessarily all non-profit making; 
and similarly, creative industries are not necessarily restricted to 11 sectors. 
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3.    Significance and Objectives of the Study  

 

3.1 Since the idea of creative economy is new and the phenomenon of adopting 
creative industries as strategies for city development is recent, there are not 
many references on the subject and indeed no established study on the specific 
relationship between museums, performing arts and creative industries.  
However, this relationship is important which could be understood at least on 
three primary levels of intention:  

3.2 i) On a macro level, museums and performing arts are used as strategies for city 
branding and development: this is a natural extension of the 
art/culture/creativity-led trend of urban development as mentioned in the 
introduction above.  Museums and galleries are particularly pivotal within this 
context as vehicles for significant urban changes both as visual icons and agents 
of cultural regeneration.  Specific examples include: the Newcastle Gateshead in 
North East England, Federation Square in Melbourne and the 21St Century 
Museum of Kanazawa.   

3.3 ii) While commercialization of performing arts have been common for a much 
longer history, museums are also increasingly becoming cultural and creative 
industries themselves: with the exception of a majority of state/national-owned 
and operated institutions as cultural resources and services for society, the 
increasing emphasis on public-private partnership and the spirit of 
entrepreneurship in the museum sector reveals the increasing reliance on 
business and market principles for sustainability, which means that museum is 
becoming a branch of creative industries that exhibits its own unique mode of 
value and production chain.   

3.4 iii) The mutual benefits and interdependence of industries have been evident 
with the performing arts sector – music, television, press and publication, film 
and video and more recently digital entertainment are all inter-related; growth in 
one sector is inducing similar growth in other sectors.  Museums are also 
becoming instruments and agents of growth for other creative industries and 
sectors: this is an argument beyond doubt for museums of art film, architecture 
and design which directly relate to these specific creative industry sectors; but 
the idea is true also for other sectors since museums in general carry the 
function of education and inspiration for the public, and hence even if the theme 
and subject of the museum is on transport or health, the nature of acquisition, 
conservation, research, communication and exhibition are still very much part of 
the core business of creative industries which could benefit the growth of these 
sectors.   

3.5 These three levels of relationship between museum, performing arts and 
creative industries could also be expressed through the following matrix 
diagram that serves to explain the three different effects of creative industries on 
themselves, value creation for other sectors and the more intangible benefits to 
the city as a whole: 

 

 9



Chapter I 

Figure 1: The Matrix of Creative Industries 

 
 

3.6 It is therefore significant that our study should tackle the relationship on these 
three levels to formulate a strategy for conceiving and implementing the 
provisions and development of museum and performing arts, not only for the 
WKCD project, but also for the long-term development of Hong Kong. 
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4.   Scope of work  
 

4.1 Based on the above three primary levels of relationship, the following report 
will be divided into 6 chapters examining the 6 areas of studies.   

i. Summary development of museums, performing arts and creative industries 
in Hong Kong;  

ii. The overview of the regional and international examples of museums and 
performing arts in cultural establishments, cultural activities and creative 
industries;  

iii. The role of museums and performing arts as strategies of city branding and 
development;  

iv. Museums and performing arts as a form of creative industries;  

v. Museums and performing arts as an instrument of growth for creative 
industries and as an input towards the creative industries ecology;  

vi. The prospect of application of the findings on the WKCD development in 
Hong Kong.   
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5.   Methodology  
  

Desk-top and library research 

5.1 The project employed the traditional desk-top and library research on relevant 
and related publications from local and overseas libraries and archives, the 
institutions chosen for case studies, and data from government and media which 
may include statistics, income and expenditure accounts of museums and 
performing arts groups.   

 

Case Studies 
5.2 The chosen cases demonstrate as successful models in arts and culture-led 

development, with relatively comprehensive researches and discourses on their 
development.  There is a wide scope of choice to encompass and compare 
developments in different continents in order to give an international 
perspective.   

5.3 We have collected data for an overview of the local, regional and international 
trends on their development and to study their relationship in terms of cultural 
activities, cultural establishments and creative industries.  Shanghai, Singapore 
and London are chosen to position against Hong Kong in this relationship study.   

5.4 Newcastle-Gateshead in North East England, Federation Square in Melbourne, 
Australia, Kanazawa in Japan and New York Broadway in USA are chosen as 
case studies for studying the impact of cultural facilities on city development,.   

5.5 Tate Modern in London, Museum of Modern Art and Lincoln Centre in New 
York, as well as Esplanade in Singapore will be analyzed in terms of their 
sources of income for studying museums and performing arts as forms of 
creative industries. 

5.6 The New York Broadway theatre in terms of expenditure breakdown, ZKM in 
Karlsruhe, Germany, Victoria and Albert Museum in London and Lincoln 
Centre in New York in terms of their mode of operation, will be examined for 
the cross-over of museums, performing arts and creative industries. 

 

Consultation  
5.7 Consultations with museum and performing arts practitioners have been 

conducted.  We have interviewed Alex Beard, Deputy Director of Tate Modern, 
Rupert Myers, Chairman of National Gallery of Australia and Mathias Woo, 
Artistic Director of Zuni Incosahedron in HK. 

 

Focus group 

5.8 We have conducted two focus groups to collect opinions from museum, 
performing arts and creative industries practitioners and representatives.  The 
first focus group was on the museum sectors.  The second focus group was on 
the performing arts sectors.  Names of participants are listed in Appendix 4. 
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Chapter II:  Development of Museums, Performing Arts and 
Creative Industries in Hong Kong 
 

This chapter outlines the development of museums, performing arts and creative 
industries in Hong Kong and serves to give a summary background understanding of 
the relevant sectors for the study. 

 

 

 

1.   The Development of Museums in Hong Kong 
 

1.1 The first museum in Hong Kong could be traced back to the first City Hall 
opened in 1869.  The building “comprised a museum, a public library, a theatre 
and assembly rooms.  It became a cultural centre for the local community where 
social functions, concerts and lectures were held.” 1  The building was 
demolished in 1933. 

1.2 In the Hong Kong 1957 Annual Report, Government Collections were first 
mentioned in publication.  The collection used Sir Paul Chater’s and Sir Ho 
Tung’s bequeathed collection as the nucleus, and later transferred them to the 
first modern museum in 1962 inside the City Hall.  In 1972, City Museum and 
Art Gallery was split into the HK Museum of History and the HK Museum of 
Art. 

1.3 As of 1 October 2006, there are 24 museums in Hong Kong.  14 of them (one 
film archive) occupy a total exhibition space of 45,840m2 and are managed by 
the Leisure and Cultural Services Department (LCSD).  Tertiary institutions, 
non-profit-making Organizations (NPOs) or private organizations, Correctional 
Services Department and the Hong Kong Police Force run the other 10 
museums.  The museum per population ratio is 1: 290,410.  

1.4 The attendance figures of LCSD museums have shown a steady growth (Figure 
2).  In 2005, 119 exhibitions were held in the LCSD managed museums, which 
attracted 4.76 million audiences in total.  Among the 14 LCSD museums, the 
Hong Kong Science Museum recorded the highest admission in 2005 
(0.97million).  Heritage Museum ranked first in terms of the subsidies received 
from the government, reaching HK$74.5 million in 2004/05 financial year.  This 
figure was then followed by Hong Kong Science Museum at HK$63.6 million 
in the same year.2  

1.5 In conclusion, the government has dominated the provision of museum services 
in Hong Kong.  Government subsidy to the services is significant, and there 
seems to be room for growth by other museums with different funding methods 

                                                 
1 Ting, Joseph S. P. & Wong N. K. (1999), City of Victoria, Hong Kong: Hong Kong Museum of 
History, p. 18.  
2 Report on the Public Account Committee, Report No. 46 of the Director of Audit (2006) Provision of 
Public Museum Services, Appendix C. 
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and management models, if we consider both exhibition space and the museum 
per capita ratio in Hong Kong as compared to other major cities, which are 
indeed very low.3  

 
Figure 2: Attendance Figures of LCSD Museums 

Attendence figures of the major 5 LCSD museums in Hong Kong
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3 The ratio is about 1:35,714 in New York (224 museums per 8 million city population) and 1:31,250 in 
London (240 museums per 7.5 million Greater London population).  The former is about 8 times and 
the latter 9 times that of Hong Kong. 
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2.   The Development of Performing Arts in Hong Kong 

 

2.1 The development of performing arts in Hong Kong was less government 
directed compared to the museum sector.  “Commercial arts” has been part of 
Chinese culture in which Cantonese Opera was a main form of 
arts/entertainment.  Western culture became popular in Hong Kong since the 
late 19th century, when Scottish dance, ballet, and orchestral music were 
introduced. 

2.2 Many literati and performing artists moved from the Mainland and resided in 
Hong Kong during the two World Wars and the Cultural Revolution - which in 
turn strengthened the development of culture in the city.   

2.3 The government assisted the organisation of “Hong Kong Festival” between 
1955 and 1960.  The occasion provided opportunities for art and cultural 
exchange for Hong Kong and the rest of the world.  1962 was an important year 
for performing arts development in HK with the establishment of City Hall in 
Central providing a formal venue for art and cultural events. 

2.4 The first Hong Kong Arts Festival was held in 1973.  For the past 35 years, the 
festival has already introduced over 700 programmes to Hong Kong from 
around the world.  Since the late 1970’s, major art and cultural organizations 
have been formed including the Hong Kong Art Centre, the Hong Kong 
Repertory Theatre (HKRT), Hong Kong Ballet (HKB), Hong Kong Chinese 
Orchestra (HKCO) and City Contemporary Dance Company (CCDC), etc. 

2.5 Economic prosperity in the 1980s made construction of cultural venues possible 
all over Hong Kong, including the Queen Elisabeth Stadium, Tsuen Wan Town 
Hall, Hong Kong Stadium, Sha Tin Town Hall, Hong Kong Academy of 
Performing Arts, Hong Kong Cultural Centre and later a number of civic centres 
in the 1990s.   

2.6 The Council for Performing Arts (CPA) was established by the government in 
1982, which provided funding for the development of performing arts.  It was 
replaced by the Arts Development Council (ADC) in 1995. 

2.7 The ADC subsidized performing arts activities by means of grant allocation, 
which offers a limited amount of subsidy to 10 different art forms.  Currently, 
there are 6 arts groups in Hong Kong receiving a 3-year grant from ADC, 27 
groups with 1-year grant and more than 70 projects receiving other project 
grants.  The arts groups receiving 3-year grants, together with the Hong Kong 
Philharmonic Orchestra, Hong Kong Chinese Orchestra, Hong Kong Dance 
Company and Hong Kong Repertory Theatre, are generally referred to as the 
“flagship” arts groups in Hong Kong.   

2.8 In 2000, the Urban and Municipal Councils were dissolved and their functions 
were taken over by a new government structure the Leisure and Cultural 
Services Department (LCSD), which presents local as well as invites overseas 
performances.  In 2001, three arts groups were corporatised: HK Dance 
Company, HK Chinese Orchestra and HK Repertory Theatre.   

2.9 The government has played an active role in the regional and international 
liaison of art and culture.  The Home Affairs Bureau held several cultural 
forums and signed Memoranda of Understanding (MOU) with several countries, 
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which provides opportunities for Hong Kong arts and creative industries to be 
“exported” under co-operative conditions.   

2.10 In conclusion, although the performing arts sector in HK is less government 
directed as compared with the museum sector, it is still highly dependent on the 
government in the sense that Hong Kong government is still the biggest 
‘purchaser/provider’ of performing arts ‘products’.  Only a limited number of 
arts groups in Hong Kong are ‘industrialized’ or could attract sources of funding 
other than from the government. 

 

 16



Chapter II 

3.   The Development of Creative Industries in Hong Kong 
 

3.1 The concept of creative industries began in Hong Kong since the late 1990s.  In 
1999, the ADC first introduced the concept based on the discussion among the 
cultural sectors, and the media was interested and reported with considerable 
coverage.4 

3.2 In 2002, the first report on creative industries was published by the Hong Kong 
Trade Development Council.5  The report estimated that about 90,000 people 
were engaging in the industries, and contributing to 2% of the Hong Kong GDP.  
In 2003, the Central Policy Unit (CPU) of the HKSAR Government 
commissioned the Centre for Cultural Policy Research (CCPR) of the 
University of Hong Kong to carry out a Baseline Study on Hong Kong’s 
Creative Industries, identifying 11 sectors of creative industries6 according to a 
new definition 7 .  It also revised the output and employment figures of the 
industries to about 4% of the GDP and  170,011 in 2001-2. 

3.3 “Creative Industries” has been mentioned, with varying breadth and emphasis in 
the Chief Executive’s Policy Addresses consecutively since 2003.  The 2005 
Policy Address by Mr Tung Chee Wah expresses a firm commitment over the 
issue, “One of our important tasks is to step up the promotion of cultural and 
creative industries. We will establish, as soon as possible, a consultative 
framework for cultural and creative industries, so that relevant representatives 
from these industries including outstanding personalities from outside Hong 
Kong can participate. We will work together to study the vision for 
development, direction, and organisational structure to see how we may deploy 
our advantages, consolidate resources and pursue key areas.”8 

3.4 The Chief Executive Mr Donald Tsang has also incorporated creative industries 
in his policies – e.g. by setting up a Creative Arts Centre in Shek Kip Mei and a 
HK Film Development Council.9  At the moment, policies on creative industries 
are overseen by the Home Affairs Bureau (HAB) and the Commerce, Industry 
and Technology Bureau (CITB).  However, a comprehensive policy on creative 
industries has yet to be set by the government. 

                                                 
4 Eddy Chan (2005) “From ‘Creative Industries’ to ‘Cultural and Creative Industries’”, in A Decade of 
Arts Development in Hong Kong, Hong Kong: Hong Kong Arts Development Council, p. 58.  
5 There were 13 sectors: 1. Advertising, 2. Architecture, 3. Arts and antique, 4. Comics, 5. Design, 6. 
Fashion design, 7. Film, 8. Game software, 9. Music, 10. Performing arts, 11. Publishing, 12. 
Television, and 13. Computer software & information technology.  
6 The 11 sectors are: 1. Advertising, 2. Architecture, 3. Arts, crafts and antiques, 4. Design, 5. Digital 
entertainment, 6. Film & video, 7. Music, 8. Performing arts, 9. Publishing, 10. Software and 
computing and 11. Television and radio.  
7 The definition reads: “a group of economic activities that exploit and deploy creativity, skill and 
intellectual property to produce and distribute products and services of social and cultural meaning - a 
production system through which the potentials of wealth generation and job creation are realized.“ 
8 http://sc.info.gov.hk/gb/www.policyaddress.gov.hk/2005/eng/index.htm, Para. 89. 
9  The former was mentioned in the 2005-6 Policy Address, http://www.policyaddress.gov.hk/05-
06/eng/p93.htm, Para. 98 and the latter in the 2006-7 Policy Address 
http://www.policyaddress.gov.hk/06-07/eng/p30.html, Para. 30. 
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3.5 An important initiative undertaken by HAB is the establishment of the Jockey 
Club Creative Arts Centre in Shek Kip Mei, to be jointly developed by Baptist 
University, the ADC and the HK Arts Centre, with HK$70 million donation by 
the HK Jockey Club, which aims to become an incubation hub for creative 
talents and entrepreneurs.10  It demonstrates on a smaller scale what WKCD 
could do for Hong Kong in terms of grooming of talents. 

3.6 Other measures implemented by CITB on creative industries include setting up, 
according to the 2007-8 Budget, a new film financing fund of HK$300 
million,11 in addition to the Film Development and Guarantee Fund Scheme and 
the Digital Media Centre,12 while the HAB has established cultural cooperation 
with over 10 countries, including China, Singapore, Vietnam, South Korea, the 
Philippines, the Netherlands and France.  The Asian Cultural Cooperation 
Forum (ACCF) organized by the Bureau since 2003 has also become an annual 
event which attracts cultural heads and sector leaders from the Asian-Pacific 
region to participate.   

3.7 The Closer Economic Partnership Arrangement (CEPA) was set up to assist 
Hong Kong’s small and medium enterprises (SMEs).  However, several industry 
sectors reflect that CEPA has its limitation and is not really helpful in promoting 
HK business with the mainland.  For instance, the architectural sector has 
reflected that even though CEPA has helped mutual recognition of professional 
qualification, it is still not easy for Hong Kong architects to practice in the 
Mainland because the initial start-up cost is too high as required under CEPA.13 

3.8 The education sector acknowledges the trend of knowledge economy and is 
actively reforming the education system to cope with future changes.  Among 
these changes the promotion of general education and liberal arts is most 
prominent.  At the same time, courses and vocational training in the subjects are 
offered in tertiary and post-secondary institutions.  The media reports that some 
parents have changed their attitude towards arts in education because of the 
comprehensive discussion in the government, academia, media and the public.   

3.9 The third sector, i.e. the voluntary sector, is also active in the discussion of 
creative industries.  They focus mainly on the social impacts of the arts and 
culture, youth employment, school drop-outs etc.  The arts and cultural sector 
liaise actively with government officials, politicians, NGOs, and overseas 
counterparts.  The ADC also invites overseas speakers regularly to share their 
experience in the development of creative industries.   

3.10 In conclusion, the development of creative industries in Hong Kong is at a 
budding stage.  The West Kowloon Cultural District (WKCD) will be 
significant in shaping the cultural scene and hence the development of creative 
industries in Hong Kong.   

 
                                                 
10 http://net3.hkbu.edu.hk/~jccac/. 
11 http://www.budget.gov.hk/2007/eng/budget14.htm. 
12 Eddy Chan (2005) op. cit., p. 62.  
13 D. Hui, ed. (2006), A Study on the Relationship between Hong Kong’s Cultural and Creative 
Industries and the Pearl River Delta, Commissioned by the Central Policy Unit, HKSAR Government, 
Centre for Cultural Policy Research, HKU,  Final Report, Part II, p. 13-25.  
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Chapter III:   An Overview of Regional and International Examples 
on the Relationship between Museums, Performing Arts, Creative 
Industries and City Development 
 

This chapter will analyse the trends of development of museums, performing arts 
venues and creative industries.  By looking into the practices of three cities in three 
countries, we will describe how cultural facilities and creative industries develop in 
these places, their relationship to each other as well as to the city development. 

 

 

 

1.   Shanghai  

 

Background for the Development of Cultural Policy  

 
1.1 The idea of a ‘cultural market’ did not exist in Mainland China until the end of 

Cultural Revolution.  The first stage of cultural institutional reform (1978-80) 
aimed at restoring cultural institutions to the pre-revolution stage.  However, 
excessive government intervention and bureaucracy impeded the efficiency.  
Therefore in 1980, the Ministry of Culture proposed a reform in cultural 
development and put forward the concept of ‘Yi Wen Bu Wen’ (以文補文 – 
subsidizing culture by culture) and ‘Duo Ye Zhu Wen’ (多業助文 – helping 
culture by various businesses) encouraging cultural institutions to subsidize 
their operations with cultural resources and other businesses.  This process of 
cultural industrialization was followed by a second (1993-2003) and a third 
phase (2002-present).  Step by step the government cut direct funding to cultural 
organizations encouraging them to find their way of survival in the market place.   

1.2 In 1950, the Shanghai Municipal Government established Shanghai Cultural 
Bureau to lead cultural and arts administration in the city.  In 2000, Shanghai 
Cultural Bureau and Shanghai Radio, Film and Television Administration were 
restructured to form the Shanghai Administration of Culture, Radio, Film and 
Television, the present organization responsible for cultural affairs and 
development.1 

1.3 As a policy to elevate the status of the city for the 2010 Expo, the Shanghai 
Municipal Government plans to increase investment to build 100 museums 
before Expo opens.2 

 

                                                 
1  Shanghai Municipal Administration of Culture, Radio, Film and Television. 

http://wgj.sh.gov.cn/node2/2006wg/node610/node611/index.html.  
2 http://china.org.cn/english/travel/84090.htm  Indeed, many Chinese cities are also eagerly building 
museums.  Shenyang, like Shanghai, is also aiming at building up to 100 museums by 2010. 
http://www.chinadaily.com.cn/china/2006-12/19/content_762082.htm. 
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Recent Development of Cultural activities in Shanghai 
 

1.4 The first private museum in China was the “Calculator Museum” opened in 
Shanghai in 1981.  There were about 80 private museums in the whole country 
in the 1990s and by 1996, the number increased to 200.  By 2004, there were 
about 60 private museums in Shanghai.3   

1.5 According to a report in the People’s Daily, government role is less important as 
fund provider and museum manager in the Mainland these days.   More 
museums rely on corporate support instead.  For example, the CY Tung 
Maritime Museum in Shanghai is jointly funded by Hong Kong’s Tung 
Foundation and Shanghai Jiaotong Univeristy;4 the Xiangcai Securities (湘財証

券 ) also funded the Lidao Securities Museum showcasing historical 
development of Shanghai securities.5 

1.6 The Shanghai Municipal Statistics Bureau investigates development of culture 
by measuring the total number of museums, ‘Wen Hua Guan’ (文化館 – venues 
of culture), performing arts groups, archives and libraries.  According to the 
annual statistical study, there has been an increase in museums and performing 
arts groups in Shanghai from 2000-2005.  However, other cultural facilities do 
not share the boost - Wen Hua Guan, archives and libraries all suffered a 
decrease since 2000. 

1.7 Among all the cultural facilities, museum shows the greatest growth.  The total 
number of museums rose from 11 to 100 from 2000 to 2005.  The growth in 
2003 was remarkable: 67 museums were built in that year. 

1.8 The number of performing arts groups increased from 29 to 85 in six-year time.  
Sharing the same pattern of growth with museums, 50 performing arts groups 
were founded in 2003.   

1.9 Wen Hua Guan is a community-based complex serving as a performing arts 
venue, exhibition hall and sports centre.  It provides venues for all sorts of 
cultural and leisure activities.  Unlike museums and performing arts groups, the 
total number of Wen Hua Guan has been decreasing: despite an increase from 
48 in 2000 to 53 in 2002, it continued to drop since then.   

1.10 The total number of archives and public libraries also decreased from 2000 to 
2005.  Archives suffered a constant decrease since 2000, from 50 in 2000 to 45 
in 2005.  The number of public libraries increased from 31 to 35 between 2000 
and 2003 but decreased to 28 in 2004 and 2005.   

 

 

                                                 
3 Ibid., many of these museums are facing financial difficulties and have to move to other locations for 
survival. 
4 http://cytungmaritimemuseum.com/. 
5 http://dyndcnc.dongying.gov.cn/datalib/2004/TradeNews/DL/DL-20040209141404.  
http://english.people.com.cn/200401/11/eng20040111_132317.shtml# 
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Figure 3: Cultural Facilities and Activities in Shanghai (2000-2005) 

Cultural Facilities and Activities in Shanghai (2000-2005)
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Recent Development of Creative Industries in Shanghai 

 

1.11 In the 11th Five-year Plan, the Chinese Central Government announced the 
intention to develop cultural and creative industries in different regions with 
emphasis on six core cultural activities, including national performing arts 
activities, national publishing and intellectual property related trading, research 
and production of animation and internet games, national exhibition activities, 
antiques and art crafts trading and research and trading of television 
programmes and films.   

1.12 According to report on the development of creative industries in China, the 
estimated Gross Value Added (GVA) of creative industries rose from RMB39 
billions in 2002 to RMB68.58 billions in 2005, with a growth rate of 75.8% 
over 4 years.   

 
Figure 4: Economic Contribution of Cultural Industries to Shanghai 
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1.13 Growth of creative industries in Shanghai is contributed by the development of 
creative clusters.  Creative cluster provides a favorable environment for 
collaboration between different groups and companies and they could enjoy an 
economy of scale in infrastructure and land uses.  The organic development of 
creative clusters started in the 1990s, first around Luwan, Huangpu, Changning 
and Jingan District.6  

1.14 In November 2004, the Shanghai Municipal Government set up the Shanghai 
Creative Industry Centre to promote development of creative industries in 
Shanghai.7  One of the major tasks of the Centre is to oversee development of 
creative clusters in the form of creative industry parks.  By the end of 2006, a 
total of 75 parks have been licensed by the Centre.  

1.15 Naturally, some parks are more successful than others.  For example, the multi-
media cluster in Changning District has more than a hundred enterprises moved 
in and the sales revenue reached RMB2 billion in 2003, creating RMB70 
million tax revenue.8 

 

Recent Development of Tourism in Shanghai 

 
1.16 Although there is no direct evidence that Shanghai’s tourism benefits from the 

growth of creative industries and increase in cultural facilities, it has shown a 
remarkable parallel growth since 2000.  The total number of tourists increased 
215% in six-year time.  Similar to the growth of performing arts group and 
museums, the greatest leap was in 2003/2004 with 1,720,500 more tourists 
recorded in 2004 than 2003.   

 
Figure 5: Total Number of Visitors in Shanghai (2000-2005) 
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6 Zhang Jing Cheng (Ed.) 'Development of Creative Industries in China (2006), China Economic 
Publishing House, p. 225.  
7 http://www.scic.gov.cn/english/introduction/index.htm. 
8Zhang (2006), op. cit.,  p. 225, 252. 
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2.   Singapore 

 

Recent Development of Cultural Activities in Singapore 

 
2.1 According to the Singapore Ministry of Information, Communication and the 

Arts (MICA), there were 18 museums and 22 performing arts venues in 
Singapore in 2000.   

2.2 In 2000, the Singapore Government produced the Renaissance City Project 
Report positioning Singapore to become a Global Arts City with an approved 
budget of S$50 million to be spent over five years by arts groups and 
companies.9 

2.3 According to Singapore Arts Council, there is a steady growth of the total 
number of visual arts exhibition, total number of visual arts exhibition days, 
total performances and total performing arts productions.  Among all these 
numbers, the total exhibition days shares the greatest growth, it increases 67% 
over five-year time.10 

 

Figure 6: Cultural Activities in Singapore (2000-2004) 
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2.4 Several large-scale arts venues were built in 2001-2002, namely, the 
international arts centre “Esplanade – Theatres on the Bay”, the Singapore Tyler 
Print Institute and the Arts House at the Old Parliament.   

2.5 Singaporean artists and arts groups are getting more international recognition by 
participating in international events.  For example, in 2004, the New Zealand 
International Arts Festival featured, for the first time, a special Singapore season 

                                                 
9 http://www.mica.gov.sg/renaissance/FinalRen.pdf.  
10 It is not stated in the Singapore Art Council report that these visual art exhibitions are traditional or 
commercial exhibitions.  
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which was the largest presentation of Singapore artists in one single 
international festival.   

2.6 Singapore hosted the biennial Asian Arts Mart 2003 and the International 
Congress of the International Society for the Performing Arts in 2003.  The 
Second World Summit on the Arts and Culture was also held in Singapore in 
2003 gathering 140 cultural policy-makers and artists from 40 countries.   

2.7 The ticketed attendance of performing arts also increased 75 % from S$562,000 
in 1989 to almost S$1 million in 2003 despite economic recession during the 
SARS epidemic. 

 

Recent Development of Creative Industries in Singapore 

 
2.8 In 2002, the Singapore Economic Review Committee (ERC) drafted a report on 

strategic development of creative industries in Singapore envisioning Singapore 
to double the GDP contribution of creative industries in 2012.  It also aims to 
establish Singapore as a New Asia Creative Hub through strategies tailored for 
the arts and culture, design and media industry sectors.11 

2.9 According to MICA, the GVA of creative industries in Singapore increased 
from S$2.98 billion in 2000 to S$6.3 billion in 2003 contributing to 3.88% of 
the GDP in 2003.12 

2.10 According to the same source, the number of people employed in the creative 
industries grew steadily from 2000 to 2003: from 79,000 (3.8% of total 
employment) in 2000 to 93,000 (4.02% of total employment) in 2003.   

 

Figure 7: Economic Contributions of Creative Industries to Singapore (2000-2003) 
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11 http://app.mti.gov.sg/default.asp?id=507#4.  
12 http://www.mica.gov.sg/pressroom/press_0510051.html. 
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Recent Development of Tourism in Singapore 

 
2.11 According to the Singapore Tourism Board, the total number of tourists 

increased from 7,691,399 in 2000 to 8,940,000 in 2005, despite drastic fall in 
2003 due to SARS.13     

 
Figure 8: Number of Visitors to Singapore (2000-2005) 

Number of Visitors to Singapore (2000-2005)

0

2

4

6

8

10

2000 2001 2002 2003 2004 2005

Year

To
ta

l N
um

be
r o

f V
is

ito
r

 (i
n 

m
illi

on
s)

 
 

                                                 
13 http://app.stb.com.sg/asp/tou/tou02.asp.  
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3.   London  

 

Recent Development of Cultural Activities in London 

 
3.1 According to the UK Office for National Statistics (ONS), 2 in 5 Greater 

London residents went to the theatre in 2002.  The society of London Theatres 
estimated nearly 12 million seats were sold in West End theatres (to all theatre 
audience, not just London residents) in 2001, an increase of 8% from 10 years 
ago.  Art Galleries and exhibitions were the second most popular attractions for 
London residents surveyed, with 2.5 million annual attendances.14 

 
Figure 9: Attendance by Greater London Residents at Cultural Events in London, 
2002 

Attendance by Greater London residents at cultural events in London, 2002 

 London Adults (1) (%) 
Annual Attendance 

(in thousands) 

Theatre 43.9 3161 

Art Galleries/ exhibitions 34.5 1484 

Pop/ Rock 22.1 1591 

Classical Music 19 1368 

Jazz 11.6 835 

Contemporary Dance 9 648 

Ballet 8.6 619 

(1) Ages over 15 years 

Source: 2001/2002 Target Group Index Data, BMRB International; Arts Council of England 

 

3.2 According to the Museums, Libraries and Archive (MLA), London houses 250 
museums and galleries, including world famous national museums and galleries, 
local authority services, museums owned by university, military and other 
specialist interests, and a wide range of independent museums with charitable 
status, attracting 30 million visits each year.15  

3.3 There are 295 public libraries in London.  Including those in hospitals and 
sheltered accommodations, the total number amounts to 2,238.  Public libraries 
have stocked 17 million books and 1.5 millions CDs, cassettes, talking books, 
videos and CD-ROMs.  There are over 51 million recorded visits to public 
libraries every year.16 

3.4 According to the Arts Council England, London is home to 2 opera houses, 5 
orchestras, 7 purpose-built concert halls, 125 dance companies, 1,700 visual arts 

                                                 
14 http://www.statistics.gov.uk/downloads/theme_compendia/FOL2003/09TourLeisr.pdf. 
15 http://www.mlalondon.org.uk/sector/index.cfm?NavigationID=144.  
16 http://www.mlalondon.org.uk/sector/index.cfm?NavigationID=146.  
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and crafts groups, 2,500 amateur groups,17 2,650 music businesses, 33% of the 
UK’s performing arts groups supported by public investment, 70% of the UK’s 
recording studios, 90% of UK’s music industries; it also attracts 22 million 
visits to music, theatre and dance performances each year.18 

 

Recent Development of Creative Industries in London 

 
3.5 According to the Greater London Authority statistics, the creative industries 

represent London's third largest sector of employment, with 525,000 people 
working either directly in the creative industries or in creative occupations in 
other industries.  The sector also offers London's second biggest source of job 
growth, contributing roughly one in every five new jobs and add £21 billion 
annually to the city's output, more than all the production industries combined 
and second only to business services at £32 billion.19 

3.6 With the 2012 Olympic, the latest forecast by the London Development Agency 
research around Creative London is that creative industries will overtake 
business and financial services in London in terms of employment by the year 
2020 to be the leading economic driver for the city. 

3.7 Location Quotients (LQs) measures the relative concentration of a sector in a 
given area to its concentrations in UK.  The higher the LQ, the greater is the 
relevance of the sector to the regional economy relative to the UK average.  As 
shown in the following figure, the high LQ of the creative sector indicates the 
dominance of London in the overall creative industries in UK.20   

 

                                                 
17 Amateur groups are formed by artists who do not call themselves professional artists. They are 
mainly  part-time or freelance artists.  
18 http://www.artscouncil.org.uk/documents/information/phpJTJLsy.pdf.  
19 http://www.london.gov.uk/gla/. 
20  http://www.lda.gov.uk/upload/pdf/18_487_UnderstandingLondonssectorsNov03.pdf. 
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Figure 10: Sector Location Quotients (LQ) (2000) 

 
 

3.8 According to the same research by the London Development Agency (LDA), 
London is home to a quarter of UK’s creative sector, with relative concentration 
of employment in film, music, publishing, radio and TV and advertising.   

 

Recent Development of Tourism in London 

 
3.9 The tourism and leisure sector in London employed 317,913 people with 

£21,459 productivity per worker (which is measured by the gross output value 
divided by the number of employment).   

3.10 According to the ONS, in 2002, there were 11.6 million visits to London from 
overseas and stayed one night or more.  From 1996 to 1998, the number of visits 
remained constant, but it increased to over 13 million in 1999 and 2000 over the 
millennium.  The average length of stay was almost seven nights.21 

 

                                                 
21 http://www.statistics.gov.uk/downloads/theme_compendia/FOL2003/09TourLeisr.pdf
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Figure 11: Visitors to London (1996-2002) 

Visitors to London (1): Numbers and expenditure 

Numbers (millions)  
Expenditure 
(£millions) (2) 

Average expenditure 
(£) 

  
Overseas 
Visitors  

UK 
residents 
trips  

Overseas 
Visitors  

UK 
residents 
trips  

Overseas 
Visitors  

UK 
residents 
trips  

1996 12.3 12.9 6007 1633 490 127 

1997 12.3 14.4 5993 1768 488 123 

1998 12.3 12.3 6298 1848 523 150 

1999 13.2 15.5 6708 2066 509 133 

2000 13.1 18.5 6901 2070 525 166 

2001 11.5 16.9 5845 2995 510 177 

2002 11.6   5887   506   

(1) Staying one night or more 

(2) At current price  

Source: International Passenger Survey, Office for National Statistics; United Kingdom Tourism 
Survey, Sponsored by the National Tourists Boards  

 

 

Recent Development of Cultural Activities in United Kingdom 

 
3.11 The UK data, on a national scale, gives us another level of understanding on 

how creative industries and cultural activities perform.    

3.12 According to the Art Fund, there are currently 2,500 museums all over UK, and 
the total number of museum visits reached 80-114 million per year.  There are 
1,800 museums accredited by the MLA of which over 700 are independent 
museums, about 650 are local authority museum, 155 are owned by National 
Trust, 91 are university museums and 54 are national museums.22 

3.13 According to the Guardian, museums generate about £350 million a year 
through overseas visitors, and the economic impact of museums is estimated at 
£1.5 billion a year, “adding up to a significant sector, not a peripheral pastime; it 
is not something froufrou outside of the rest of the economy.”23 

3.14 The Arts Council England plays an important role in supporting the arts and 
cultural activities in the UK.  There are over 1,100 arts organizations that are 
regularly funded on a three-year basis, in which about £400 million was 
invested in 2006/07.  The Grants for the arts programme also attracts 9,484 
applications in 2005/06 and 4,707 grants were made, where £81.7 million were 
spent.  The Arts Council England also funds the arts through various 
programmes such as cultural leadership programme, Own Art, Managed funds 

                                                 
22 http://www.artfund.org/policyandcampaigns/faqs.html.  
23 http://www.guardian.co.uk/uk_news/story/0,,1971461,00.html.  
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and Urban Cultural Programme.24  The Lottery Fund also serves as a substantial 
financial support for the construction of cultural infrastructure.  Since the 
National Lottery began in November 1994, it has injected around £2 billion into 
the arts.25   

 

Recent Development of Creative Industries in United Kingdom 

 
3.15 According to the Creative Industries Economic Estimates conducted by 

Department for Culture, Media and Sport (DCMS), creative industries grew 
steadily in terms of GVA from 2000 to 2004.  The total value added of creative 
industries increased from £51.3 billion in 2000 to £56.9 billion in 2004.  
However, there is a slight decrease in term of percentage to the GVA in UK: 
after reaching 8% in 2002, it decreased to 7.3% in 2004.   

3.16 The total number of employment in the creative industries was 1,568,700 in 
1997, reaching 1,824,400 in 2005.  Despite the general increase of 16% in 
employment over the eight years, the total employment declined after 2003 
echoing the sudden drop of GVA in creative industries in 2002.   

 
Figure 12: Economic Contributions of the Creative Industries to the United 
Kingdom (2000-2005)  - GVA 

Economic Contribution of the Creative Industries to the 
United Kingdom - GVA (2000-2005)
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24 The Cultural leadership programme is a two-year programme providing leadership and management 
training for art administrating staff; Own Art is an interest-free loan scheme for people to buy 
contemporary works of art; Managed funds provides funding for arts and cultural entrepreneurship; 
Urban cultural programme provides lottery funding for cultural projects in urban areas across UK.   
25 http://www.artscouncil.org.uk/aboutus/investment.php.  
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Figure 13: Economic Contributions of Creative Industries to the United Kingdom 
(1997-2005) – Employment 
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3.17 To support creative industries, DCMS launched “The Creative Economy 
Programme” in November 2005, aiming to make UK the creative hub of the 
world.  The programme works around 7 key issues.  

3.18 They are: 

i. Education and skills 
ii. Competition and Intellectual Property 
iii. Technology 
iv. Access to Finance and Business Support 
v. Diversity 
vi. Infrastructure 
vii. Evidence and Analysis 
 

3.19 The primary purpose of the working groups was to consider public policy 
related to creative industries and the groups decided to involve personnel from 
government and public organizations, such as members from DCMS, Non-
Departmental Public Body (NDPB), Regional Development Agency (RDA) and 
other government departments.   To better engage with creative industries, the 
working groups also devised plans and events for the industry.  At the end of the 
consultation in late September 2006, the working groups produced reports and 
recommendations to the government, which will be followed up with a 
conference and the drafting of proposals.   

 

Recent Development of Tourism in United Kingdom 

 
3.20 According to the ONS, Tourism and Leisure sector in UK employed 1,935,168 

populations in 2000, with productivity of £16,640 per worker.   
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3.21 The total number of tourist increased about 18% from 25,515,000 in 1997 to 
30,000,000 in 2005.    

 

Figure 14: Number of Visitors to the United Kingdom (1997-2005) 
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3.22 Cultural facilities appear to be a very significant tourist attraction.  Among the 
top 10 tourist attractions, 7 are museums or galleries.   

 

Figure 15: The top 10 Tourist Attractions in the UK 

Visits Made in 2005 to Visitor Attractions 

 Attractions Number of Visitors 

1 Blackpool Pleasure Beach 5,970,000 

2 British Museum 4,536,064 

3 National Gallery 4,202,020 

4 Tate Modern 3,902,017 

5 British Airways London Eye 3,250,000 

6 Natural History Museum (S.  Kensington)  3,080,401 

7 Science Museum 2,013,000 

8 Tower of London 1,931,093 

9 V&A (S.  Kensington) 1,920,219 

10 Tate Britain 1,733,120 
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Observations 

 
3.23 The cases of Shanghai, Singapore and London show that there has been 

corresponding growth in cultural establishments and activities in relation to 
income and tourism with the city strategies to promote creative industries since 
the late 1990s.  London even exemplifies in this comparison as it leads in all 
areas and has a predominant influence in the development trend of the whole 
UK.  

3.24 It is important to note the emphasis by Shanghai as well as other major cities in 
Mainland China to increase their number of museums and other cultural 
facilities as capital for city competitiveness.  While the idea of private museum 
does not yet seem to be a development trend in western countries, its growth in 
China cannot be ignored.  Both Shanghai and Shenyang aims to build 100 
museums by 2010.  Growth in Shanghai in terms of cultural facilities and 
activities, visitor figures as well as output of creative industries was particularly 
pronounced since 2003.26   

3.25 Singapore has shown great determination to develop culture and creative 
industries.  Although growth in these sectors is not as fast as in Shanghai, it has 
been steady.  Increase in the total exhibition days since 2001 is particularly 
marked.  Visitor figures are also rising faster since 2003 than before. 

3.26 London has a vibrant art scene characterized by abundant cultural facilities, art 
groups, an economically important creative industries sector, and a high 
participation rate in cultural events.  London’s role in the national cultural and 
creative industry development is also indispensable and it demonstrates the level 
of support that a cultural metropolis could give to the country and region.   

3.27 Although the three cases all show positive correlation in the development of 
creative industries, number of cultural facilities, tourism figures and the overall 
economy, these figures do not immediately imply a causal relationship among 
themselves.  It is more important to understand the dynamics between creative 
industries and cultural facilities and how they benefit each other and other 
sectors, which will be investigated in the following chapters. 

 

                                                 
26 One must be wary about compatibility of these figures with other cities because of difference in 
definitions.  For example, creative industries, according to the Shanghai Statistics Bureau and Shanghai 
Municipal Economic Commission, are defined very differently from Singapore and the UK.  They are 
grouped into 5 categories: Research and design, Architectural Design, Culture and Media, Consultancy 
and Strategies (including education), Fashion, Leisure and Lifestyle.    
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Chapter IV:   Museums and Performing Arts as Strategies for City 
Branding and Development  
 

Using four successful cases including Newcastle Gateshead in the UK, Federation 
Square in Australia, 21st Century Museum of Contemporary Art in Kanazawa, Japan 
and New York Broadway theatre in the United States, this chapter will investigate the 
idea of City Branding and how Museums and Performing Arts could be employed in 
the branding process and what other policies would enable their success.   

 

 

 

1.   The Idea of City Branding 
 

1.1 According to Simon Anholt who writes extensively on national branding and is 
the developer of ‘Nations Brands Index’, the idea of national brand is 
summarized as follows,  

“National brand is national identity.  It earns revenue; it earns respect; it earns 
cultural relations; it earns international relations.  It is the primary responsibility 
of governments in the 21st century to manage, to nourish, to cherish, to look 
after the national brand and to hand it over to the next generation.”1      

1.2 National brand is the image of the country that it communicates with her people 
and with others, and it determines the way the world sees it and treats it.  It is a 
natural desire for the countries to be properly and fairly understood.2     

1.3 Evidence of a successful branding can be classified into qualitative and 
quantitative evidence.  For qualitative evidence, a strong branding will bring 
about a strong city or national identity among the citizens, a harmonic society or 
a better social bonding and a clear foreign policy which includes a strategic 
positioning of development.  For quantitative evidence, a strong branding will 
bring about the attraction of investment which will often implies a rising price 
level and more employment opportunities, the attraction of population which 
implies a higher retention rate, and the attraction of tourists which will be easily 
noticeable in the increase of visitors (see figure below).   

 

                                                 
1 ACCF (2005), Brand Asia - Asia Cultural Co-operation Forum 2005. Hong Kong: HAB, p. 105.  
2 Simon Anholt. (2003). ‘When Countries become Brands’ in Brand New Justice: the upside of global 
branding. Oxford: Butterworth-Heinemann, p. 109. 
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Figure 16: Evidence of a Successful Branding 
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2.   Case I: Newcastle-Gateshead Quayside, UK 
 

Figure 17: The Map of Newcastle-Gateshead 

 
 

Development Background  

 

2.1 The Newcastle-Gateshead Quayside is a regeneration project carried out in 
partnership by various parties.  The titles of Newcastle Councils and Gateshead 
Council are used for branding purposes.  Tyne is the river in between the two 
councils, while more cultural ‘hardware’ is located on the river bank of 
Gateshead.   

2.2 Gateshead was an industrial city renowned for coal production but suffered 
economic recession in 1970-1980s when the industry declined.  Newcastle-
Gateshead Quayside faced a critical need for a new branding which would 
refresh itself from the image of an industrial city, and to ease the severe social 
problems inherited from industrial development.   

2.3 The central area of Gateshead had an unemployment rate of 2.6% higher than 
the national rate; the environment was degenerated because of poor housing 
quality and heavy traffic in the town centre; the crime rate in the town centre 
accounted for 10% of all crime in Gateshead (Gateshead Strategic Partnership, 
2005).  The Index of Multiple Deprivation (IMD) identified 25% of Gateshead 
population within the top 10% of the most deprived areas of England.3  

                                                 
3http://www.newcastle.gov.uk/wwwfileroot/regen/plantrans/AppendixAnnexGateshead.pdf#search=%2
2Gateshead%20redevelopment%22. 
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2.4 Building culturally-focused hardware was the core of the project.  The 
Millennium Bridge was completed first in 2001, followed by the BALTIC 
Centre for Contemporary Art in 2002 and Sage Gateshead in 2004.  The three 
projects together cost £138 million to build.   

 

Millennium Bridge 

2.5 The bridge was completed in 2001 at the cost of £22 million.  Designed by 
Wilkinson Eyre/Gifford & Partners, the bridge does not obstruct the Quayside 
or overshadow the scenery nearby.  It wins international acclaims because of its 
unique structure and the opening mechanism – it is the world’s first tilting 
bridge which can “rotate at an angle of 40 degrees creating a gateway arch and 
allowing river traffic to pass underneath.” (Millennium Commission, 2001).   
 

Figure 18: Millennium Bridge 

 
 

BALTIC Centre of Contemporary Art 

2.6 The contemporary art centre is the world’s largest venue of contemporary art.  It 
was originally the Baltic Flour Mill.  With 3,000 square meters of space 
assigned to five galleries and a performance space, the centre also 
accommodates artists’ studios, shops and restaurant, a cinema, a library and 
archive.  The £46 million building was redesigned by Ellis Williams.  The 
centre presented over 40 exhibitions and attracted over 2 million visitors since 
its opening in 2002. 

 

Figure 19: BALTIC Centre of Contemporary Art 
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Sage Gateshead 

2.7 The Sage Gateshead is a performing arts venue designed by Lord Norman 
Foster and has received a number of awards earning its status as a landmark.  
The venue houses local, regional and international concerts.  Sage Gateshead 
also hosts conferences and expositions, and is “expected to have a £12 million 
annual turnover” (The Guardians, 2004).  Indeed, “a specialist Economic 
Impact Study has reported the total economic contribution of the Sage 
Gateshead to the region in its first year as £43 million” (Culture North East, 
Issue 24), which is much higher than the original estimation.4 

 
age Gateshead 

 
 

Cultural Programm

Figure 20: S

ing  

The Newcastle-Gateshead Initiative manages the cultural ‘hardware’ and is 
responsible for the arts and cultural programming in the area.  In 2003, the 

section was established dedicated to the programming 
events and festivals for North-East England.  133 projects have been supported 
between 2004 and 2006 by the Culture10 programme attracting 3.6 m
audiences in 2005.  Culture10 designs programmes and activities to m
quayside a unique place to visit and Newcastle-Gateshead a culturally important 

nferences and summits.5    

2.8 

Culture10 of world-class 

illion 
ake the 

place for co

 A successful cultural programming generates media coverage: in 2005, the 
ing in Newcastle-Gateshead generated media value of £6.63 

 

         

2.9
cultural programm
million.   

                                        
venue draws people from all over the world by “[presenting in its first year 600 performances, 
 participation session] with a further 32,000 acros  the wider region, reaching a total of one 
 contacts a year.  The first year also included over 80 major conferences and meetings, between 
ringing delegates from well over 1 untries to Newcastle-Gateshead.” (Culture North East, 

4 The 
18,000 s
million
them b 00 co
issue 24). 

Gateshead in 2006 with over 500 cultural leaders attended. 

5 For example, an international wheelchair racing called the ‘Tunnel 2K International’ was held in 2006 
- athletes raced through the Tyne Tunnel at speeds of over 50 mph; to make use of the Tyne River, the 
2005 Tall Ships event was held with over 100 tall ships moored on the banks which attracted 1.5 
million visitors.  Culture10 also organized the World Cultural Summit on Arts and Culture in 
Newcastle-
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Policies Related to Arts-in-Education and Children Development 

The Newcastle City Council also draft2.10 ed numerous policies to support the arts 

 programmes with an art or cultural focus for children.  These 
programmes help foster a sense of community which is crucial for the success 
of a culture-led regeneration project.  For example:  

Paren

dler groups provide a quality interacting time between parents 

Toy L

2.13 re often based in libraries, family centres, community centres and 
oys are mostly on loan from parents, carers and childminders.  

2.14 rmance 
for schoolchildren to ensure every child taking part in a performance 
aperon (matron) who is responsible for the welfare of young people.  

 

 
2.15 

al business start-ups produced 400 
businesses, and there is increased investment by universities and improved 

 (Bailey, 2006: 6).   According to Time Magazine, a survey 
IS Research ranks Newcastle region the third-best place to 

do business in Britain, up from 19th in the previous poll.7 

a drastic increase in property value in Newcastle-Gateshead.  According to a 

and cultural development in the area, especially policy from an education 
perspective.  Apart from formal schooling, the city council also provides 
supporting

Out of School Clubs 

2.11 Out of school clubs, with a cultural focus, are registered to provide childcare 
services for kids from 3-18 years old.  Activities like drama, music, arts and 
crafts are organized which cultivate and develop the artistic sense of the 
youngsters.    

t and Toddler  

2.12 Parent and tod
and kids through games and other activities.  Groups based in community 
centres, church halls and schools, are organized by parents and carers.   

ibraries 

Toy libraries a
schools.  The t
Some of the toy libraries also offer a range of equipment, including sensory toys 
for children with special needs and disabilities.   

To strengthen intellectual property, the city council introduces the Perfo
License 
has a ch
The license helps protect the right of child, and cultivates the concept of 
licensing among children and families.6 

Attracting Investment  

Increased investment in creative industries and the budding of small businesses 
benchmarked the development in the area.  The “film and media activity is 
worth £160 million per year; cultur

graduate retention”
of employers by OM

2.16 A successful branding attracts investment: since the building of the cultural 
facilities and the introduction of the corresponding programming, there has been 

UK property company, the average price for all property has risen from £95,809 
in 2004 to £123,776 in 2006 with an overall increase of 132% since 2001. 

                                                 
6 http://www.newcastle.gov.uk/core.nsf/a/licencestage. 
7 http://www.time.com/time/europe/magazine/printout/0,13155,901040830-686010,00.html. 
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2.17 

e 

 

 
2.18 

Newcastle-Gateshead chose to stay in the city which is one of the highest 

 

Prom

 18.61 million visitors and in 2004, 
ist expenditure in the Tyne & Wear 

area was £771.5 million, in which Newcastle recorded £273.2 million and 

en combining the figures of Newcastle and Gateshead, the 
ends on the trip to the two cities is 1.1 days; and each 

 

Figure 21: Trend in Average Price in Gateshead - All Property 

 

Increase in investment also brought employment opportunities.  According to 
Newcastle City Council, there were 4,937 tourism related positions in 
Newcastle and 2,815 in Gateshead in 2004.  In 2005, cultural and creativ
industries also created 3,700 jobs with a turnover of £2.6 billion.8  

Attracting Population or population retention 

A strong branding attracts/retains talents.  As of 2006, 46% of the graduates in 

among UK cities.   

oting Tourism  

 

2.19 In 2003, Newcastle and Gateshead attracted
the figure increased to 19.26 million.  Tour

Gateshead £152.4 million; tourist days for the whole Tyne & Wear was 43.7 
million days with Newcastle 12.6 million days and Gateshead 8.6 million days.  
In other words, wh
average day a tourist sp

                                                
8 www.newcastle.gov.uk/wwwfileroot/cxo/casino/6steamglobal.pdf  
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tourist spends £22.1 on their trip there.  In 2004, the total revenue recorded by 
head Initiative was £425.69 million.   

 

2.20 

 

 

 

 

                                                

Newcastle-Gates

 

Strategic Positioning of the City  

Newcastle-Gateshead’s competition for the 2008 European Capital of Culture 
set its position among the top of the cultural parameter.9  Although Liverpool 
finally won the race, Newcastle-Gateshead indeed got 727 more votes than 
Liverpool in a preceding BBC poll.  In a televised message the actor Robson 
Green declared that Newcastle-Gateshead was a “city of the future.”  He said, 
“This is a place people will want to visit again and again.”10 

 

 

 

 

 
9 The European Capital of Culture is a city designated by the European Union for a period of one year 
during which it is given a chance to showcase its cultural life and cultural development.  
10 http://society.guardian.co.uk/regeneration/news/0,,946094,00.html.  
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3.   Case II: Federation Square, Melbourne, Australia 

 

Development Background  

 
3.1 The Federation Square was a redevelopment project converting the railway 

tracks into a public square, built by Lab Architectural Studio, a UK based 
architectural design company.  The square is 3.6 hectare in size and cost AUS$ 
450 million to build.   

3.2 The Square was opened on October 26, 2002.  90% of the amenities are culture-
related.  They are:         
i. ACMI - Australian 
ii. Centre for the Moving Image;  
iii. The Ian Potter Centre:  
iv. NGV Australia;  
v. National Design Centre;  
vi. The Atrium;  
vii. BMW Edge;  
viii. The Square;  
ix. Zinc at Federation Square; 
x. Champions: Australian Racing Museum;  
xi. Art Play and SBS-Radio, TV & Online. 

3.3 The square can accommodate 20,000 visitors at a time and is a place to hold 
multi-cultural activities and thematic festivals.  The Square holds more than 
2,000 events annually.  There are also 15 restaurants of all kinds nearby the 
square.  It therefore generated employment opportunities; and has created 600 
permanent positions in the art space, shops and restaurants. 

 
Figure 22: Federation Square 
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Cultural Programming promoting Social Cohesion and Community Identity 

3.4 The Federation Square is situated between the city’s CBD and the Yarra River, 
where people can access both places easily.  It changes the area’s pedestrian 
flow, and forms a gathering and sociable place for the public.  Some 
international art and cultural festivals have selected the Square as their prime 
activities location, bringing intermingling opportunities which could enhance 
the sense of community among the public.11  

3.5 The Federation Square embraces multiculturalism and is home to 17 
multicultural festivals in 2006.  The Square is open to public gatherings and 
hosts events on important days for celebration and countdown, which act as a 
kind of glue for the community and enhance community identity.12     

3.6 Apart from public gatherings, public art work representing local history creates 
a common identity for the locals.  Paul Carter, the designer of the pattern of the 
sandstone paving, recorded and voiced the “site’s history through the cultural 
encounters that have marked it as a site.”13   Titled Nearamnew, the public 
artwork “acknowledges the past cultural histories of the site through a work 
with literal and metaphorical layers of meaning.  The title of the work was 
generated by combining different words to create a name that indicates a shared 
history.”14  

 

Figure 23: Nearamnew by Paul Carter 

 
 

                                                 
11 For example, the Thai Culture and Food Festival in 2005 attracted 40,000 visitors within a one-day 
programme.  http://home.vicnet.net.au/~atai/thaifestival.htm.  
12 The 2006 New Year’s Eve party attracted 80,000 party goers.  During the celebration, thousands of 
‘Dream Seeds’ containing wishes from Children across Victoria and Japan were dropped from the night 
sky in the shower of lights; Gowri Dances of India led the crowd in a mass Bollywood dance lesson; 
the performances of Josh Owen Band and reggae group Bomba also brought the crowd into amazing 
delights.  http://www.federationsquare.com.au/Docs/NYE%202006%20e-newsletter.pdf.  
13 http://www.federationsquare.com.au/index.cfm?pageID=28.  
14 http://www.ngv.vic.gov.au/mythform/.  
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Education Programmes and Strategies 

3.7 The Federation Square contributes to the education sector by providing 
education programmes that fit into school curriculum standards.  The education 
programme targeted at Primary schools, assisting teachers to arrange excursions 
and to plan education activities.  The Federation Square websites also provide 
digital educational materials for the public to download.   

 

City-wide Cultural Policy  

3.8 To enrich the cultural content in order to support the infrastructure, the City of 
Melbourne has also developed a set of strategies.  The Art Strategies 2004-2007 
outlines the city council’s key directions for supporting the arts for the period.   

3.9 Seven themes have been identified in the Arts Strategy 2004-2007. 15    The 
vision will be realised through directions and priorities described under these 
themes (policies listed under each theme are only excerpts, more detailed policy 
draft could be found on the website):  

Indigenous Art and Culture  

3.10 Reflecting Indigenous art in the fabric of the city; increasing indigenous cultural 
representation in outer Melbourne through roadshows; to continue supporting 
Indigenous Mentorship Programme financially, etc.; 

Regional, National and International Perspectives  

3.11 Focusing on the presence of artists in the city and the enthusiasm of 
communities to engage with the arts, through programmes such as major public 
art commissions; developing partnerships with key arts organizations, state and 
federal arts funding agencies, sister cities and educational institutions, etc.;  

Engaging Communities in Arts and Cultural Development 

3.12 Strengthening relationships between and within communities through 
participation in creative projects; creating an advisory panel to the Community 
Cultural Development Programme; delivering an annual Artist-in-Residence 
programme through community agency, etc.;  

Arts Spaces and Places  

3.13 Promoting Melbourne’s public space as a living, ever-changing museum or art 
gallery, establishing an Artist-in-Residence programme in Council’s cultural 
venues, supporting street performers, public entertainment and street art, etc.; 

Arts, Heritage and History 

3.14 Ensuring the city’s art and heritage collection is widely and publicly accessible 
via the Council’s website; holding joint programmes with libraries, museums, 
festivals and events, etc.;  

Investing in the Arts 

3.15 Reviewing funding options for artists; supporting artists, arts organizations and 
the wider community through training and mentoring opportunities, in kind 

                                                 
15http://www.melbourne.vic.gov.au/rsrc/PDFs/ArtsStrategy0405/ArtsStrategy.rtf , 
http://www.melbourne.vic.gov.au/info.cfm?top=75&pg=1536.  
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support, professional advice and physical resources;  

Ideas, Discussion and Critical Debate 

3.16 Creating partnerships with individuals or organizations, including those with a 
focus on art, community, culture and education; in order to share ideas and 
communicate understanding of a diverse range of perspectives; extend the 
discussion through websites, publication and radio, etc.;  

3.17 The City of Melbourne runs a Public Art Programme which display permanent 
and temporary arts in unexpected corners of the central business district to 
deliver an ever-changing experience to city wanderers.   

 

Promoting Tourism  

 
3.18 6.8 million tourists have visited the square in the first year of its opening in 

2002.  In the following February, the square has recorded another 2 million 
visitors.  
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4.   Case III: 21st Century Museum of Contemporary Art, Kanazawa, Japan 

 

Development Background 

 
4.1 Kanazawa has a long history in developing traditional arts & craft, performing 

arts and literature.  It is home to internationally acclaimed artists16  who became 
professors in the Kanazawa College of Arts and Ishikawa Prefectural Technical 
High School. 

4.2 With only a population of 450,000, Kanazawa established its own Municipal 
College of Arts with two faculties: the Industrial Art Faculty which includes 
three specialties, namely commercial design, industrial design and craft design, 
and the Art Faculty.     

4.3 Kanazawa was known for its local and traditional culture, but there is criticism 
that the city is too ‘culturally conservative’ to become creative (Sasaki, 2003).17 
There is a need to re-brand the city with creativity.  Since 1990s, various 
policies tried to improve the city’s cultural scene.  The old warehouses were 
converted into the Kanazawa Citizen’s Art Village, in which different 
workshops and events could be held for public enjoyment; the Kanazawa 
Artisan School also served as an institution providing vocational training for 
adults.  In 1992, the Kanazawa International Design School was established.   

4.4 Economic development of Kanazawa was fragile in the face of globalization 
and the development of mega-corporations.  Many local industries went 
bankrupt in 1990s (Sasaki, 2003).  Kanazawa also suffered the biggest fall in 
land price among all Japanese cities during the economic recession.  Land value 
decreased 22.4% in 2000. 18   Kanazawa became even more desolated since 
Kanazawa University and the perfectural government moved away from the city 
centre.19 

4.5 According to Sasaki, there has been a growing interest among Japanese cities in 
the idea of creative cities and urban regeneration through cultural policy and 
planning since the bursting of the economic bubble in 1990s.  Kanazawa took 
the lead by having local business leaders and citizens create the Kanazawa 
Creative City Council (Sasaki, 2004) 20  and work around the following 
indicators of a creative and sustainable city:21 

i. Creative Activity  

                                                 
16 For example, Kazuya Takamitsu (human portraits), Gonroku Matsuda (gold lacquerware), Iraku 
Uozumi (gongs), Uzan Kimura (Yuzen silk dyeing), Kodo Himi (inlaid metalwork), Shogyo Oba (gold 
lacquerware), Naoji Terai (gold lacquerware), etc.   
17 http://www.ps.ritsumei.ac.jp/assoc/policy_science/102/10202.pdf.  
18 http://news.bbc.co.uk/1/hi/business/1472258.stm.  
19 http://www.pingmag.jp/2005/08/29/kanazawa-21st-century-museum/.  
20 http://www.barcelona2004.org/esp/banco_del_conocimiento/docs/PO_22_EN_SASAKI.pdf.  
21 Ibid., p. 29.  
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The ratio of artists, scientists and craftsmen in citizens and situation of 
acquisition of ISO 14000 which shows work condition. 

ii. Urban Life  

The amount of income and free time, and expenditure for cultural affairs 
and entertainments.   

iii. The Creative Support Infrastructure 

The number and the utilizable condition of universities, technical schools, 
research institutions, theatres, libraries, and cultural institutions. 

iv. The Historical Heritage, Urban Environment, and Amenity 

The number and the preservation condition of cultural assets which are 
documented in the public sector, and the condition of quality of air/water 
and traffic jam.   

v. The Balanced Economic Basis  

The Situation of transition of industrial structure, the number of starting and 
closing business, and the amount of shipment, retail sales and net 
production within a city. 

vi. Citizen’s Activity  

The situation of NPO activity and women participation in society.   

vii. Public Administration 

Financial situation (healthy and independent) and ability of policy making.   

4.6 It was under such circumstances that the 21st Century Museum of Contemporary 
Art was built and opened to the public in October, 2004.  The museum was 
established alongside the cultural policy and strategies for the city development.  
It was a big leap in the re-branding of Kanazawa.   

4.7 The building was designed by Kazuyo Sejima and Ryue Nishizawa, under the 
company name of SANAA.  It is characterized by its openness created by the 
transparent corridors and the circular form with a diameter of 112.5 m encircled 
by public space.  The deliberate avoidance of a main entrance signifies a 
multiplicity approach.  The design of the museum has a consistent theme to 
encourage community participation and communication between the artworks 
and visitors.   

 
Figure 24: 21st Century Museum of Contemporary Art, Kanazawa 
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Promoting Social Cohesion 

 
4.8 The museum placed a great emphasis on art which encourages communication 

and interaction.  One of the examples was the permanent art work by Leandro 
Erlich, ‘The Swimming Pool’.  Visitors approach the art work from different 
sides and according to Kurowasa, ‘if people above wave their hands, the person 
below waves back naturally.’  Strangers are encouraged to communicate.   

4.9 Education was another emphasis of the museum.  For the first four months, the 
museum attracted 40,000 school kids to participate in the education programmes 
and has successfully made itself a welcoming public space that promotes social 
cohesion.22 

 

Promoting Tourism  
 

4.10 Although Kanazawa is a small city with a population of 454,607 in 2005, the 
admission in the first year of opening was 1,577,975 and way beyond the 
population size of the city, suggesting its magnetic effect in drawing visitors.  
Even though admission in the second year dropped to 1,200,977, it is still 
performing well as a tourist attraction.23 

 

Attracting Investment  

 

4.11 Re-branding by the museum made Kanazawa a better place for investment.  
According to the Statistics Bureau and Statistics Centre, there has been a drastic 
increase in rent for private housing from 2002 to 2005, rising from ¥1 million 
below the average in Japan to about ¥1 million above the average in three-year 
time.24  
Figure 25: Trends in Rent for Private Housing 
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22 Ibid.  
23 http://www.kanazawa21.jp/ja/03news/20061013/index.html.  
24 http://www.esri.go.jp/jp/prj-rc/macro/macro15/12-1-R.pdf. 
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5.   Case IV: The New York Broadway, USA 

 
5.1 The cases above demonstrate how branding could help a city develop, while this 

case mainly focuses on the impact that a successful theatre could have on the 
local economy and tourist attraction.   

5.2 The Broadway has a long history in the performing arts scene in the United 
States and a Broadway show refers to a performance staged in one of the thirty-
nine larger professional theatres in New York City, with 500 seats or more.25 
The Broadway survives without subsidy of any kind and is generally perceived 
to be crowd-pleasing.  The earliest Broadway theatre was built in 1663 and 
since then, it has become a common tourist activity for visitors to New York. 

5.3 The Live Broadway, the league of American Theatres and Producers, also 
conducted a research studying the economic impact that Broadway theatres have 
on New York City in 2001, and find it powerful in generating wealth and 
economic ripple effects for the city.   

 

As a Major Driver of the New York Economy 

 
5.4 The Broadway Theatres directly and indirectly employed 36,000 and 45,000 

people in 2002 and 2004 respectively.   

5.5 The Gross Ticket Sales of Broadway increased from US$603 million in 2000 to 
US$862 million in 2006.26 

 
Figure 26: Gross Ticket Sales for Broadway Theatres (2000-2006) 
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25 There are Off-Broadway in New York, showing plays or musicals in smaller theatres than the 
Broadway, while Off-Off-Broadway are plays and musicals showing in New York theatres with less 
than 100 seats. 
26 http://livebroadway.com/season_by_season_stats.html.  
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5.6 During 2000-2001, Broadway contributed an estimated US$4.42 billion to the 
economy of New York City on top of ticket sales (Live Broadway, 2002).  From 
June 2004 to June 2005, the Broadway industry contributed US$4.8 billion to 
the economy of New York City, a 4% inflation-adjusted increase from US$4.62 
billion in 2002-2003.27  Contribution includes the direct expenses and indirect 
impact of the shows, physical improvements to the theatres and related visitor 
spending.   

 

Promoting Tourism  

 
5.7 As revealed by Live Broadway, from 2000-2006, Broadway has attracted more 

than 10 million visitors.  In 2000/01, the tourist expenditure resulted from 
Broadway shows amounted to US$1.95 million.   

 

Conclusions  

 
5.8 The first three cases demonstrate successful city branding through arts and 

culture-related activities and facilities.  As seen in all cases, mere construction 
of cultural facilities will not necessarily result in a better branding of the city.  It 
has to be implemented with a set of strategic cultural programming and policies.  
Generally speaking, policies that contribute to the well-being of citizens and a 
lively and welcoming environment to the visitors are conducive to a vibrant 
cultural scene.28 

5.9 Newcastle-Gateshead shows a strategic cultural programming making the best 
use of geographical characteristics, such as the Tyne River and the tunnel.  It 
makes Newcastle-Gateshead a unique place to visit and helps local residents to 
identify with the region.  The City Council values education highly for a 
sustainable development in arts and culture.  The supporting out-of-school 
programmes compensate the lack of liberal arts in school curriculum; the 
nation-wide Creative Partnership scheme connects artists and schools to develop 
art-in-education; the Performances License scheme for schoolchildren fosters a 
sense of intellectual property, which is fundamental to the flourishing creative 
economy.   

5.10 Federation Square is a successful case in social cohesion: the square acts as a 
space for public gatherings, and sometimes with a multicultural focus, which is 
not always arts-related.  To provide arts and culture for public enjoyment, one 
does not necessarily seek everything embodied in a cultural district.  The local 
government could implement strategies and policies outside the districts, which 
may involve cross-departmental collaboration or public-private partnership, e.g. 
the programming of roadshows and the extension of the critical debates on TV 
and radios.    

                                                 
27 http://livebroadway.com/econ.html.  
28 An example of a comprehensive city-development policy could be found at the Newcastle City 
Council Website: http://www.newcastle.gov.uk/core.nsf/a/home. 
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5.11 Kanazawa’s success in re-branding with creativity and sustainability builds 
upon its history and preservation of its culture and environment, in addition to 
its devotion to arts education and training.  The building of the 21st Century 
Museum of Contemporary Art is of course the most significant move in 
breaking the city image as conservative and traditional.  Modern architecture 
with museum curatorial approach inspires the public and encourages 
communication and participation.  The branding on a whole attracts tourists and 
increases the land values.   

5.12 Broadway shows the significance of arts and cultural activity to the local 
economy.  It has a magnetic effect on tourist attraction.  Although policy 
addressed to the Broadway development is not immediately identifiable, it was 
the long history of freely developed arts and culture that enabled the success of 
the commercial theatres, which has become a mainstream entertainment for the 
US public. 

5.13 From the four cases, we can see how cultural facilities, alongside with 
appropriate policies and strategies, play a role in the city branding process and 
how a strong city branding benefits different aspects in society.  It is powerful in 
attracting investment, talents and tourists, at the same time promoting social 
cohesion and local identity.     
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Chapter V:  Museum and Performing Arts as Creative Industries  
 

This chapter will analyze the structure, value chain and modes of governance of 
Museum and Performing Art, to examine how they function as a creative industry.  
Examples across the continents like Tate Modern, MoMA, Esplanade and the Lincoln 
Centre will be used to elaborate the analyses.   

 

 

 

1.   The analogy of Creative Industries  

 
1.1 Creative industries are characterized by the generation and/or exploitation of 

intellectual property rights (IPR) for wealth and job creation. 

1.2 According to the definition in Hong Kong as well as in the UK, performing arts 
is a kind of creative industries.  In this chapter, we will analyse its value chain 
and see how IPR is involved in the generation of employment and wealth.   

1.3 Museum, however, is currently not included in the classification of creative 
industries.  While there is yet to be shown that a museum can totally sustain 
itself in the market place, i.e. without any form of funding or subsidy, there is 
also a general skepticism and reluctance to approach museum solely as a 
creative industry.   

1.4 Notwithstanding the above, we take a more liberal view in this chapter to 
identify the elements in the operation of museums that resemble creative 
industries and to offer a similar analysis of its value chain as in performing arts.  
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2.   Museum as Creative Industry  

 

Value Chain Analysis  

 
2.1 As we can see from the figure below, no matter whether it is the core or 

auxiliary activities, almost every activity that is carried out in a museum has the 
potential to generate wealth and job either through exploitation of IPR such as 
publication, research and sales of reproduction rights, or through provision of 
services, such as curatorship, catering, venue hire or educational programmes.    

 
Figure 27: The Value Chain of  Museum – modeled on Tate Modern 
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2.2 According to the report Income Generated by Museums and Galleries produced 
by the UK Comptroller and Auditor General in 2004, among the museums and 
galleries in UK, the trading profit on activities such as catering, retailing and the 
sales of reproduction rights was 18% higher in real terms in 2002-03 than it was 
five years earlier.1 

 

                                                 
1 http://www.nao.org.uk/publications/nao_reports/03-04/0304235es.pdf.  
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Figure 28: Trading Income generated by Sponsored Museum and Galleries over 
the Last 5 Years in UK 
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2.3 This trend is confirmed by the development of Tate Modern in London.  In 
2004/05, the trading income accounted for 23.8 % of the total income while in 
2005/06, the percentage of trading income has increased to 25.5% of the total 
income.2 

 
Figure 29: Total Income of Tate Modern in 2004/05 

Tate Modern -Inocme 2004/05 (in millions)
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2 http://www.tate.org.uk/about/tatereport/2006/business/financialreview2.htm.  
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Figure 30: Total Income of Tate Modern in 2005/06 

Tate Modern - Income 2005/06 (in millions)
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2.4 As revealed by the Deputy Director of Tate Modern, more and more museums 
are subsidized by government indirectly - either by receiving tax benefits from 
the government, or by keeping the income they have generated.   

2.5 Museums in the US receive less government funding because of their strong 
tradition of private support.  The Museum of Modern Art (MoMA) in New York 
is one example.  In 2005 and 2006, the trading income of MoMA accounted for 
88% and 81% of the total income respectively, as shown in the figure below, 
which works very well in generating income to support its own operation.3 

2.6 Nevertheless, the core activity of museum - exhibition - can only generate 
limited income, even for a museum such as MOMA that generates most of its 
revenue from its own activities.  Income from admission accounted for only 
13% and 16 % of the total income in 2005 and 2006 respectively.   

2.7 One has to look at other aspects of the value chain in museum such as curatorial 
or related educational services for a more substantial source of income.  This 
will be further discussed in Chapter VII.   

 

                                                 
3 http://www.moma.org/about_moma/documents/moma2006FS.pdf  
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Figure 31: Total Income of MOMA in 2005 
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Figure 32: Total Income of MOMA in 2006 

The Museum of Modern Art - Income (2006) 
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2.8 The relationship between museum and creative industries is closely related to 

the thematic positioning of the museums.  For example, ZKM is a museum 
dedicated to new media and digital art, its operation therefore cuts across 
creative industries in many ways, to the extent that even the museum itself could 
be considered as a form of creative industry.  This point will be further 
elaborated in the next chapter.   
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3.   Performing Arts as Creative Industry 

 

Value Chain Analysis 

 
Figure 33: The Value Chain of Performing Arts Venue - Modeled on the Lincoln 
Centre for Performing Arts 
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3.1 As shown in the figure above, performing arts venues can generate income from 
many different ways.  However, the proportion of income generated from 
different sources varies and is dependent on the scale of operation, the diversity 
of activities, government policy, etc.  Usually, the scale of operation and 
diversity of activities are positively correlated.   

3.2 Although performing arts is categorized as a creative industry, performing arts 
venues are generally subsidized by government or public bodies.  For example, 
as we can see from the figure below, Esplanade relies heavily on government 
support, 68% of its income comes from Grants or Sponsorships and trading 
income accounts for 30.2% of total income.4 

                                                 
4 http://www.esplanade.com/download/web/corporate/annual_results/Esp_AR_05_06_03.pdf. 
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Figure 34: Income Breakdown of Esplanade in 2006 
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3.3 The Lincoln Centre for Performing Arts in New York shows a lesser degree of 

dependence on grants, sponsorship and private contributions.  Self-generated 
income of Lincoln Centre accounts for at least 66% of income in 2005, and at 
least 62% in 2006.5  

 

Figure 35: Income Breakdown of the Lincoln Centre in 2005 
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5 http://www.lincolncenter.org/pdfs/LCPA_Annual_Report_0506.pdf.  
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Figure 36: Income Breakdown of the Lincoln Centre in 2006 

Lincoln Centre for Performing Arts- Income 2006 
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3.4 As Lincoln Centre shows, performing arts venues rely heavily on facilities 
services and venue hire as sources of income.  More than 40% of revenue from 
the Lincoln Centre comes from rental of facilities and venue, which shares a 
higher percentage than ‘contribution and special events’. 

3.5 The degree of industrialization among different performing arts forms varies.  
Pop music is almost completely industrialized; the degree of integration with 
creative industries in phonographic industries, TV & radio, is very high; drama 
is in the transitional stage of industrializations and depends very much on the 
size of the art group and scale of performance; and dance groups are perhaps the 
least industrialized since most dance groups rely on income from providing 
dance training in order to support a minimal dance production.   
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4.   Degree of Industrialization in relation to Mode of Governance  
 

4.1 The mode of governance influences the degree of industrialization in the 
museum and performing arts sectors.   

4.2 According to Barry Lord and Gail Dexter Lord, there are mainly four modes of 
governance in the museum sector: Line Departments, Arm’s Length, Non-Profit 
Making and Private. 6   Each of these modes informs a slightly different 
governing structure, and hence, a different source of income and style of 
operation.   
 

Figure 37: Modes of Governance and Characteristics 
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6  Barry Lord and Gail Dexter Lord (1997), The Manual of Museum Management. London: The 
Stationary Office, p. 14-18.  
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4.3 Apparently, this classification of governance is not limited to the museum sector 
and is applicable in the performing arts sector and other forms of cultural 
organization as well.   

4.4 As we can see from the table above, American museums or performing arts 
groups are usually owned by non-profit organizations, foundations or trusts; 
while the British counterparts usually exist as a non-departmental body of the 
government but under the government’s arm’s length policy.  Board members in 
the Arm’s length organizations are usually appointed by the government. 

 

Board or Trust  
 

4.5 The boards of arts organization are either governing or advisory, depending on 
the mode of governance, and are usually made up by people of different 
background in order to maximize benefits for the organizations.  The 
composition of a board reflects cultural differences: the boards of American 
organizations are mainly dominated by business leaders or philanthropists; the 
Singaporean boards consist of mostly government officials and business leaders; 
the British counterparts are usually a mixture of art practitioners, leaders in the 
creative industries, government officials as well as business leaders.   

4.6 These differences constitute different driving forces of the organization: 
American organizations rely on private donations; Singaporean organizations 
are controlled by a strong government; while British organizations are led by the 
government but assisted by both the industry and business sectors.   

 

Degree of Industrialization  

 
4.7 Barry Lord’s model indeed reflects a spectrum of industrialization.  The 

organizations working under the mode of a Line Department are the least 
industrialized, whereas the private ones work at the other end of the spectrum, 
despite the fact that private museums are not classified as museum according to 
the UNESCO definition of museum or the definition of the British Museum 
Association as well as the American Association of Museum.   

4.8 All modes of governance, except the Line Department, have to earn their 
operation expenses and would tend to be more flexible and responsive to the 
market, and proactive in exploring ways to generate income.  However, there 
are also shortcomings for the private organizations because grants and donations 
are less likely to come by.  It implies that these companies have to be strong 
enough in sustaining themselves, for example, by possessing enough collections 
or are capable of undertaking financially low-risk productions.   
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Chapter VI:  Museum and Performing Arts as an instrument of 
growth for Creative Industries and other sectors 
 

With value chain analysis on creative industries and examples from ZKM Centre for 
Art and Media, Victoria and Albert Museum (V&A) and the Lincoln Centre, this 
chapter will illustrate how museums and performing arts could function as an 
instrument of growth for creative industries, especially in improving the ecology of 
creative industries as a whole.   

 

 

 

1.   The Value Chain Analysis of Creative Industries  
 

1.1 Museum and performing arts often act as input of talents and ideas, production 
sites, testing grounds, markets and distribution channels in the value chain of 
creative industries.   

 
Figure 38: The Role of Museums and Performing Arts in the Value Chain of 
Creative Industries 
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Contribution to Input  
 

1.2 Museums and performing arts support creative industries by generating input of 
creative and artistic ideas which tend to face less market constraints.  Many art 
works would not have been possible without the commission of museums.  
Through the showcasing of creative work and the input of research, museums 
could rejuvenate creative industries by offering different kinds of inspirations.   

1.3 The input of research was made possible because of institutions or funds set up 
by museums and performing arts.  For example, as part of the Centre for Art and 
Media in Karlsruhe (ZKM), the Institute for Visual Media focuses on digital 
image research, which provides an academic backbone for the development of 
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visual images.   Victoria and Albert Museum (V&A) in London also invests 
about 20% of their budget in collections, research and library.1 

1.4 Museums and performing art always act as a platform for exchange and 
cooperation where creative practitioners ntwork through conference, symposium 
and exchange activities.  Museum activities encourage dialogues which are very 
crucial for the formation of creative ideas.   

1.5 Exhibitions and competitions organized by museums are also a breeding ground 
for the creative practitioners to grow, which play an important role in the 
canonization process of the art work.    

1.6 Museums and performing arts also provide a wide range of educational support 
for creative industries.  Education programmes also play a significant role in 
training creative talents apart from cultivating the taste of visitors or audience 
development.  For example, the V&A College provides out-of-school 
programmes for gifted and talented young people in London.  It provides 
training on design, architecture, textiles, sculpture, paintings, and ceramics.2 

1.7 Many performing arts venues are also well integrated with educational 
institutions.  For example, the Lincoln Centre Institute and the Juilliard School 
are renowned for the arts education and training in performing arts.  Lincoln 
Institute offers courses on performing arts, visual arts and architecture; it also 
offers degree-granting courses of arts in education; 3  Juilliard School offers 
undergraduate and graduate programmes on dance, drama and music.  These 
institutions contribute a lot to the philosophy of creativities and appreciation of 
humanities expressions apart from technical training.4 

1.8 Research and education in Lincoln Centre are also well supported by library 
services.  Fully integrated with the performing arts venue, the Lincoln Centre 
Institute Library and New York Public Library on Performing Arts provide 
excellent research facilities for the public on art and creativity.   

                                                 
1 http://www.vam.ac.uk/files/file_upload/27987_file.pdf.   
2 http://www.vam.ac.uk/school_stdnts/schools_teach/programmes/college/index.html.  
3 http://www.lcinstitute.org/wps/myportal/!ut/p/kcxml/0wcA1NLTeQ!!.  
4 http://www.juilliard.edu/  
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Figure 39: Map of Lincoln Centre 
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Contribution to Production 
 

1.9 Museums and performing arts venues also provide opportunities for creative 
practitioners to collaborate.  ZKM, consisting of the Media Museum, Museum 
of Contemporary Art and various institutes and research departments, is a good 
example to show how museums could be integrated with creative industries.  In 
ZKM, research and production are equally important as, if not more important 
than, the display of art works.   

1.10 The Film Institute in ZKM, which names itself ‘eine Produktionsstätte und 
Vertriebsplattform’ (a manufacturing plant and a selling platform), offers a co-
production programme inviting international directors to cooperate. 5   ZKM 
itself could be viewed as a kind of creative industries, it provides space and 
flexibility for producers to test and innovate their products.    

1.11 The idea of museum was taken a step forward when ZKM, apart from 
conserving and showcasing artworks, is also actively participating in production, 
which includes a wide range of digital arts, digital music and visual images.  For 

                                                 
5 http://on1.zkm.de/zkm/institute/filminstitut/.  
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example, the Institute for Music and Acoustic renders studios for music 
productions; the Film Institute offers infrastructure for film productions.6   

1.12 As for performing arts venues, Lincoln Centre is actively involved in the 
creative industries by having their own channel to broadcast their live 
performances.  Performing arts are rendered for public enjoyment at a lower 
cost.   

 
Figure 40:  Live from Lincoln Centre 

 
 

1.13 Since creative industries are characterized by its risky nature, museums and 
performing arts venues can act as testing grounds for creative ideas.  They could 
incubate and showcase creative works to the investors and public at relatively 
low risk and protect creators from financial losses.  

 

Contribution to Output 
 

1.14 Museums and performing arts have a strong influence on the output of creative 
industries by stimulating consumption of creative products and works.   

1.15 Museums and performing arts offer artistic experiences to the public through 
exposure of the works, complemented by promotion and education programmes 
that facilitate consumption and audience development.  Consumers are equipped 
with the knowledge and taste to consume creative products.    

1.16 Museums and performing arts venues are themselves regular buyers of creative 
works and services.  The expenditure analysis helps us understand the cash flow 
of museums and performing arts to creative industries.  According to the report 
Broadway’s Economic Contribution to New York City 2000-2001 Season, the 
sample breakdown of Broadway’s production budget reveals that musicals and 
plays spend approximately 29% and 21% of their production cost respectively 
on scenery, props, costumes, lights and sound.  The labor cost which covers fees 
and advances for authors, directors, designers, music preparation, salaries for 

                                                 
6 http://on1.zkm.de/zkm/e/uebersicht. 
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actors and musicians account for 29% and 31% of the production expenses for 
musicals and plays respectively (Live Broadway, 2002).   

 
Figure 41:  Sample Breakdown of Production Budget (Partial List of Expenses) 

 

 
Physical 

• Scenery, Props, Costumes, Lights, Sound 
Labor 

• Fees and advances for Authors, Directors, 
Designers, Music Preparation 

• Salaries for Actors, Managers, Musicians 
• Load-in Costs 
• Payroll Taxes and Benefits 
• Union Bonds 

Rehearsal Expenses  
• Space Rental, Script Copying 
• Developmental Costs 

Advertising/Publicity 
General and Administrative 

• Insurance, Legal, Office, Transportation, 
Cartage 

Contingency 
Theatre 

• Rent, House Expenses  
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Figure 42: Sample Breakdown of Production Expenses for Plays vs Musicals 
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1.17 The following figure compares the difference in the consumption of creative 

services and products between museums and performing arts.   

 
 Figure 43: Museum and Performing Arts Venues as Buyers of Creative Work 

Museums Performing Arts Venues 

Advertising Advertising 

Graphic design Graphic design 

Software and computing Software and computing 

Architecture Stage design 

Interior design Costume design 

Arts and crafts Film/TV 

Acquisition of art works Broadcasting 
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Contribution to Distribution 
 

1.18 Museums and performing arts also play an important role in marketing creative 
products.  Creative products such as phonographic products are often linked 
with performing arts - many concert and musical performances are documented 
and published in DVD, VCD or CD formats which directly influences 
distribution of creative industries.   
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2.   From Value Chain to Ecology  

 
2.1 As we can see from the above, the influence of museums and performing arts on 

creative industries is ubiquitous at all stages of the value chain - from input, 
production, to output and distribution.  Museums and performing arts facilitate 
the growth of creative industries directly and indirectly, and hence help improve 
the whole ecology of creative industries.   

2.2 Conversely, creative industries also influence the value chain of museums and 
performing arts by providing input at different stages of the production and 
distribution of their services.  Therefore, it is also possible to identify the impact 
of creative industries on the ecology of museums and performing arts.    

2.3 These two ecological systems – namely from creative industries as well as 
museums and performing arts, are becoming more and more integrated with the 
evolution of the three sectors.  Museums and performing arts venues are no 
longer limited only to the collection and display of works and performances; 
increasingly they become the sites of creative production and education, thus 
participate either directly or indirectly in the value chain of the creative 
economy.   

2.4 The evolving concepts and definitions of museums and performing arts are 
largely due to the technological change which provides more diverse ways for 
museums and performing arts to cut across creative industries, allowing 
interaction among the different sectors which will reconstitute the cultural 
ecology of society as a whole.   

2.5 In summary, we may group the various factors that contribute to this process 
under the four headings of Funding and Governance, Programming and 
Research, Education and Training and Cross-sector Collaboration which will be 
further discussed in Chapter VII.   
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Chapter VII:  Prospect of Application on the Development of West 
Kowloon Cultural District in Hong Kong  
 

After analysing the relationship between museums, performing arts and creative 
industries, this chapter will highlight the prospect of application on the development 
of West Kowloon Cultural District, namely, how it could facilitate interaction among 
museums, performing arts, and creative industries to create a synergy for the 
development of the cultural ecology in Hong Kong.   

 

 

 

1.   Findings for a Development Model of WKCD 
 

1.1 Although the central role of museums and performing arts are not profit making 
nor subservient to industrialization and economic development, they both share 
many attributes and indeed crossover largely with creative industries and 
therefore play an important role in the development of creative economy. 

1.2 Museums and performing arts influence both directly and indirectly the ecology 
of creative industries.  Conversely, creative industries have reciprocal impacts 
on the ecology of museums and performing arts.  The mutual influences of these 
two ecologies on each other contribute to a vibrant and dynamic evolution of the 
cultural ecology of a society.   

1.3 Cultural ecology contributes to city branding in terms of attracting talents and 
investments, promoting tourism, local identity, social cohesion and the long-
term development of the city.  This improves the competitiveness of the city and 
helps it to better position itself in the face of globalization.   

1.4 To attain a healthy cultural ecology for city development, there are 4 areas to 
ensure sustainability of the cultural hardware, namely 1) Funding and 
Governance, 2) Programming and Research, 3) Education & Training, 4) Cross-
sector Collaboration.  Based on this derived model and feedback from 
consultations and the focus group discussions, we propose the following for the 
future development of the WKCD.   
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2. Funding and Governance  

 
2.1 Feedback from consultations and focus group discussions reflect a general 

consensus that in order to create a robust museum and performing arts sector in 
the WKCD, the government should refrain from fully subsidizing the operation 
of museums and performing arts venues, i.e. not to operate as Line Department 
as discussed in Chapter V, but to give support to the cultural organizations that 
would enable them to reach out proactively to audience, sponsors, and potential 
opportunities.   

2.2 On the other hand, it is neither advisable for the cultural facilities to be run 
totally under the mode of governance at the other extreme of the spectrum, i.e. 
as a private company with no public participation at all, which will compromise 
the holistic missions of museums and performing arts and will impede creativity 
inevitably accompanied by risks in investment.   

2.3 Therefore, the most appropriate mode of governance for WKCD is the Arm’s 
Length or Non-profit approach, i.e. receiving only partial income from 
government, especially for the core and majority facilities.1  However, the mode 
of governance does not necessarily have to be unified across the whole district; 
there could be flexibility for other modes of governance for certain elements of 
the project.    

2.4 The PATAG proposes an integrated cultural district with decentralized 
institutions of independent management at a wide spectrum of sizes of the 
institutions.  This is very crucial for the industrialization and organic 
development of different performing arts by encouraging competitions and a 
more vibrant art scene, and allows a closer relationship with creative industries.   

2.5 The current strict segregation of the for-profit and not-for-profit groups, 
especially in the cost of venue hiring, has to some extent discourage interaction 
between creative industries and the arts sector.  To lower the cost of entry for 
the commercial sector will encourage the use of the same venue and will 
generate more exchanges and collaborations between performing arts and 
creative industries.   

2.6 Echoing the MAG reports and our consultation feedback, there is need to 
establish a museum ordinance and to set policies to protect museum collections 
and encourage private contributions and donations. 

 

 

                                                 
1 This could be in the form of a trust such as the Pittsburg Cultural Trust (PCT) which is also 
redeveloping one of the largest cultural districts in the US (see 6.2 below).  http://www.pgharts.org/. 

 71



Chapter VII 

3.   Programming and Research 
 

3.1 There is need for a dedicated agency to look after cultural programming in 
WKCD and to manage the public spaces and shared leisure facilities.  

3.2 It is important for cultural programming to be strategic, i.e. making the best use 
of the geographic characteristics of the area, and make visiting WKCD a unique 
experience.  The public realm in the cultural district comprises both events and 
places where both locals and visitors mingle and communicate.   

3.3 WKCD is for both Hong Kong residents as well as tourists.  Programming in 
WKCD should explore how local culture responds to and participates in the 
global culture.  It should develop and be supported by informed research to stay 
at the international frontier of arts and cultural experimentation. 

 

Cultural Think Tank 

 

3.4 There are many areas of research to be undertaken in order to devise strategies 
for sustainable growth of WKCD.  Topics include, e.g. market research on the 
consuming habits of audience, governance and operation models of successful 
arts organizations and cultural districts, cultural policy for government and the 
cultural sectors, development of global trends, etc. 

3.5 There is need to develop a cultural think tank to carry out research for long-term 
cultural and policy development in Hong Kong.  Since this think tank would 
serve for the overall cultural development in Hong Kong, it should be 
independent from both the government and the WKCD management hierarchy 
to remain neutral and objective. 

3.6 The government, however, could provide seed funding for its set up and to 
appoint representatives on its advisory board for closer liaison with the 
government.  Public think tanks are not common in Hong Kong and the mode of 
development needs further research and investigation.2 

3.7 A cultural think tank could also act as an intermediary agent to work with 
international bodies such as UNESCO or WIPO to devise strategies for 
development on a macro level, e.g. to develop a regional framework of 
benchmarking for development in culture and creative industries. 

 

 

                                                 
2 There are some overseas examples that could serve as references, for example, the UK think tank 
DEMOS is registered as a charitable organization and relies on commissions and contributions in its 
operation (www.demos.co.uk ). 
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4.   Education and Training 
 

4.1 Education could embrace art-in-education, vocational training and arts 
education.  Education programmes are potentially a big source of income for 
museums and performing arts in WKCD.  Research has shown that 70% Hong 
Kong parents send their children for extra-curricular arts education and are 
spending HK$2 billion annually alone on music. 3   The museums and 
performing arts organizations could set up various learning and experience 
courses related to their programming to both children and adults to form a 
substantial and stable income for the WKCD. 

4.2 In this regard, the Asian Culture Complex of Gwangju under planning which 
aims at becoming a site of creation rather than exhibition will be a good 
reference.  The project proposes to establish a large proportion of institutions 
devoted to education and research (See Appendix 1). 

 

Curatorial Service and Art Management 

 

4.3 Another function by museums that could become a profitable form of creative 
industry would be curatorial and art management services.  Because of the 
relatively advanced development in Hong Kong, curatorial knowledge and 
execution as well as art management skills could be exported to the Mainland 
and other markets in the region.   

4.4 Since there are huge art collections in China, Hong Kong could act as cultural 
partner to provide the agency service to bridge China with countries of 
advanced curatorial and management skills and knowledge.   

4.5 This also applies to performing arts where artistic programming requires 
visionary art administrative staff.  Professional art management is an edge for 
Hong Kong and the WKCD could be an incubating and practicing ground for 
the budding art professionals offering internships and a more open recruiting 
system to facilitate the development in human resources. 

4.6 The government should also invest in the education of art management 
professionals.  Current training provided in the education market caters more to 
vocational than academic training.  The establishment of the WKCD will 
increase demand for more forward thinking staff with mission and passion. 

 

 
 

 

                                                 
3 http://www.hab.gov.hk/file_manager/en/documents/policy_responsibilities/CHC-
PolicyRecommendationReport_E.pdf, Section 3.18. 
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5.   Cross-sector Collaboration  

 
Context and Content  

 
5.1 WKCD should not be a development in isolation of its context within West 

Kowloon.  Although the land on which it sits is virgin from reclamation, it will 
have a great impact on the urban transformation of its neighhourhood and 
surrounding.  The success of the project depends not only on how the site is 
developed itself but also on how successful it will integrate with the older 
districts nearby.  Existing parks and buildings, heritage and communities should 
be able to connect with the new cultural district instead of being gentrified or 
displaced. 

5.2 The WKCD project provides an opportunity for the government to develop a 
broader and more proactive cultural conservation and development policy, 
which covers both tangible and intangible heritage as well as the physical 
environment for a cross-sector and inter-departmental collaboration. 

5.3 It is possible to have more inter-disciplinary museums and performing arts 
venues in the WKCD.  The concept of M+ proposed by the MAG has indeed 
echoed the global trend which enables museums to house a wide range of 
content; and to dedicate part of the museum to popular culture focusing on film 
and advertising will foster collaboration between creative industries and the 
museum.   

5.4 As regards performing arts venue, the collaboration of performing arts and 
creative industries could be promoted by leasing out some small sized theatres 
for the creative industry sectors such as television or broadcasting companies 
for the development of commercial theatres. 

5.5 Trading activities diversify the sources of income for museums and performing 
arts venues and could lower the financial risks by incorporating catering 
services, shops and venues for conferences or corporate events.  In this regard, 
the London West End as a naturally formed cluster would be a good reference 
(See Appendix 1).   

 

Umbrella Organizations 

 

5.6 A platform of exchange and umbrella organizations should be established 
between museums, performing arts and creative industries to foster long-term 
collaboration and cross-disciplinary productions.   

5.7 The Business for Art Organization set up in Hong Kong is similar to Arts and 
Business (A&B) in the UK4, or the Business Council for the Arts in Korea5, 
which aim to connect the business and the arts sector, promoting collaboration 
between the two through different levels of partnership or sponsorship. 

                                                 
4 http://www.aandb.org.uk/render.aspx?siteID=1&navIDs=1,3. 
5 http://www.mecenat.or.kr/. 
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5.8 More groups like these should be established to bridge over creative industries, 
museums and performing arts groups, and to oversee cross-sector development.  
The lack of communication among different sectors creates mistrust, and 
government consultations usually turn out to be battles of individual interests, 
which is unhealthy and would endanger the long-term development of arts and 
culture.  

 

 

6. A Working Model 
 

6.1 Taking all the above suggestions into consideration, it is difficult to find a 
perfect example as model of inspiration for WKCD.  All the projects we have 
examined so far shed light on certain aspects of the project which we believe 
are relevant to Hong Kong.   

6.2 The most comprehensive example in terms of arts and cultural provisions is 
perhaps the Getty Centre in LA (see Appendix 1).  However, in terms of 
development mode and incorporation of elements other than arts and cultural 
facilities such as residential, commercial and community functions, the 
Pittsburgh Cultural District6 under planning (see Figure 44 below) is perhaps 
closer to the situation and reality of WKCD. 

6.3 We recommend that the authorities concerned to constantly update themselves 
on international development 7  in shaping the parameters which govern the 
ecologies of museums and performing arts as well as creative industries, in 
order that their interaction will contribute to the progression of cultural ecology 
in Hong Kong made possible by the WKCD project.   
 

Figure 44: Pittsburgh Cultural District Riverfront Development (Image created 
by Behnisch Architekten), http://www.pgharts.org/cdrd/index.aspx?page=tour. 

 
 

[End] 
                                                 
6 This US$460 million project includes seven new residential buildings, a street of townhouses, a four-
star hotel and a performing arts venue.  It will be the country's first master-planned "green," mixed-use, 
arts/residential neighborhood, providing approximately 700 new residential units and 9,200 jobs for the 
region.  The President and CEO Kevin McMahon was recently invited to speak in a conference in 
Hong Kong and the project is estimated to break ground in mid-2007.  http://www.culturaldistrict.org/. 
7 For example, the Cultural District of Saadiyat Island, Abu Dhabi in United Arab Emirates will be one 
of the most ambitious cultural district projects in recent history (see Appendix 1). 
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Appendix 1:  Cases for the Blueprints of Cultural Districts and the 
Mode of Development 
 
 

I The Getty Centre, Los Angeles  
 

Location 
The Getty Center is located at 1200 Getty Center Drive in Los Angeles, California, 
approximately 12 miles northwest of downtown Los Angeles. 
 

Figure 45: Site Plan of the Getty Centre 

 
 

Major Activities 
  

The Getty Museum 
 Exhibitions  

 Education – holds workshops and professional development programmes; offers 
symposium or online listserv for teachers and educators  

 Research - Conducts research and symposiums related to the collections 
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Getty Conservation Institute (GCI) 
 Works internationally to advance the field of conservation through scientific 
research, field projects, education and training, and dissemination of information in 
various media.   

 Focuses on the creation and delivery of knowledge that will benefit the 
professionals and organizations responsible for the conservation of the visual arts. 

 Holds educational activities in collaboration with other education institutes as well 
as offers master program in the conservation of archeological and ethnographic 
materials.   

 

The Research Institute  
 Exhibits collections in the research institute for public enjoyment 

 Provides research resources through the research libraries and other online 
resources.   

 Offers pre- and post-doctoral  fellowships, curatorial research fellowships, and 
many different types of research grants to both residents and non-resident scholars 
to support research activities  

 Open to graduate internships  

 Publishes research results  

 Organizes colloquia and lectures for the public 

 Holds workshops and forums for the arts and culture specialist to share research 
results and receive critical responses  

 

Other Activities  
 Establishes Online games for net surfers   

 Run bookstores and online bookstores  

 Establishes the Getty Images which is the world’s leading provider in imagery, film 
and digital services.  It offers both royalty-free and rights managed imageries and 
footages.   

 

Governance 
 The Getty Centre is managed by J. Paul Getty Trust which is a non-profit private 
organization, run by the Board of Trustees.   
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II The West End, London 
 

Location 
The West end is generally defined by the Strand to the south, Oxford Street to the 
north, Regent Street to the west, and Kingsway to the east and the South Bank 
Complex is now considered by some to be part of it.   

 

Map1

 
Figure 46: Location of Theatres in West End 

 
 

Example: Covent Garden  

 

Covent Garden is an area at the very heart of the West End and its development is 
integrated with the overall development of the West End.  To study the development 
of Covent Garden will foster our understanding towards the whole area and the design 
of the cultural activities and entertainment business.   

 

                                                 
1 http://www.knowcal.co.uk/Theatres/West_End/. 
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Brief History 
Covent Garden has a long history and it has come into the modern shape since 1630s.  
In the17th Century, Covent Garden was the piloting area of the London town planning, 
where the first public square in the country was built.  The architect Inigo Jones 
borrowed the idea of public squares from Italy and made the area surrounded by 
perfectly straight grid of streets.  In 1970s, the planners wanted to knock most of it 
down and build a new metropolis of through highways, hotels and conference centres.  
But a vigorous campaign by local residents and the general public prevented the plan 
from going through.  Instead, the market was renovated to become the popular 
shopping centre and an area for niche businesses.2

 

Attractions near Covent Garden 
London Transport Museum, Theatre Museum, Royal Opera House, St.  Paul’s Church, 
Photographer’s Gallery, Sir John Soane’s Museum, Somerset House, National Gallery, 
National Portrait Gallery, China Town.   

 

Public spaces 

Central Market, Trafalgar Square and Leicester Square and some small squares.   

 

Cinemas 
There are also at least 6 cinemas within 10 minutes walk from Covent Garden.   

 

Theatres 
The oldest theatre in the area is Theatre Royal, Drury Lane, which was established in 
1660.  There are now over 19 theatres within 10 minutes walk from the Central 
Market in Covent Garden, and 28 theatres within 15 minutes walk.    

 

Publishers and Printers 
There have been lots of famous publishers and printers, notably Odhams Press.  
Sainsbury’s began in Drury Lane.  Moss Bros. began on the site of the Tesco store in 
Bedford Street.  Samuel French, the theatrical publishers began in Wellington Street.  
Sotheby's, the auctioneers began on the same road.

 

                                                 
2 http://www.coventgardenlife.com/info/history.htm.  
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Figure 47: Mapping of Facilities near Covent Garden  
Source: Covent Garden Life’s Map Planner3

Theatres

Restaurant

Pubs

Sightseeing 
 

 

Characteristics 
The whole area represents an organic development where there is a natural cluster of 
cultural facilities and creative businesses.  Books, audio-visual products, art crafts and 
other creative products are widely available in the district; cinemas are next to the 
galleries and theatres; design companies and studios are concentrated.   Shops, pubs 
and restaurants are scattered all over the area providing a whole package of night-out 
experience including pre-theatre and post-theatre activities.  The area is also culturally 
diverse with China town and different sorts of ethnic food and restaurants nearby.  
Therefore, the case of Covent Garden and West End reveals that it is unnatural to 
single out cultural facilities from the development of creative industries and other 
general leisure businesses.   

                                                 
3 http://www.coventgardenlife.com/maps/mapplannerrestaurants.htm.  
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III Asian Culture Complex (ACC), Gwangju, South Korea 

 

Location 
13, Gwangsan-dong, Dong-gu, Gwangju Metropolitan City 

 
Site Information 
Size: 118,170m2 

Total floor space: 142,718m2 

Total Investment: US$680 million  

Scheduled completion date: May 2010 

 
Figure 48: Site plan for Asian Culture Complex 

 
 

 

1

2 

3 

4 

5 

Asian Culture Interchange Centre 

Asian Culture Centre 

Asian Culture Creation Centre 

Asian Artplex 

Children’s EduCulture Centre 
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Project Background 
The ACC is one of the core facilities of the Asian Culture Hub City Project initiated 
by the government to create a hub for Asian culture in the city of Gwangju, and also 
for the cultural policy decentralization and a balanced national development.  The 
project commenced in 2003 under the formal announcement by President Roh Moo-
hyun and the production of the report on the ‘Basic Plan’.  Through the ACC 
International Project Competition, the winner Woo Gyu-Seung’s design was chosen 
for ACC and the ground breaking ceremony was held on December 7, 2005.   

 

Philosophy 
The engineering of the Asian Culture Hub City Project is based upon the philosophy 
of the ‘Neo-Humanic City’ which emphasizes the four pillars of development- 
Interchange, Creation, Research and Education of Asian culture - to combine high 
technologies and Asian cultural imagination.  Gwangju was chosen for it has become 
the symbol of democracy, human rights and peace since it hosted the outbreak of the 
May 18 Democratization Movement in 1980, and democracy was believed to be the 
incubator of creativity and progression.   

 
Figure 49: Facilities inside ACC 

Facility Main Function Details 
Asian Culture 
Interchange Centre 

 Interchange Oversees Asian cultural 
producer audience/ 
buyer/comrade 

Management Centre 
for Cultural Contents 
Strategy 

Management+ 
Interchange  

Manages Asian cultural 
contents 

Research Institute for 
Asian Culture 

Research + 
Interchange+ 
Education  

Research arm operating 
under the motto of 
creation/ planning/ 
execution 

GTI (Global, Trans, 
Inter) Institute of Asian 
Arts & Culture 

Education+ 
Interchange 

Trans creative cultural 
Planners and managers 

Asian Culture Centre 

Resource Centre for 
Asian Culture 

Research+ 
Interchange+ Creation 

Library and archive of 
Asian culture; Resource 
centre for experts+ 
library park 

Asian Culture Creation 
Centre 

Creative Studios for 
Cultural Contents 

Creation + Interchange Experimental and open 
atelier for creative 
activity 

Digital M&E Lab Research+ Creation Provides integrated 
Technological solutions 
for experimental 
creativity;  
Researches 
technological 
applications; 
Lab for media & 
entertainment 

 

Multi- Space Creation+ 
Interchange+ 
Education 

Space for interactive 
R&D utilizing advanced 
multi-media technology 
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Multipurpose 
Performing Hall 

Creation+ 
Interchange+ Research  

Performance hall 
combining incubating 
and experimental 
functions 
Space can be partitioned 
into 2=3 smaller halls 

Asian Artplex 

Citizen’s Performing 
Theatre 

Creation+ 
Interchange+ 
Education 

Display performances 
and arts of the public 

Multimedia Visual 
House 

Interchange+ 
Research+ Education 

State-of-the-art 
multimedia room for 
Asian video features 

 

Front of House Interchange Ticket booth, storage 
room, information, food 
& beverages, meeting 
rooms, etc. 

EduCulture Contents 
Development Institute 

Creation+ Research+ 
Education 

Plans, researches, and 
develops EduCulture 
contents for well-
rounded education 
embracing the 
humanities, arts, and 
culture 

Children’s EduCulture 
Centre 

Children’s EduCulture 
Museum 

Creation+ 
Interchange+ 
Education 

Museum in a textbook  
Presents textbook 
contents in an 
artistically appealing 
fashion 

Visitor Service Centre  Interchange One-stop services for 
information on culture 

Auxiliary Facilities  - Art shop/ Cine Shop/ 
Book Café/ Food Court 

Architectural Concept 
Space 

 Creation+ Interchange Space for architectural 
rendering and programs 
initiated by designer 

Common Support 
Facility 

 -  Master computer room, 
disaster prevention 
centre, office for facility 
maintenance/ 
outsourced services 

Common Area   Machines/electricity 
room/ restrooms, 
hallways/ lobbies, etc. 

Parking facilities 
(basement level) 

  Within 15% of legally 
stipulated parking space 
(100-120 vehicles)  
Annex parking lot in 
separate site (1,000 
vehicles-including 
large-sized) 

 
 
 

 83



Appendix 1 

IV Cultural District of Saadiyat Island, Abu Dhabi, United Arab Emirates  

 

Location: Saadiyat Island   

 
Figure 50: Locations of Abu Dhabi and the Cultural District of Saadiyat Island 

 
 

Site Information 
Size: 2.71 million m2  

 
Figure 51: Proposed Elements in the Cultural District  

Facilities  Architect 
4 Museums  Modern Art Museum  

( Abu Dhabi 
Guggenheim)  

Frank Gehry 

 Classical Museum  
(Abu Dhabi Louvre) 

Jean Nouvel 

 Maritime Museum  Tadao Ando 
 National Museum   
1 Performing Arts Centre  Performing Arts Centre 

comprises a music hall, 
concert hall, opera house 
and two theatres, up to 
6,300 seating  

Zaha Hadid  

19 Pavilions  Pavilions along the canal 
for biennial exhibition 

 

Arts institute Yale University, 
encompassing art, 
architecture, music and 
drama 
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Figure 52: Zaha Hadid's Design for the Performing Arts Centre  

 
 

Project Background  

On 31 Jan, 2007, planners unveiled the design for the cultural district in the Arab 
world which consultants predict, according to New York Times,  could be the world’s 
largest single arts-and-cultural development project in recent history.4  According to 
the same source, Barry Lord revealed that the development of Abu Dhabi was to 
complement Dubai’s development as a tourist destination.  The development is still in 
the nascent stage while most of the major cultural institutions have yet to sign on 
officially.   

The district is a part of a broader US$27 billion development project on the island that 
includes hotels, resorts, golf courses and housing that could accommodate 125,000 
residents or more.   

 

Characteristics  
Since Saadiyat is an undeveloped island and architects faced “unusual aesthetic and 
contextual challenges”, according to New York Times.  The daring designs would be 
hard to be built all in one district anywhere else and it is an opportunity not available 
anywhere else, according to Frank Gehry, “because you’re building a desert enclave 
without the contextual constraints of a city”.   

It could be true to say that the project is a hard-ware led project because the museums 
and performing arts facilities come before the cultural content, cultural content from a 
local perspective.  That also greatly increased the cost of the project since the Abu 
Dhabi Louvre will display 300 art works on loan from the Louvre in Paris, together 
with the cost of hiring French managers, it was about US$750 million, on top of a fee 
of US$525 million for using the brand of Louvre alone; plus a gift of US$33 million 
to renovate a wing of the Paris Louvre.5  Apart from visual arts, in the earlier stages 
of the establishment, the performing arts centre rely mostly on art loan from foreign 
touring companies, according to New York Times, “for the time being, Abu Dhabi 

                                                 
4 http://www.nytimes.com/2007/02/01/arts/design/01isla.html?ex=1327986000&en=f4f97b20947429bc
&ei=5088&partner=rssnyt&emc=rss. 
5http://www.taiwannews.com.tw/etn/news_content.php?id=402500&lang=eng_news&cate_img=83.jpg
&cate_rss=news_Politics&pg=29. 
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has no opera company or orchestra that would use the performing arts centre as a 
permanent home”.6  

 

V Observations  
 

1 The four cases represent different modes of development across the continents.  
The Getty Centre is founded by private trust with a 10-year history; the West 
End sprouted organically with the longest history among the three; The ACC in 
Gwangju is a government-led project with a clear agenda of urban regeneration, 
which is still under planning; while the Cultural District of Saadiyat Island is 
under the initiative of Abu Dhabi’s tourism authority, though it is still at the 
nascent stage of development, it has drawn a lot of attention from all over the 
world because of its ambitions and the brand names it has involved. 

2 Regarding the West End, though there are art educational and research institutes 
such as Central St. Martins College of Art and Design, Royal College of Art and 
Westminster University within the district, networks with arts group and venues 
in such an organically formed district are not guaranteed.  It is the liveliness and 
cultural ambience, instead of a centralized plan or strategy, of the district that 
attracts and incubates cultural activities. 

3 On the contrast, the case of ACC has a clearly delineated master plan and 
philosophy, which emphasizes on research, creation, education and interchange. 
Though the showcasing of art work, i.e. performances and exhibitions, is not 
necessarily overshadowed, there is a highlight on the production of cultural 
content where research, education and laboratory work come in with great 
importance.  Similarly, The Getty Centre also shows equal devotion to research 
and educational activities.   

4 A lively district often gives an impression of loose organization whereas a 
centralized planning often gives an impression of a stifled development.  It is 
important to strike a balance between the liveliness of the cultural district and a 
well-developed planning and strategies.  Therefore as suggested above, for the 
application on WKCD, there should not be a unified mode of governance under 
an outline of a master plan; and the master plan should be capable to include the 
co-existence and a mutually beneficial relationship between creative industries, 
museum and performing art sector, with the support of education, research 
activities and umbrella organizations. 

5 The case of Abu Dhabi is an interesting case for reference.  Although the plans 
have yet to be approved by the country’s ruler, it has attracted a considerable 
amount of media coverage.  The project has its tourism objectives and aspired to 
be a destination for cultural tourists, which is quite different from the Gwangju 
project that emphasizes education and inspiration for the locals.   

6 Abu Dhabi’s case is also controversial because of the amount of borrowed 
artwork it is planning to display.  The dangers of doing so, apart from being 
susceptible to cultural imperialism which is most feared by the public, are, 

                                                 
6 http://www.nytimes.com/2007/02/01/arts/design/04ouro.html?ex=1327986000&en=96da203ecb9a1fb
4&ei=5088&partner=rssnyt&emc=rss. 
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firstly, the sustainability of cultural district and whether the cultural district 
could manage financially to keep paying the loan fee and feeding the ample 
cultural spaces, it has to be supported by a very well designed education and 
research infrastructure to make culture available to the locals; secondly, the 
attractiveness of the programming and collections to tourists will be questioned.  
Abu Dhabi, a country sharing 9% of the world’s oil reserve and 4% of the gas 
reserves, is proven to be financially capable to bear the huge cost incurred by 
the cultural district (including the construction and the loan of the brands).  
However, it is questionable whether the case of Abu Dhabi can be repeated 
elsewhere, and of course, time will tell whether it will succeed.   
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