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With Creative Maps made by Annelys De Vet, Arnoud Van Den Heuvel, Rene Van Engelenburg,
Martijn Engelbregt, Koert Van Mensvoort Andy Buddenbaum, Coralie Vogelaar, Hendrikjan
Grievink, Mieke Gerritzen, Meta Haven, Studio Ro gério Lira, Niels Schrader and Aafvan Essen
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government’s creative industries with creative expression. The ‘nodes’and
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asanidiomofexpression, addresses
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mapsthatreveal creative relationsin
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Inassembling these maps of creative
industries for this newspaper, our
interestwastotease outsome ofthe
many neglectedrelationsthat make
creative activity possible for designers.
We are alsointerested in how design,
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Aaf van Essen van Halm
geboren 1940, werkzaam in
het acad. ziekenhuis tot 1986,
sinds 1992 ontweper.

Van 1994 tot 2005 verbonden
aan de Rietveld Akademie

en het Sanndberg Instituut.
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Politiek landschap
. Hendricus Oldeboerrigter: geb. 1865 Friesland,
beroep bootsman, sociaal anarchist vriend
en tijdgenoot van Domela Nieuwenhuis
2. Domela Nieuwenhuis: geb. 1856, pionier van het
sosialisme, sociaal anarchist
3. Zaak ‘Hogerhuis’: 3 broers, Friese socialisten,
ten onrechte, veroordeeld tot respectievelijk
6, |1 en 12 jaar gevangenis straf
4. Joop van Halm: geb. 906, beroep timmerman,
anarchist, beiden aktief in de communistische
beweging voor en tijdens de oorlog
Liberta van Halm Oldeboerrigter: geb. 904,
beroep kantoorbediende, politiek aktivist, anarchist
5. Liberta van Halm Oldeboerrigter en vrienden
uit de anarchistiche beweging
. De eerste tent van mijn ouders, Stroe 1925
. Sacco en Vanzetti: 2 Amerikaanse anarchisten,
ter dood veroordeeld, voltrokken in 1927
8. Vrouwen en kinderen tijdens de Spaanse Burger
oorlog 1936
9. Marinus van der Lubbe: geb. 1908, vals beschuldigd
door de nazi’s van brand stichten Rijksdaggebouw
veroordeeld tot de doodstraf, voltrokken in 1934
10. Georgi Dimitrov: geb. 1882 beschuldigd
van brandstichten door de Duitsers, voerde
zijn eigen verdediging, waardoor men hem moest
vrijspreken, 1933
I 1. Dokwerker: monument voor de Februari staking
in 1941 staking tegen de deportatie van nederlanse
joden tijdens de 2e wereldoorlog, Joop van Halm
mede organisator en staker
12. Liberta van Halm Oldeboerigter in de warme zomer
van 1947 lezend
13.1947 op de pier van |jmuiden
14.1952 op het strand met school vriendinnen

.
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15. Elektrische stoel waar in 1953 de Rosenbergs

op zijn geéxecuteerd, protest demonstratie

tegen dit vonnis

16. Demonstratie 1960 in Amsterdam tegen de oorlog
van de Fransen in Algerije, Aaf van Essen wordt
weggedragen door de politie

17.1965 met vrienden op het strand van |jmuiden
18.Patrice Lumumba: geb. 1925, eerste vrije Congolese

19.Patrice Lumumba vlak voor zijn executie, de CIA
werd beschuldigt van deze laffe moord 1960

20. Lezing tijdens de oorlog in Vietnam op een school
in Haarlem

21. Ho Chi Min: geb. 1890, Vietnamees Revolutionair
en politicus, Minister President van Noord Vietnam
van 1954 tot 1969

22. Han van Essen: geb. 1938, ontmoet Aaf op de
demonstratie tegen de oorlog in Algerije, getrouwd
sinds 1961

23. Boeren in Nicaragua verdedigen hun codperatie
tegen de contra’s in 1984

24. Nelson Mandela: geb. 1918, werd tot levenslang
veroordeeld, kwam na 27 jaar vrij, op de foto
als bokser 1956

25. Demonstratie in Amsterdam tegen apartheid
in de jaren tachtig

26. Steve Biko: geb. 1946, voorvechter burgerrechten,
Zuid Afrika, zijn brute dood 1977 (apartheid regime)
veroorzaakte wereld wijd protest, hij werd
een martelaar en symbool van het zwarte verzet

27. Onder oude verflaag kwam de tekst tevoorschijn:
‘uropeans only’ Kaapstad 2004

28. Rondleiding door Syrische gidsen in oud huis in
Damascus 2003

29. Mede gevangene van Nelson Mandela leidt schoolklas
rond op het Robben eiland 2004

30. Emigranten uit Senegal en Guinea- Bissau komen
aan bij de kust van Tenerife 2006

3 1. Palestijnse kinderen kijken naar Barah Habib,

omgekomen tijdens een Israélische raketaanval 2006
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Studio Van Engelenburg
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www.pleinmuseum.nl www.keyframes.nl _key-stefels.nl www.textielmuseum.nl _bna.nl www.fortis.nl .openendedgroup.com _bispublishers.nl/items
www.dropstuff.nl www.erikalkema.nl .albertheijn.nl www.openluchtmuseum.nl .vandenendefoundation.org www.heineken.nl .parsons.edu .framemag.com

www.thenext100.n| www.petervink.nl nuon.nl www.tin.nl .aub.nl www.philips.nl .walkerart.org .utrechtsnieuwsblad.nl
www.omzwervingen.com www.robertlambermont.nl _upc.nl www.naturalis.nl .hollandfestival.nl www.pastoe.nl .aiany.org _bni.nl
www.groepsportretten.or. www.mariekebolhuis.nl _t-mobile.nl www.gemeentemuseum.nl hum.uva.nl www.interbrew.nl .dukkanda.com .haagschecourant.nl
www.stadionplein.nl www.nl-design.net _notaris-ottens.nl www.e-nemo.nl .acx.nu www.sodesign.com .madridabierto.com .pcmuitgevers.nl
www.sandberg.nl www.koert.com .vandoorne.nl www.vleeshal.nl .cbk.rotterdam.nl www.olympischstadion.nl technarte.org .sanoma-uitgevers.nl
www.gerritrietveldacademie.nl www.sternsite.nl .apple.nl www.hetdomein.nl .designacademy.nl www.zuidas.nl kumpany.nl .metropolism.org
www.grac.nl www.kaap.nl .adobe.com www.vangoghmuseum.nl .berlage-institute.nl www.nvb.nl 66east.org .cjp.nl

www.artez.nl www.iljapfeijffer.nl _microsoft.com www.museum.antwerpen.be depraktijk.nl www.ydi.nl .deappel.nl .carp.nl

www.han.nl Www.jeromesymons.com _mullervisual.nl www.museumvereniging.nl .galeriepetit.nl www.abnamro.nl .orgacom.nl _groene.nl
www.deheemgaard.nl www.vandrimmelen.com jcdecaux.com www.stadsgalerijheerlen.nl .bifrons.net www.triodos.nl .beursvanberlage.net .elsevier.nl
www.dekring.csm.sintact.nl www.vivianesassen.com _tpgpost.nl www.culturanova.nl .rks.nl www.mojo.nl _bna.nl .vn.nl
www.google.nl www.houseoforange.nl _active24.nl www.sm-s.nl .obveenendaal.nl www.nibcapital.com .montevideo.nl .hpdetijd.nl

www.filmfabriek.com www.ingmarheytze.nl _aon.nl www.rijksmuseum.nl .debalie.nl www.fapk.nl .amsterdamsgrafischatelier.nl .quotenet.nl
www.xs4all.nl/~notnot www.tommywierenga.nl _interpolis.nl www.museumgouda.nl .rialto.nl www.dutchembassy.de .archined.nl .adformatie.nl
www.egbg.nl www.paulkempers.nl _agisweb.nl www.dezonnehof.nl .hoogt.nl www.netherlands-embassy.org.uk .n8.nl .blvd.nl
www.twaalfhoven.net www.mariabarnas.nl .rabobank.nl www.stroom.nl .icn.nl www.netherlands-embassy.org .verbeelding.nl _elle.nl
www.laviesurterre.nl www.lucyorta.com _belastingdienst.nl www.friesmuseum.nl _cultureworks.nl www.embaixada-holanda.org.br _kunstgebouw.nl _opzij.nl

www.gotomaze.nl www.odd.nl kvk.nl www.catharijneconvent.nl .beeldenaanzee.nl www.olanda.it .oerol.nl .mug.nl

www.cthrough.nl www.studiolinse.com .wammesvandersman.nl www.rijksmuseum-twenthe.nl .springdance.nl www.mfa.nl/sao lux.nl _kunstbeeld.com
—

www.anotherfilm.org www.strandnl.nl ~audi.nl www.nederlandsfotomuseum.nl .edbprojects.nl www.institutneerlandais.com .hotelnewyork.nl .museum.nl

www.niels_schrader.de www.rijksbouwmeester.nl .hotelarena.nl www.smak.be .rai.nl www.minocw.nl .archfonds.nl .spiegelhistoria_el.nl

www.arnoudvandenheuvel.nl www.arti.nl _corio-eu.com www.foam.nl .cbkdordrecht.nl www.minbuza.nl .mondriaanfoundation.nl _arcam.nl

www.geluidskunst.nl www.thonik.nl _media-saturn.com www.mskgent.be filmfestivalrotterdam.com www.minvrom.nl .afk.nl .intermediair.nl

www.oli4.com www.ateliervanlieshout.com .urbanfabric.nl www.singerlaren.nl .vo.malmbergmethodes.nl www.minlnv.nl .vsbfonds.nl .archis.nl
www.nobodyhere.com www.kesselskramer.com _bingham.nl www.lakenhal.nl _kunstinzicht.nl www.utrecht.nl .doen.nl .adformatie.nl
www.ryanoduber.com www.unstudio.com _4construct.nl www.filmmuseum.nl .mus.ahk.nl www.utrecht.nl/stadsschouwburg shv.nl _bouwenwonen.net
www.grrr.nl www.nlarchitects.nl _profolie.info www.museumhetvalkhof.nl .generationnow.nl www.wijkraadleidscherijn.nl .fentenervanvlissingenfonds.n| _smaak.nl
www.airplant.net www.onearchitecture.nl _neonbrabant.nl www.tropenmuseum.n .sica.nl www.hoogcatharijne.nl _bng.nl avro.nl
www.annelysdevet.nl www.daf.luna.nl _orange-olive.nl www kunsthal.nl .ehfah.nl www.belvedere.nu Jkunstenaarsenco.nl _vpro.nl
www.andybuddenbaum.com www benthemcrouwel.nl _tententuin.nl www.mot-art-museum.jp gla.nl www.cultuur.nl fondsbkvb.nl _nps.nl
www.klaskeoenema.nl www clausenkaan.com .cissyvanderwel.nl www.newmuseum.org _sikkensfoundation.nl www.kunstraad.nl _postcodeloterij.nl _timesonline.co.uk

www. westframe.com www.mecanoo.com _uva.nl www.ssba.nl .virtueel-museum.nl www.amsterdam.nl .dnb.nl _nos.nl

www.sumeprod.nl www.damenpartners.nl _mindshake.nl www.ssbu.nl .galeries.nl www.dmo.amsterdam.nl _bouwfonds.nl .novatv.nl

www.mollenhagen.com www.mvrdv.nl .eikelenboom.nl www.hhlzw.nl Jlimes.nl www.oudzuid.amsterdam.nl .stimuleringsfonds.nl .nrc.nl/next

www.wibkepausch.com www.arch-lokaal.nl Lagentuur99.nl www.muhka.be _broedplaatsamsterdam.nl www.bestuur.amsterdam.nl .prinsbernhardcultuurfonds.nl .zmagazine.nl

www.eyethink.nl www.delijn.nl .vitra.nl www.debeyerd.nl ~kunstbus.nl www.tilburgz.nl .fentenervanvlissingenfonds.n| .quotemedia.nl
www.beadevisser.com www.must.nl _postamsterdam.nl www.dogtroep.nl _kleurbeurs.nl www.reeshof-info.nl _snsreaal.nl _uitloper.net
www.lowgoodies.nl www.kesselskramer.nl _dirkvandenbroek.nl www.lowlands.nl .architectenwerk.nl www.schattenvanbrabant.nl _kfheinfonds.nl .at5.nl
www.xelor.nl www.brains.nl _bijenkorf.nl www.id-t.com .belvedere.nu www.tilburg.nl/kort .iamsterdam.nl _rtl.nl
www.holland-interactive.nl www.studiovermaas.nl .anwb.nl www.archiprix.nl .theartserver.be www.tilburg.nl .amsterdampartners.nl .ontbijtradio.nl
www.sumeprod.nl www.beamsystems.nl deregenboog.nl www.pinkpop.nl .ikcro.nl www.nijmegen.nl .artproductionfund.org .vara.nl
www.steddy.com www.studioduel.nl frozenfountain.nl www.architectura.nl .creativecapital.nl www.hoorn.nl _bispublishers.nl .vrouwkje.com
www.mul.com www.wouternieuwendijk.nl dutchdesigncenter.nl www.nbks.nl .netzwissenschaft.de www.rotterdam.nl .010publishers.nl _frankahummels.nl
www.lumineus.nl www.studiowesselsboer.nl _boijmans.rotterdam.nl www.bak-utrecht.nl .rkd.nl www.tate.org.uk dearchitect.sdu.nl .eldadorren.org
www.ladds.nl www.terveertekst.nl _stedelijk.nl www.concertgebouw.nl .meertv.nl www.ica.org.uk .nrc.nl _nieuwsbank.nl
www.yarrestooker.nl www.hecla.nl _groningermuseum.nl www.stadsschouwburgamsterdam.nl .ikhouvantheater.nl www.culture.gsi.gov.uk .dutch.sqr.nl _cultuurplein.nl
www.low-tech.nl www.maximedia.nl _centraalmuseum.nl www.park.nl .artnet.nu www.kw-berlin.de _eh-i.nl .design.nl
www.petrahulst.com www.montagepartners.nl _vanabbemuseum.nl www.hku.nl .we-make-money-not-art.confl www.arena-berlin.de _volkskrant.nl _spunk.nl
www.wastedstories.com www.carotte.nl .coda-apeldoorn.nl www.vredenburg.nl .organizerkunstprojecten.nl www.buerofriedrich.org .anp.nl .ckplus.nl
www.coralievogelaar.nl www.tentech.nl _mmkarnhem.nl www.boekman.nl .urbanscreens.org www.labiennale.org _parool.nl _cultuurwijs.nl
www.hendrikjangrievink.web-log.nfll www.andor-security.nl .museumjancunen.nl www.culturelezondagen.nl .engagetacticalmedia.org www.bienalsaopaulo.globo.com _trouw.nl .stichtingkijken.nl
WWW.rauw.com www.silca.nl _depaviljoens.nl www.noorderzon.nl .bovendeZeverdieping.nl www.lanuitblanche.fr _1d_n| _kijkradio.nl
www.karmijn.com www.buitink-technology.com _bonnefanten.nl www.klpoll.nl .etcultera.nl www.ambafrance.nl _spitsnet.nl cultuurnet.nl
www.verstigt.nl www.verticalvision.nl .vanabbemuseum.nl www.nazomerfestival.nl .boomroosvis.blogspot.com www.mairiesparis.fr _metronieuws.nl _museumserver.nl
www.ex-ecutivesupport.nl www.vandertol.nl _kmm.nl www.vredevanutrecht.nl .premsela.org www.paris. fr _telegraaf.nl .vernissage-magazine.nl
www.0ss.nl www.halkes.nl .smba.nl www.festivalboulevard.nl .mtv.nl www.pavillon-arsenal.com _museumserver.nl _intersight.be
www.zetel.nl www.philips.nl _nai.nl www.zva.be .skor.nl www.airdeparis.com .archined.nl _burp.nl
www.erikmattijssen.nl _panasonic.nl .depont.nl www.bno.nl .veniceplanner.com www.creativetime.org _museum.nl .theartserver.be
www.opera-ontwerpers.nl lowie-kopie.nl .oudekerk.nl www.bni.nl tue.nl www.dutchdesignevents.com _galleries.nl _meertv.nll
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Andy|Buddenk n 1973: Te ‘\, 0(225 13479, E-mail: \‘nfa@aiwd%bu denbaum).coml] www.andy! denoaL{m, om G pI(I-.‘iding: Srafisc ceum Rotterdam! Gerrht Rietveld Academige, [Sandberg |Instituut. [Docenten: Mieke|Gerritzen, Koert van Mensvoort) Rob Schroder, Barbyara Visser! Hans
Flupsenl Aal va Essen,| Expe imzienta Jetset, 3oadwiH‘, Leo yan Munster, Job van|Bennekom, |Gerard Ur‘\ge Frans Qosterhof, Sigridur|Sigugionsdottir, Henk Groenendijk, [Rob Meerman,|Frank Mandersloat, Gefald van (der Kaap, Ken Zeph. Steden] Venetié,| Hamburg,|Zlrich, Rot erdI
Amsterdam, |Seattlel Muziek: [Melvins![Nifvana! TAD, Screaming Trees, Earth, Sonic Youtlp, Dinosaur JR, U‘nwo nd,|Shellac. Festivals: Al Campingflight to Lowlands Paradise, Motel Mozaique, Bazar Curieux;| Kunstviaai. Creatieve vrienden: Karina van Bezooijen, Lidewij Velen\and Tamar|de
Klijn, Roeland|Otten} Baschz, Yasser Ballemans, Esther‘dew Burger, Hendrik-Jan Grievink JKim Engbers, Jonas Vorwerk, Derk Reneman, Rianne Petter, [Jolanda Middelkoop, Katja Hoogenboom, Frieda den Oliden, Jirka Blom, Pim Boom, Klaas Bolt,|Jasper Springeling, |[Harry Hamerlink, |Roebie
Starink, |Lauren Dyer, Gwen van Zaane, Charlie Zwart. ﬂ;errit Rietveld A(I:ademie klas: Kasper Al creaser‘], Daphne Correll, Josefien Croese, Eduard Derijecke, Jan-Willem Doornenbal, [limo Gaessner, Dan Geva, Anne Grumbrecht, Verena Hauschke, Chantal Hendriksen, Balrbara Hegrmann
Leonie Hoogeslag, Matthijs Koppen, Joey Kops, Ellen &Toszykowski, Alon Levin, Louis Lutli, Sabine Meyer, |Steve Nestorovski, Dirk van Opsterbosch, Raga Paapel, Serge Rompza, Michiel Schuurman, Floor Wesseling San(;:lberg Instituut klas: Arnoud van den Heuvel, [Robbert Slotman}, Olivier
Otten, Renata Alvargs, Niels Schradel, René van Enge\pnburg, Tinkebell. Merk: Apple Computer, lkea, H&M. Website Hosting: Pascal de Man Magazines: ltems, Metropolis M, Graphic. Musea/Gallerie: Showroom MAMA Rotterdam, NAI Rotterdam, Boijmans Rotterdam, Witte de With

Rotterdam, Vivid Rotterdam, CBK Rotterdam, Stedelijk Amsterdam.
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thix books and Magazines —: Google hils

boing in thi books and MAagazings e making of

buryireg of books and magazines/money from oulside

CREATIVE MAP

—= years in the business ol making books and mana~=

bang 1Al Books ANd Magazinas

- » Croocie hels s Making o the books and magaziaes

banying of books and magazinesmoney from puisida = yedrs In iha business af making books and magazines

Il WHEREDODESIGNERS’BOOKS COMEFROM?-BYCORALIEVOGELAAR
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MAILCONTACS
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Holland-International GEAR
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Writing PietVollaard
M i Print: lients
agazines  Frimter Clien MichelleWilderom
ISSUE magazine Studio Tinkebell MarinavandenBergen
Arnoudv.d.Heuvel
SavetheScreensaver LotteHaagsma
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AnnelysdeVe
¥ MediatheoryforDummies Tinkebell

CoralieVogelaar

RinskeSchellekens

Debbie Mollenhagen .
AgnesWarntjes

HUMOR

Atrocity Exhibition

Martijn Teun .
Espresso Engelbrecht Castelein MarleenReijnen
Visual Powerpoint Koertvan Mensvoort KimEngbers MarleenReijnen
Cappucino AnkvanLoon ArnoSchneider Koot&Bie

INFLUENCES

Kristian Koreman
AN Michielvanlersel

RolfCoppens
ND

AND

Mieke Gerritzen

v MaartenPoorter = MontyPython

(X

a

() AroudTraa FRIEND

CLIENTS

ShirleyNiemans
SabineNiederer

ElsbethGrievink NedRossiter
NOPROBLEMdocumentary

WoodyAllen

FREQUENTLY

Teaching
USED TYPEFACES

BarbaraKruger U

Globaliconomy

iBook YoucanCanon!
GooglePower
JennyHolzer J The Museum Museum
MacG5
CindySherman o TERESTING
Mobil
oble O STATION
AlanFletcher xsdall
® Akzidenz Grotesk
Damien Hirst
lily
JimJarmusch NS MIChaeI Moore soﬁa Co I Segafredo Helvetica
() EDUCATION Ppo
le SamMendes Lucky Strike
App!
Adobe INCOME Ti
LANGUAGE imes
3M
Scotch® PaulThomasAnderson
Post-it® WilcoGeursen Jonathan Safran Foer EmirKustui
mirKusturica
MarcelDuchamp VAGrounded
TiborKalman .
RobertVulkers 1000 LetterGothic . jimJarmusch
RemKoolhaas Avantgarde
MaxKisman AlbertHeijn Franklin Gothic
Manuela Porceddu Quentin Tarantino
AndyWarhol
Francis Ford Coppola
Anton Corbijn USED
TYPEFACES
Morrissey -
Henk Groenendijk STUFE
EricvanValkengoed CONTACS
Bono
Martijn Smid OliverStone
JanKappers
() Marco Versluis
Steven Spielberg
DickBruna
Nijntje
: YOUARESOMEWHERE
Richard Scarry
BestWord Book Ever
Moviedirectors === Hardware === Thinking
== Friends === Typography Rotterdamdesign
mmm Artisticinfluences === Influentiallanguage === Clients
YOUTH Brands == [Money === Contacts
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ATIVE MAP

love-work is a time-based map of creative Amsterdam

NOV.2006

voluntary contributions
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Aldje-Radboud by first name (or anonymous) -
Allard-Femke

André-Peik

Bas-Paula e e P _ o Y,
Baukje-Joost h‘*hhth s Ly
Bruno-Femke —— e > dpelove-wWwork.net o BN i

Dick-Mechteld
Femke-Allard
Femke-Bruno
Gerda-Peik
Gert-Rob
Glenn-Rogério
Guido-Kees
Harmine-Robert
Hester-Reinder
Jans-Willem
Jelte-Roos
Joost-Baukje
Kees-Guido
Koert-Mieke
Maartje-Rein
Madelinde-Peik
Mechteld-Dick
Mieke-Koert
Nous-Renée g
Paula-Bas f
Peik-Madelinde |
Peik-André §
Peik-Gerda o
Persijn-Margit
Radboud-Aldje
Rebecca-Willem
Rein-Maartje
Reinder-Hester
Renée-Nous
Rob-Gert
Robert-Harmine
Rogério-Glenn
Roos-Jelte
Tanja-Willem
Willem-Jans
Willem-Tanja
Willem-Rebecca
X-X (1)

X-X (2)
X-Y (1)
X-Y (2)
X-Y (3)
X-Y
Y-Y
Y-Y

e T

— love-work.net

€))
(1)
(2)

‘ a labour of love I‘
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Creativity isaweird thingisn’tit? It’s difficult stuff to
deal with. Luckily enoughthere’s some help athand.
Onthe netand in nice self-help books, you canfind

massive amounts oftips, trics and rules to get the

creative juices flowin’. Buttheres alot of themand

where should you start? What are the best rules?
The editorial team of this paper looked themall up
and made anice selectionforyou. Here they are.
We proudly present toyou: THE19 x 71x71=

9.5779 GOLDEN RULES OF CREATIVITY!

PARAMETER #1

O ALWAYS

O BARELY

O CHALLENGEYOURSELFTO
O DO

O DON'T

O FORACHANGE,

O FORCEYOURSELFTO
O FORTHENEXTHOUR,
O GETUPEARLY AND
O HARDLY

O OFTEN

O NEVER

O SOMETIMES

O TODAY,

O TOMORROW,

O TRYTO

O YOUBETTER

O WORKTILLLATEAND
O WHYNOT

THERULES

O ACT

O ADD SOME
O ALLOW

O ASKFOR

O AVOID

O BE

O BECOMELIKE
O BLOWUP

O BORROW SOME
O BRAINSTORMWITH

O CAPTURE
O CHALLENGE
O CHANGE

O CHOOSE

O COMBINE
O GOMPARE
O COPY

O CREATE

O DECONSTRUCT
O DEFINE

O DESIGN

O ESCAPE

O EMBRACE
O ENJOY

O ENLARGE
O EXERCISE
O EXPLORE
O FORGETABOUT
O GLAMORIZE
O GOFOR

O IGNORE

O IMITATE

O IMPROVE
O INVERT

O INVESTIN
O KEEP

O KILL

O LAUGHAT
O LIVE

O LOVE

O MAKE

O MAP

O MIRROR

O ORGANIZE
O PUTIN

O REDECORATE
O REDUCE

O REFLECT

O RELAX

O REMEMBER
O RETHINK

O REPEAT

O SAMPLE

O SELL

O SING

O SLOGANIZE
O SLOWDOWN
O SPELL

O STOP

O STUDY

O THINK

O UNDERESTIMATE

O VIOLATE

O VISUALISE

O WATCH

O WORK

O WORRY ABOUT

O ACCIDENTS
O AGOAL
O AMBITIONS

O APPLICATIONS

O ARTISTICITY
O CHEAPNESS

O COFFEE BREAKS

O COLLEAGUES
O CLICHES

O DESIGNITSELF
O DICTIONARIES

O DRUGS

O EVERYONE
O FRIENDS

O GREENTEA
O IDEAS

O INSPIRATION
O INTEGRITY
O LIFE

O LIMITATIONS
O LOVE

O MATERIALITY
O MEDIA

O METAPHORS
O MISTAKES
O MODERNITY
O NOSTALGIA
O NOTEBOOKS

O OTHER DESIGNERS
O OUT-OF-THE-BOX

O PASSION

O PANIC

O POWER

O REALITY

O SIMPLICITY
O SLEEP

O SOBRIETY
O STANDARDS

O STUPID QUESTIONS

O STYLE

O SUPERMAN
O SUSHIBARS
O TELEVISION
O THEARENA
O THEBRIEF
O THEGRID

O THEPROBLEM
O THERULES
O THESELF

O THESLOGAN
O THESKETCH

O THEWORKSPACE

O TIME

O TROUBLE

O URGENCY

O VERNISSAGES
O WEIRDNESS

O YOURBOYFRIEND
O YOURCOMPUTER
O YOURDARLINGS

O YOURHEROES
O YOURIPOD

O YOUR GIRLFRIEND
O YOUROWNTOOLS

O YOUR SELF
O YOURTALENT
O YOURWORK

PAID
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TO
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PAID
TO
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GREATIVE MAP

MAP OF SMALL DIFFERENCES

DENMARK # THE NETHERLANDS

Sebastian Campion (1971), designer
lived and worked in Amsterdam from 1998 to 2005

BRASIL # THE NETHERLANDS

Rogério Lira (1966), designer
lives and works in Amsterdam since 1995

BELGIUM # THE NETHERLANDS

Ann Demeester (1975), director de Appel
lives and works in Amsterdam since 2003

AUSTRALIA # THE NETHERLANDS

Kate McMahon (1972), artist and urban designer

visited Amsterdam one week in 2005
People like to think of themselves as tolerant

- sometimes it’s just because they are afraid of
saying no.
*

Life in Brasil has a much more subtle and complex
mix of belief-possibilities. Belief is rarely taken
seriously here. Things are just what they are.

*

Belgians love to show off with knowledge
and erudition. In the Netherlands you are
labeled rapidly as an intellectual if you
cite a thinker in passing.

*

Children’s playgrounds are integrated into the
streetscape - literally placed on the footpath.
In Australia playgrounds are always fenced off
and usually away from the ‘life’ of the street.
*

People like being rude. Next to tolerant, ‘rude’

In the Netherlands friendliness is often seen
is something that the Dutch feel proud of.
*

with a touch of contempt. Cynicism scores much
higher points. It is a pretty unquestionable issue.
As a foreigner this is a tough thing to learn.
*

The Dutch are less obstinate and individualistic
than the Belgians. They’re easier prepared to devise
compromises and to go with the communis opino.

*

People often feel that The Netherlands is
superior to other countries, especially to
Germany and Belgium.

*

It’s possible to see into peoples living area’s
and even bedrooms. People award the attention
of passers-by with elaborate displays of

ornaments and knick knacks. .
* In Brasil people get to wear short sleeves most of

the year. More of the body is constantly in touch
with the rest of the world and there’s a lot of
physical contact. You are less likely to feel lonely.

The pragmatic utopianism of the Dutch is striking.
Big ideals are often brought in practice again,
even if time after time they appear not to succeed
or are resulting in failures.

People don’t let (self) criticism stop them, which

There are very few Thai, Chinese, Vietnamese,
makes them less worrisome and more spontaneous.

Japanese, Indian, Greek, Lebanese or Malaysian
restaurants — which are all common in Australia.

ICELAND # THE NETHERLANDS

Solvi Sigurdsson (1980), student design
studies in the Netherlands since 2003

GREECE # THE NETHERLANDS

Aspasia Nasopoulou (1972), composer
lives and works in Amsterdam since 2002

GERMANY # THE NETHERLANDS

Kristin Maurer (1970), lawyer
lives and works in Amsterdam since 2002

FRANCE # THE NETHERLANDS

Marie Proyart (1979), student typography
lived and studied in Arnhem from 2003 to 2004

The food in the walls are very awkward.
The quality of the food is doubtful. The
thought crosses my mind: “Where have the
hands of the persons been before?”

It doesn’t really increase my appetite.

*

The majority of Greek men in the age range of
35-55 have more weight than the Dutch men.
Dutch women between 18-35 seem to be heavier
than the Greek women in the same age.

*

Typical German is discipline, hard working
and endeavor. In the Netherlands this is
not done. When you do it nevertheless
you're asked to take it easier.

*

The Netherlands; the country where
I had the worst croissant ever.

*
Dutch poeple systematically buy something to eat
or drink before getting into the train.

* Greek people are generally more open to invite
people to their own houses. They open their
homes for other people. Gatherings, dinner and
even meetings are very common in the houses.

Dutch people are more closed in this field.

It often seems to me that the Dutch have

In the Netherlands there is more equality between
been told not to apologize for anything.
*

In the train, they are very loud on mobile people and classes, bosses and secretaries.

phones, whereas in France, we start to
be ashamed for using it.
*

Everything works in systems. That’s what
the Dutch do well, organizing. But once it is
in a system it’s impossible to change it,
except with another system.

*
In the Netherlands there is constantly endless
. . . deliberation. Everything is discussed jointly,
The curtains are left open during evenings. yrung ) ¥
. . before anything can happen.
You can see everything. It goes with the *

mentality ‘T have nothing to hide’.

*
Group thinking, talking and collaboration

German moderators are always dressed in suits. . : .
is very present in Dutch practice.

SLOVAKIA # THE NETHERLANDS

Peter Bilak (1973), graphic designer
lives and works in the Netherlands since 1997

POLAND # THE NETHERLANDS

Maja Bialon (1978), designer
Lived and worked in Amsterdam from 2002 to 2006

LITHUANIA # THE NETHERLANDS

Asta Helsper-Balciunaite (1966), English teacher
lives and works in the Netherlands since 1993

LATVIA # THE NETHERLANDS

Egija Zaura (1971), researcher

lives and works in the Netherlands since 1997
The Dutch word for beauty (schoon) means

clean; something ordered. Slovak word for
beauty (krasa) has roots in denying the
ordinary, something almost unordered.
*

Dutch people seem to refuse to get old. You can
see it by the way they look (active, fit and dressed
up) and behave (going out, self-confident).

*

In Lithuania you take off your shoes if you enter
someone’s house. The street is a collective property
and thus dirty. The same counts for apartment
buildings. The hallways and elevators can be
neglected, but the flats inside will be squeaky clean.

*

In Latvia we celebrate name-days. When it’s
yours, you need to be ready for unexpected

surprises and unannounced visitors.
*
People aren’t very spontaneous and can’t get

crazy on parties. Partying with Polish always
ends up at 6 in the morning, with a huge
hang-over the next day.
*

Despite the density, there is less physical contact.
People don’t expect to talk to each other. In a train
in Slovakia, you will be talked to within minutes.
Here I've been approached by a stranger twice
in 5 years. Walkmans and bags placed in the
seat next to you are ways to indicate that one
doesn’t wished to be talked to or touched.

Latvian anniversaries are about flowers.
Colleagues always give them on birthdays

together with a (collective) present. If you're introduced to someone at a Lithuanian
*

party, you'll only tell your first name - not your

family name - and yiu don’t shake hands. If you are lucky to be invited by a Dutch for
dinner it won'’t be an amazing meal. In best
case it is pasta with salmon. With the coffee

you won’t get more then one piece of cake.

Here an anniversary is a kind of ‘cake day’.
*

The Lithuanian society is currently changing

Everyone kisses you on your birthday,
more rapidly than the Dutch.

no matter if you like it or not. Kisses from
colleagues are very unusual in Latvia.

UKRAINE # THE NETHERLANDS

Alevtina Kakhidze (1973), visual artist

SWITZERLAND # THE NETHERLANDS

Cristin Wildbolz (1960), musician/performer

SPAIN # THE NETHERLANDS

SOUTH KOREA # THE NETHERLANDS

Min & Sulki Choi, design researchers

lived and worked in Maastricht from 2004 to 2005

Olga Vazquez Ruano (1972), architect
lives and works in the Netherlands since 1999

The minute someone steps out in the street

lives and works in Amsterdam since 1995

There’s a lot of self-esteem here, and not so
much humbleness. In Switzerland there’s a lot

lived and worked in Maastricht from 2004 to 2005

In Holland, everything is managed so that you
aren’t stuck too long with people. In banks and

To us, originating from a culture where everything
moves and changes so quickly, where they’ll say
“change everything except your family”, things are
just too slow here. Decisions take time to be made;
people walk so slow, we have to say “excuse me”
all the time. On a physical, urban-environmental
level, it seems to manifest itself in the age-old
aspect of the buildings. One day we saw an old
building being renovated by carving out the inter-
nal material, in an attempt not to touch anything
on the external surface. Many buildings look like
stuffed animals: dead but beautifully preserved.

post offices are lines on the floor that you're not

in Spain he’s walking onto a stage. It is tacitly
allowed to pass until it’s your turn in the queue.
*

assumed that one should dress up in order to
exhibit oneself and draw attention by having loud
conversations. Here I like the fact that people
make a habit of occupying the streets in a shame-
less way. Instead of setting up theater, it’s more
like pulling the intimacy of the living-room onto
a piece of sidewalk. They dress down, sit back
and speak softly. Oddly enough passers-by are
expected to ignore the display and pretend to
not get a glimpse of the exposed ‘gezelligheid.’

of morality which can be confused as humbleness.
*

Here you aren’t told to be great before you try out
The trains here are extremely good, but too luxuri-

something you believe in. If you don’t succeed, you
switch towards something you might realise easier. ous. I'd prefer traveling in less comfortable trains
You won't loose your face in doing that. and do it more often since it would be affordable.
*
Whether people answer “Yes” or “No”, they smile.
In the Ukraine, when people say “No” they don’t
smile, they identify with person to whom the

request has been refused.

*

The Dutch like to cultivate the illusion about their
generosity and tolerance, which is also based on
ignorance of problems. They'd rather close the eyes
instead of facing their behavings and consequences.

Creativity lies in the space for ‘the other’ —in de widest sense. This map of small differences is put together by Annelys de Vet, as a record of her ‘provider of creativity’. Amsterdam, 2006

Il MAPOFSMALLDIFFERENCESBYANNELYSDEVET
T




CREATIVE MAP

That's one small step for a man, one giant leap for mankind

ting tik tiktiktikkikikikkggggggggggggggg tink gggg

Die oorlog woedt ver van ons bed. Nog wel.
delete this. onEnterFrame;

Zwaktes z1jn doorgeschoten sterke kanten
That's like using the bible to cook a pie

Plaats uw advertentilie op ons gebouw
We are all amateurs at something

Onder het plaveisel ligt het strand

Het is zo heerlijk om te spelen in een zandbak.

Zoals kunst altijd in een context tot stand komt, geldt dat ook voor
de politiek.
How to turn your creativity into money

Als ik niet besta: wie drinkt dit glas dan leeg?
Mensen zijn egocentrisch zonder zich om het grote geheel te bekommeren.

Papa het bos ruikt naar shampoo!

Het is goed om teruggezet te worden in een positie waarin Jje opnieuw

Weet hoe het zit
We kunnen fictie niet van realiteit onderscheiden

We leven in afwachting van het grote moment dat iedereen vroeg of laat

krijgt
Onze dochter gaat naar de kunstacademie

Pixel the world

Zing, vecht, huil, bidt, lach, werk en bewonder!

EN TOEN EN TOEN EN TOEN

Our goal is to be happy (...) and we do not hesitate to jump off high

roofs.

copy paste copy paste copy paste

Het Sandberg Instituut ontwerpt de ontwerper
Our home 1is where our books are

luence / onbelangrijk affects my wo

Il MAPOF(UN)IMPORTANT QUOTESBY ARNOUD VANDENHEUVEL
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THEGREATIVITY

A FREEACCIDENTAL NEWSPAPER DEDICATED TO THEANONYMOUS CREATIVE WORKER

CREATIVITY ISALLWE HAVE LEFT
BY KOERT VAN MENSVOORT PAGE 2

THE IMAGE OF OTHERS
BY MIEKE GERRITZEN PAGE 5

THE END OF THE CREATIVE CLASS
BY THEO PLOEG PAGE 6

HAVE WE

BEEN CREATIVEYET?

PLEAFOR AN UNCREATIVECITY
BY BAVO PAGE 13

OF LOFTSAND LATTE
BY MAXNATHAN PAGE 14

CALIFORNIAUBERALLES
BY TOBY MILLER PAGE 15

ITUBE.YOUSPAGE.WECREATE.

I BYGEERTLOVINK&NEDROSSITER
Conferenceson ‘creativeindustries’havebecomea
setfeaturein many countries overthe pastfewyears.
They usually consist of government policy-makers,
artsadministrators,aminister ortwo, a handful of
professors,alongwithrepresentativesfromthe
business community eagerto consolidate their
governmentsubsidies. What’s missing? Forgetabout
analysis or critique. Andthere’s notgoingtobeany
creative producers orartists about-the condition

of possibility for ‘the generationand exploitation of
intellectual property’. For students and starters, these
conferences costtoomuchtoregister. Theseeventsare
captains-of-industry only. Why botheranyway to mix up
withthedressed-up? There are coffee breaks dedicated
to‘networking’, butthe deals appeartohave beendone
elsewhere.

The Tragedy ofthe Suits

From an anthropological perspective, such policy-meets-
business events index the class composition of the creative
industries. And in some respects, the endangered species
might be those positioned as managerial intermediaries - the
policy writers, consultants and arts administrators,
government ministers and business representatives. The
increasing proliferation of social networks associated with
new media technologies is one explanation for this: who
needs an intermediary when you’re already connected? The
consultancy class is in danger of becoming extinct due to
Web transparency. The other key reason concerns the
disconnect between political architectures of regulation and
the ever-elusive transformations of cultural production
situated within information economies.

Dream, Yo Bastards

The MyCereativity project, of which this newspaperis a part,
is not focussing on the critique of creative industries” hype. It
was our intention to go beyond the obvious deconstruction
of the Richard Florida agenda. Our interest has always been
about setting forth expansive agendas and understandings of
the interrelations between culture, the economy and

network cultures. Critique should aim to change policies,
and define alternative models, instead of merely
deconstructing the agenda of today’s business politicians.
MyCreativity emphasizes re:: and search. Let’s formulate
questions and new strategies. Neither excitement nor
scepticism are sufficient responses. Since policy formation
isnever about the production of original ideas, but instead is
aparasitical function, we have some confidence that
eventually the range of activities and concepts generated
within MyCreativity and similar events will trickle up the
policy food chain of creative industries. No need for
extensive lobbying. Copying, after all, is the precondition of
TheirCreativity - an activity engaged in concept translation.

Tradingthe Playful

The scattered and fragmented character of experiencing
work and working conditions, in short its postmodern
nature, means that young people in particular that enter the
labour market are fully exposed to neo-liberal conditions.
The rhetoric of deregulation has always been aruse for ever-
increasing stratagems of biopolitical re-regulation.
[continues on page 2 —]
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— Intellectual property regimes are the official
doctrine behind that story. Buthow many get a taste of the
revenues? Where are the property disputes and why don’t
we hear from dissidents that refuse to sign copyright
contracts? Technologies of control and the surveillance
society comprise a more sinister, invisible power.

NoSublime

Where lies creativity in all this? Isn’t all this talk about
economy and money killing the very untamable energy to
tinker? The delicate, subversive and playful act of putting
things together can all too easily be destroyed by pragmatic
considerations. What creative industries calls into question
(and in fact destroys) is the romantic position of the artist. In
this, there is the notion that artist is destined to be poor and
will have to be desperate in order not to lose inspiration.
Wild gestures and inspiration will be killed by a professional
approach in which the artist gets stuck into fixed patterns
and styles. This, we all know: arich artistis adead artist and
current intellectual property arrangements only further
strengthen this rule. What is important to note is that today’s
creative work leaves behind such notions and places the
creative producer in the midst of society. As a proposition
this is a provocation, as the creative subject is neither a
worker with rights, a trade-unionist with health care, nor is
he or she an entrepreneur. The freelance position is
somewhere in-between these two and this is what makes the
Creator so precarious (to use a fashionable term).

COLOPHON

The Creativity is a free, accidental
newspapetr, initiated by The Sandberg
Institute, the Institute of Network Cultures
and the Centre for Media Research,
University of Ulster. The paper was
produced for the MyCreativity convention

PEOPLE

on creative industries research
(Amsterdam, November 16-18,2006),
organized by the Institute of Network
Cultures at Amsterdam Polytechnic (HvA)
and the Centre for Media Research,
University of Ulster. More information:
www.networkcultures.org/mycreativity.
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The Untimely Untimely

Meanwhile, creative labour establishes its own technics of
border control. Who’s cool? What’s in, what’s out? Being
subversive is the ultimate consumer behaviour. This sell-out
of the rebel act has made it difficult to define what is, and
what’s not political. All creative expression can--and will--
ultimately undermine power relations and establish a New
Order. The queer muslim squatter is inevitably an agent of
global capitalism and on the forefront of things to come.
This cynical look on the ambivalent aspects of identity and
urban life makes it increasingly difficult to act out and make
astand as all gestures, including the right to remain silent,
can--and will--be integrated into the Creative Machine.
Instead of desperately looking for the next wave of Artificial
Dissent, we may as well reject this logic and search for
common strategies. The untimely style no longer exists. All
retrois in fashion, all media are cross-bred. Hyper-cultural
connections in-between here and there, now and then, us
and them are fully exploited. Both critical and imaginative
concepts have ceased to be visionary and instead can
become operational (from meme to brand in a week) inno
time. We need to take these mechanisms into account when
discussing alternatives.

Are You Created?

Before we start talking about an ‘industry’ or aneven a
‘creative economy’ we will have to sort out a variety of
topics that in fact remind us more of the late mediaeval

DISTRIBUTION

van Amsterdam
info@networkcultures.org
+31 (0)20 5951863

www.sandberg.nl/design

‘guild’ system than of modern ‘industrial relations’. The
guild operated as a self-regulating mechanism whereby best
practices were defined within the peer-system of artisans. In
this sense, we see creative workers as embodying the
information-middle ages. And this is akey reason why
creative industries policy rests safely in its own stratosphere
of self-regulation and outsourcing, albeit with welfare
recipients in the form of creative consultants, incubators low
on ideas, and academics susceptible to directives from
above. Art and design and many other creative processes are
proclaimed to be integrated in society and are consciously
no longer situated in the margins.

OperationCreate Freedom

Do we really want to economize all creative efforts? Of
course giving away for free is also an economic act. Peer-to-
peer production is also taking place within the existing
economic framework. As many have concluded before,
gifts are not undermining power structures per se. Free
production, outside of the money equation, should be a
matter of choice, not the default option. This is the task
ahead of us. To share has to be an option, a voluntary gesture.
We have to think up, and experiment, producing culture with
other economic models, on a global scale, and this
newspaper wants to play arole in that process.

If you want to order copies, please contact:
Institute of Network Cultures, Hogeschool

An online pdf version will be available at:

This publication is licensed under the Creative Commons
Attribution-Noncommercial-No Derivative Works 2.5
Netherlands License.To view a copy of this license, visit

hitp://creativecommons.org/licenses/by-nc-nd/2.5/nl/
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CREATIVITY ISALLWE HAVE LEFT

Il BYKOERTVANMENSVOORT-Iregularly meet
people who seemingly have nolife. They arealive, of
course. Theybreathe, they move, their hearts beat. But
it'snotconvincing. It'snotthatthey don’tdothings.
Theygotoparties, take holidays-infact, they takealot
ofholidays. Butto metheirbehaviourcomesacrossas
fullyinstrumentally programmed in fixed, predictable
patterns. They are fleshy machines, notliving beings. Of
course,itisimpossibleto provethatthese people have
nolives,and sowekeeponsmilingdiscretely andtry not
tobreakeachother’strance.ltseemstobegettingmore
and morecommonto havenolife.

This is probably connected with the high degree of
organisation in our society. We are all born into a world that
has largely already been invented and designed: twenty
kinds of body lotion, motorways for cars, nuclear bombs,
glamorous gadgets, frying pans, mouthwash to mask your
dog’s bad breath, dildo-shaped remote controls. For
primitive hunter-gatherer people, work and private life were
intertwined. The hunt served the practical goal of food
production but was also amythical event in itself.
Contemporary humans buy meat in the supermarket. We are
managers, shareholders, employees, consumers. Modern
humans play a part in a system and live in a personal world
parallel to it. Jiirgen Habermas delineated this distinction in
The Theory of Communicative Action [1]. The ‘lifeworld’is
the terrain of culture, personality and social networks. Itisa
world in which people concentrate on reaching agreement —
Habermas speaks of ‘communicative action’—about what is
happening (truth), whatis good (rightness) and what is real
(truthfulness). The system is the terrain of the bureaucratic
apparatuses of state, science and economy. The system
world is less oriented to communicative action than to the
achievement of concrete goals; acting instrumentally and
strategically are paramount. The separation of lifeworld and
system world increased in step with the rise of symbolic
means of representation, such as writing.

This is no surprise. Symbols allow us to explicitly express
all sorts of values. Money is a good example. It brings us to
agreement over the relative value of objects. This facilitates
trade between apples and pears. It becomes more
problematic when you express ‘a great day out with the
family’in money. This making-explicit of everything is
difficult to relate to our everyday experience of existence;
there is a part of us that has no place in the database. The
more we make our lives explicit, the further removed from
them we seem to become. A major drawback of the
information society is that just about everything is made
explicit so that it can fitinto a database. Removal from the
lifeworld to the system world is a side effect.

For centuries, humans were an unexplained miracle. But
thanks to the scientific methods that have dissected us down
to our DNA, we have come to see human beings as systems
we can mould and manipulate. People with odd noses get
them corrected by plastic surgeons. People who are
depressed simply have the wrong chemical in their heads,
and are prescribed pills so they can have fun with everybody
else. How is it, wondered the eighteenth-century poet
Edward Young, that we are all born as originals yet most of
us die as copies? We have arrived at the point where we must
ask ourselves if there is even a ‘lifeworld’ left. Have we
outsourced ourselves for good?

YOUR CREATIVE INDUSTRY
TACTICS WILL COME BACKAND HIT
YOU INTHE FACE

Organisational structures usually have no interest in
nurturing human beings’ true life potential. Organisational
structures are mainly concerned with keeping themselves
alive. Indeed, ahuman being can easily become the prisoner
of his own organisational ability. But despite the fact that we
sometimes get mangled in our systems, we have proved to
be hugely creative at introducing lifeworld elements into the
system world. Paul Schnabel, director of the Social and
Cultural Planning Office of the Netherlands, calls this
‘domesticating the system’[2]. Domestication is a word
originally used to refer to the taming of wild animals, but
evidently itis currently something humans do to systems.

Meanwhile, the organisational structures have recognised
that human creativity is a valuable asset (organisational
structures are not stupid). Policymakers are going all outin
their efforts to make creativity explicit within the terms of
the system world. Regulated arts platforms and incubators
are springing up like mushrooms —naturally, with generous
state support, financial performance forecasts and scientific
underpinnings. You will have gathered that I am sceptical
aboutall this. But let’s agree not to hold it against the poor
policymakers; once they get home from work, they re good
parents every one, aren’t they? Rather than criticising a
couple of inconsequential barometers, I wish to speak
directly against organisational structures in general. [ know
that you hear me. I know what you are thinking. I know that
you know that I know. I am not afraid. I'm sorry to have to
tell you this, but creativity is more than anew strategy for
bolstering the economy or science or politics. Every one of
us human beings is born with the potential to come up with
ideas and forms that are original, truthful and useful. Human
creativity promotes a better lifeworld, based on the dreams
people have about themselves. Of all human traits, creativity
is the most difficult to make explicit—let alone automate, as
has successfully been done with physical labour and
computing power. The creative is precisely that which by
definition does not allow itself to be standardised. Those
who try to standardise creativity have not understood it, and
run the risk of coming across as somewhat pedantic. If ever
people do somehow succeed in standardising creativity,
then it will be able to be automated and handled by
computers and bureaucrats. As soon as that happens,
however, it will by definition no longer be the creative. Your
creative-industry tactics will come back and hit you in the
face. People will come to work in flip-flops! Like a virus, our
creativity will screw up the system world. Even if thatis the
only thing we have left.

1. Habermas, Jurgen. Theorie des kommunikativen Handelns.
Frankfurtam Main: Suhrkamp Verlag, 1981

2. Schnabel, Paul. ‘De crisis in de verzorgingsstaat als sociologisch
probleem and als probleemvoor sociologen’, in P. Thoenes etal.: De
crisis als uitdaging. Amsterdam: Uitgeverij Kobra, 1984

THINKING DIFFERENTLY
ABOUT DIFFERENGE

Il BYDAVID GARCIA -‘Increasingly, the concept
“creativity” isreplacing “knowledge” asthe pundit’s
defining characteristic forthe moderneconomy’.ltisa
truismthat ‘creativity’isnolonger seenaseconomically
marginal butis eagerlyembraced by governmentand
industryalike as the redemptive horizonforincreasingly
nervous westerneconomies. Similarly, the public
perception oftherole ofartists has changed from
oneofcultural outlaws teetering onthe edge of social
acceptancetohonoredguestsand shocktroops of neo-
liberalism. Butonwhatistheideaof creativity based
andwhendiditarise? Atatimewhenaminorindustry of
critique has sprung upattackingthe spurious rhetoric
ofthe Creative Industries,andyetthe bureaucracies
ingovernmentoreducationappearimmuneto
denunciation, itseems more worthwhileto spend some
time recuperating some ofthe origins ofthe cult of
creativity.

Atthe heart of the peculiar status the concept of ‘creativity’
has for our culture is philosopher Herder, whose writings are
one of the key pillars of the counter-enlightenment — the
movement of the late eighteenth century we call
Romanticism. Herder is the first to have articulated a modern
understanding of freedom as expressive self-development.
Through a theoretical and poetic project which involved a
fundamental rethinking of the role of language and
expression in relationship to both knowledge and human
freedom, Herder lead the revolt against the principles of
doubt and calculative reason, which were the foundation of
the enlightenment project.

As Wittgenstein would do much later, he began by
repudiating the notion of language as founded on designating
events or objects in the world. For Herder and the Romantics
language was not calculative but expressive with its roots in

poetry and music; not merely describing the world, language
institutes how we collectively bring our worlds into being.
This approach deliberately minimises the distinction between
expression and discovery. The fact that we seldom know
exactly what it is we are going to say before we speak is an
illustration of what Herder means by this. We know through
speaking (or painting or singing).

LANGUAGE INSTITUTES HOW
WE COLLECTIVELY BRING OUR
WORLDS INTO BEING

This philosophy was fundamental for the way art was
understood: the content of the work could no longer be
abstracted from the particularity of the work itself. One of the
clearest expressions of this idea is to be found in Robert
Frost’s definition of poetry as ‘that whichislostin
translation’. This quasi-mystical belief in the centrality of
‘expression’is the reason why Romanticism placed artists at
the centre of their philosophy. Hence Shelley’s declaration
that poets were the unacknowledged legislators of the world.

Moreover, itis not through observation but through
introspection— ‘from the inside’ —that we must derive our
understanding. Freedom is thus associated with inwardness
and inner depths. Depth comes to be associated with quality.
Itisthis fromthe inside’ whichis the defining characteristic
of the romantic movement from which Isaiah Berlin drew so
much. This understanding of human life as ‘expression’lead
Herder to register anew status of individual difference. For
Herder each of us has our own way of being human and we
somehow miss the point of life if we fail to live these
differences to the full, whether as individuals or as cultures.

This is amomentous step in the development of our western
European understanding of what constitutes culture. All
previous philosophical movements had been aware that we
were all different, but it was not until Herder and the later
Romantics that difference in and of itself is given such a
unique moral status. From this correlative relationship
between freedom, expression and difference flows a host of
modern cultural and political movements from nationalism to
identity politics, from the cults of authenticity and self-

development through to celebrity culture and the expressive
differentiation of neo-liberal consumerism. And last but not
least, the organised optimism and promises of creativity for

all held out by the ‘creative industries’.

Amore effective critique of the contemporary
commodification of creativity lies in a set of lectures by Isaiah
Berlin, published posthumously as The Roots of Romanticism
in which he speaks of romanticism as the origin of a darker
side to the freedom to live our differences. In the first lecture
Berlin proposes that the late eighteenth and early nineteenth
century introduced anew understanding of the notion of
tragedy into western culture. His proposition was that from
Oedipus to Othello the view of tragedy is consistently one in
which the tragic events are the inevitable result of some
human weakness or error, some avoidable or perhaps
inevitable lack of something in men: knowledge, skill, moral
courage, ability to live, to do the right thing when you see it.
But for the Romantics of the early nineteenth century this is
not so, argues Berlin. For Berlin, tragedy in this iteration is
not the result of any fault, error or weakness in the
protagonists but a collision between heroic individuals
sincerely and uncompromisingly perusing incompatible
values. There is a collision here with what Hegel called the
goodwiththe good. Itis not due to error (or weakness or even
fate) but to some kind of conflict of an unavoidable kind.

Berlin reminds us not only that this is the moment in cultural
history when we started to celebrate difference, but that it also
came at a high price. With the value of pluralism at its heart,
Romanticism forces us to face and to live with the
irredeemably divided nature of human psychology. Our
values are frequently incompatible; justice and mercy,
equality and liberty often find themselves irreconcilably at
odds in daily life, in principle and (most happily) in art. This is
the origin of the dissonances that erupt in Romantic art, which
are extended and intensified in modernism. It is here that we
live out fully the implications of the incommensurability
uncovered by the Romantics. It is this tragic and (more often)
hilarious core that will prove indigestible to
commodification.
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Il BYTHEOPLOEG-Theproposal of Dutchminister
of Housing, Spatial Planning and the Environment,
Sybille Dekker, to make squatting of empty houses
and office-spacesillegalis another strike against

the creativeunderclassin The Netherlands. It seals
thedestiny ofthe creative city. He or shewho doesn’t
contributetothe economic systemcan,and will, leave.

Saturday, June 10,2006. The Landbouwbelang in
Maastricht throws a party. After months of negotiations, the
former industrial plant on the verge of the city centre has
been officially granted with the status of ‘art centre’. For
years the impressive building was empty, until squatters
took over the place and turned it into one of the most
interesting spots in the city. Since 2002, the
Landbouwbelang managed to become an important place
for contemporary art and culture in the south of The
Netherlands. That’s also what the city council thought. Even
though one of the local political parties tried to establish a
large gambling-palace in the old building, the council
decided to preserve the Landbouwbelang; a choice in favour

The Netherlands have many creative spots like the
Landbouwbelang. Some of these old squatter-locations —
de Balie and Paradiso in Amsterdam, Tivoli in Utrecht and
Worm in Rotterdam — are currently important cultural
institutions. Most of the new ones, however, do not last long.
Until the end of the nineties the Graansilo, west of the central
railway station of Amsterdam, was an important
metropolitan centre of culture. The building was vacated by
force, sold to areal-estate company and turned into
luxurious apartments and lofts. More recently, the same
happened to the old Warehouses Vrieshuis Amerika and
Pakhuis Afrika, located at the Oostelijke Handelskade in
Amsterdam. The British pop-group The Prodigy did their
first Dutch live-show there in 1996. People interested in
underground-culture crowded the two buildings each
weekend. Meanwhile, creative people without money
moved to other places like Rotterdam, Antwerp, Berlin and
Marseille, where cheap workspaces and housing could still
be found. Oddly enough, the debate surrounding the
prohibition of squatting is only aimed at housing. The role
squatting plays within the structuring of creativity is
marginalised or ignored, not only by the mainstream media
but also by the government. This, despite official policy that
claims to create an environment in which creativity in the
city can flourish. Thanks to the work of the American
scientist Richard Florida, the Dutch government knows that
making an economy healthy implies investing in the
creative industry. According to Florida, creating a liberal,
relatively free and open atmosphere is essential for a climate
in which creativity can thrive, such as social climates like
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Amsterdam, Paris and London have. Well, Florida has a
pointin saying that the cultural class begins with the people
who can make a good living out of there creativity.

In his theory there is no room for the creative underclass.
The people who make art without money, who throw parties
out of necessity and launch new magazines in order to
change society, or at least to let people know whatis going
on in the underground. This group can’t be found in liberal
and rich cities like Amsterdam, because it is too expensive to
live and work there. Strangely enough the creative
underclass is present in Antwerp, Berlin and Rotterdam.
Cities where opinions keep clashing, where polarization — of
rich and poor, of left and right —is strong. Cities where
conflictis part of everyday life, and the city council gives
people space, literally. Compared to Amsterdam, Rotterdam
has not been creating special places for creatives, where
everything has been taken care of. On the other hand, the
cultural polity of Rotterdam lacks the jungle of terms, rules
and control-mechanisms. The combination of conflict and a
not extremely present government makes cities like
Rotterdam attractive to the creative underclass.

Inhis article ‘The Creative Class-struggle’, Geert Lovink
underlines the importance of a creative underclass for the
city. Lovink states a delicate issue: “The message is clear.

The creative city has no interest in collective spaces that

of creativity.

Il BYDANNYBUTT-It'saclichéthat
the currency ofthe creative sector
iscosmopolitanism. Theartistwho

sells hundreds of paintings through
thecommercial gallery systemcanbe
snubbedatthefancy opening,infavour
oftheartistwith critical cachetwho has
justreturnedfromexhibitingataBiennale
inVenice, Taipeior Sao Paulo. And while
thevisualartsis notableinits disavowal
ofthefinancial capital thatenablesit,

this paradigm neverthelessexertsan
influence onthe more commercial strands
ofthe creativeindustries.

The designer and the film director, no matter
how mainstream, will feel some anxiety
about the ‘quality’ of their work, and their
position within an aesthetic hierarchy. At the
end of the day, everyone wants to be cool.
What constitutes being cool is an ever-
elusive prospect that consumes the minds of
both the finest and highest-paid cultural
analysts. But there’s no doubt that akey part
of being cool is cosmopolitanism, of being
able to transcend one’s social location to be
‘athome in the world’. Returning home with
tales and trinkets from afar has long been a
role for a particular class of the upwardly
mobile. To be cool, you know what makes a
good caipirinha, and are aregular at the new
Vietnamese restaurant before it gets
reviewed in the newspapers (by which time,
you’ve found a cute new Thai-fusion joint).
These displays of taste will give confidence
to your collaborators and employers that
your aesthetic is contemporary, in the
zeitgeist.

It was while teaching in an art school that
realised how often the development of the
creative cosmopolitan was based on a
disidentification with one’s cultural
environment. The paradigmatic art school
student (like that other cosmopolitan, the
academic) is one who never quite fits into
their peer group while growing up, who was
forced to retreat to a world of the imagination,
expressing creativity from a kind of cultural
exile, sending aesthetic remittances back to
the homeland.

GOSNOPOLITANISI,

withdraw from the money-economy, let alone pirate-radio.

NATIONALISM, AND THE
CREATIVE INDUSTRIES

Inhis essay “The Class Consciousness of
Frequent Travellers’, Craig Calhoun states
that most cosmopolitan versions of theory
‘share with traditional liberalism a thin
conception of social life, commitment, and
belonging’. What non-urban creative type
didn’t dream, at some stage, of making itin
New York, Mumbai, Osaka, Mexico City, or
Milan? Of packing it all in to find the
imagined community of similarly exiled
others, gathered happily in urbanity and
escaping the small-mindedness of their
immediate environment? I don’t mean to
cheapen the cosmopolitan ideals that have
been my own survival strategy ina
sometimes hostile cultural environment.
However, cosmopolitanism has always
raised interesting contradictions for national
arts policies, because it is in unavoidable
tension with cultural nationalism, and the
production of national culture has been the
policy justification for arts funding support
by the state. During the expansion of Western
economies —largely built on colonisation—
cosmopolitanism played an important role in
opening up new markets and providing
aesthetic narratives of globalisation that were
recognisable at home: one saw one’s nation
making it on the world stage. But during
periods of economic decline, the creative
cosmopolitan seems less tolerated, as they
become areminder to citizens that only a
select few have the opportunity to move to
where the action will be in the future.

Deep down, even ardent nationalists realise
that a discussion of ‘culture’ always exceeds
the nation-state, and to closely investigate
one’s own cultural history uncovers
relationships to many different peoples and
nations. The very existence of diverse
cultures within the nation-state attest to its
potential undoing, its artificiality. No
surprise, then, that the discussion of culture
so often raises discomfort, and that while
many desire the worldliness of the

cosmopolitan, they are also aware at a
visceral level of their own inability to be as
cosmopolitan as they might wish, dueto a
lack of economic, social or cultural capital.
For those less able to move, the cosmopolitan
represents a privileged elite who at the same
time might be perceived as not sufficiently
local or out of touch with the wishes of the
ordinary person.

The shift of the creative sector’s ‘policy
shelters’ from cultural nationalism to creative
industries seem to be at least partially in
response to these problems in mandating a
static, official culture. By transferring the
supposed ‘public benefits’ from the content
to the economic returns, these tensions can be
suppressed. ‘Listen taxpayer, you may not
think that this film should be representing our
people, butit’s making money, so who are we
to judge?’ After all, there are few more
patriotic statements than the acquisition of
wealth in the country where one lives. But the
success of an economic sector is increasingly
tied to its export potential and so, in a
roundabout way, the linking of culture with
global capitalism only increases the problem.
Even though creative industries exports
might be promoted in the name of the
nation’s economy, the reality is that to be a
good exporter one has to know one’s market,
and have experience outside of the nation.
Exporting is not a vocation for the culturally
insular. Perhaps for that reason, the
cosmopolitan traders and creatives can be
treated with suspicion: the exports of capital
and culture open the gateway to potential
cultural contamination, of the flows being
reversed along the two-way trading streets.

This suspicion of the cosmopolitan who
claims national economic development as a
justification for governmental support of
their sector might be well-founded. The
rhetoric supporting development of
informational industries like the creative

sector emphasises the threat of the
manufacturing sector’s migration to
developing economies of cheaper labour
power. But as Christopher May has noted,
informational markets are highly
competitive, and informational occupations
are more subject to occupational ‘task
migration’ than non-informational work. If
Hollywood can hire creative talent working
inyour city, there’s a good chance they can
also hire it somewhere else, and the factors
structuring this decision are based on factors
largely outside the control of policy.

Every country would like to believe that its
unique culture and creativity will be
recognised and could form the platform for a
new economy. In that respect, the optimistic
glow of the creative industries economic
development advocate is not unlike the
freshly minted fine arts graduate who
believes their talent will furnish them with a
successful art career. It might happen, but
you sure want to have rich parents and a good
backup plan. And as the famous art ‘agony
aunt’ Mark Kostabi makes clear, in the arts,
talentis only the price of entry into the game:
more important are relationships that are
based on how sexy and interesting you are to
those with control of distribution channels.

The same is true of the creative industries. It
might be possible to support development of
creative sector SMEs, but how does a nation
develop multinational, vertically-integrated
production and distribution systems, which
can make the financial decisions on where
and how creative production occurs?
Answering that question probably requires a
different kind of research into the sector than
mapping scale and growth in *hard numbers’.
And to gain political traction outside the
cosmopolitan classes, our creative industries
advocacy will also require amore sober
account of the street level socio-economic
impact of a highly informationalised
economy — particularly among those not
enrolled in frequent-flyer programmes.

Attr. y. man (29,00©) looking for attr. y. won
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THE CREATIVE GLASS?

The potential of the autonomous movement to exploit has
appeared to be surprisingly small. Individual artists,
designers, theatre-makers and other creatives have to alter to
hip, flexible entrepreneurs who pay commercial rents for
their working spaces just like everybody’. In the neo-liberal
society that dominates the West, most especially since 2001,
there is no space for elements that can’t be translated into
money, let alone being able to grasp the hegemony of
society. The latter has always been the most basic function
of creativity in Western society. Creating another new
world, an ideal, a utopia, showing what is possible when
thinking outside the existing paths. Needles to say, the neo-
liberal system is not eager to give this creativity a chance and
has defence-mechanisms to marginalise and exclude it
effectively. To be honest, exclusion isn’t even necessary
anymore. A marginal existence in contemporary culture is
basically the same as a non-existence. A possible solution?
That’s not easy to say. In ‘The Creative Class-struggle’,
Lovink raises an interesting point about the growing class-
struggle between those who see themselves as an economic
factor, and the those who don’t. ‘It’s a question of whether
both groups have anything in common—oreverhad’,
suggests Lovink. Good question. In the nineties, however
superficial they might have been, both really had something
incommon. Graphic designers, marketeers and product-
designers did participate in projects together with people
who had the word ‘creative’ tattooed on their forehead.
Businessmen from the beer-multinational Heineken —

dressed in tie and suit—really admired the inappropriate
designers from DEPT, who were smoking weed the whole
day while making their designs —heavily influenced by
street-culture —on their Apple-computers, spinning some
wheels on the turntables that were situated in the middle of
the office-space in case they experienced a creative dip.

The relationship between both groups — the creative class
and the creative underclass —has changed dramatically in
less than ten years. Reason? A change in who stipulates the
cultural hegemony. Who is that? Hold tight: no one. There is
no single party that dominates the cultural agenda. The
government, businesses and media—the representatives
who dominate the cultural landscape — are driven by the
same goal: to eliminate risk. The result? Mainstream culture
without any tension. The only solution to prevent real
creative culture from extinction is conflict. Sadly enough the
last few years the alternative left-wing institutions have
given their faith to the ‘multitude’. To be short, the idea that,
when it comes to creativity, individuals who are loosely
connected can make a fist and in the end affect real change.
A very naive lullaby. And therefore dangerous. Let’s make
some conflict! Seen in that light the proposal of Sybille
Dekker doesn’t seem to be that bad after all.

l BYANNELYSDEVET-‘Rulesservethe
people,and we cannotallowthe peopleto
servetherules,’arguedthe Dutch MPFemke
Halsemaduringthe debate overex-MP Ayaan
HirsiAli’s naturalisation. She couldn’thave
summed upthe problemany more succinctly.

The creative sector is crying out for a similar
argument. Itis becoming a pet of politicians, but
there is arisk hanging in the air —one which has
everything to do with the zeitgeist—that the
creative industries will become an extension of
political economic policy. After the industrial and
digital revolutions, a creative revolution has
evidently now dawned. The swing, however, must
be and stay creative. The creative industries, as
part of the field of the arts, must not be restrained.
On the contrary, they need confidence, depth,
experimentation, brainpower, and, especially,
space. These things must come first, and rules only
later.Recently I attended a gathering of the ACX
(Amsterdam Creativity Exchange) at which
Robert Marijnissen (the city’s creative industries
project leader) was one of the speakers. With a
proud look on his face, he told us the city had set
aside twenty million euros for the creative
industries, to be spent in the next government
term. Inarguably, this was a terrific decision. He
asked the audience what ought to be done with this
pot of gold. But their questions about the specifics
of the agenda were derisively laughed off. “We
don’t want professional committees or artistic
rationales —just good simple ideas that politicians
can understand without mediation from others.’
What ideas would be honoured, and with what
goals and expectations, was never made clear. It
remained completely obscure what those ‘good
simple ideas’ might be, and who would determine
it. What was crystal-clear was that Marijnissen,
too, has got Richard Florida’s The Rise of the
Creative Class on his nightstand. It is the bible of
policymakers.
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Butalas, itis not creativity that has crept into their
dreams, but hard cash. The twenty millionis above
all else an economic investment whose goal is to
strengthen the financial position of Amsterdam.
The creative industries are viewed as the basis for
a future economic boom. It seems to have been
forgotten that creativity also implies a creative
way of dealing with rules. This city is over-
regulated; every square metre has a purpose. Any
unexpected movement is nipped in the bud. Where
is the noise? Where is the undefined? The
uncontrollable? A ‘creative city needs a humus
layer—alayer of research, space, confidence, and
many, many margins. This includes unsuccessful
projects. Creativity arises from dialogue and a
public sector that supports it without economic
motives. It arises from a physically and mentally
inviting public space where people are paramount,
not financial interests or carefully thought-out
instructions. ‘Cultural’ space like this needs
political protection. Itis not a sector in which
money grows, but a field that gives shape to
meaning. Itis the domain in which Prime Minister
Balkenende’s debate about norms and values
could have achieved more depth. It is not the
Minister of Economic Affairs who should be the
standard-bearer of the creative revolution, but a
Minister of Culture. Amember of government
who can convince the Lower House of the
importance of culture; someone who understands
the social and moral significance of creativity. Itis
the job of the next cabinet to appoint such a
minister. And — to jump ahead of things —Femke
Halsema seems to me to be the obvious candidate.
Because she understands that culture begins with
people, with humanity, and with ‘freedom as an
ideal’(1).

1. Femke Halsema, ‘Afterword’in: Bart Snels (ed.).
Vrijheid als ideaal. Amsterdam: Uitgeverij SUN, 2005.
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THE IMAGE OF OTHERS

I BYMIEKE GERRITZEN- Inthe 17thcenturyartists
mostly painted clouds and windmills,becausethese
werethingsthey often saw around them. Today, many
artistsworkwith symbols andlogos becausetheir
environmentis largely comprised ofthese. Logos make
animprintonthe meaning ofaplace. Louis Vuitton,
Burberry and Italiantrattorias giveinternational appeal
tochicneighbourhoods. Inthe suburbs, exotic bakeries,
Muslimbutchers, markets and groups of young people
globalisethe streetscene.

Logos arise out of a strategic interest: you can use them to
differentiate yourself from others. But lately the logo has
expanded into lifestyle, neighbourhood strategy, and
business model. We sometimes forget that we live in the real
world of houses, cities and infrastructure. We prefer to think
about the knowledge industry and network strategies, and go
searching for new models for commercial success.
Structures we have learnt from the Internet are becoming
recognisable in the streets. Ten years ago, we tried to look at
the Internet as a metaphor for the real world. Digital cities
and online shopping malls popped up everywhere. Since
then, through study and experience, we have adapted the
characteristic traits of the Internet, and we copy its strategies
and methods in the real world. Things we can do online —
networking, blogging, chatting, gaming, collecting,
shopping and using —drive the contemporary world, offline
as well. More and more, we get our groceries delivered at
home, our Tom Tom navigation tool marks out our route, we
buy microwaveable meals in the supermarket, and DIY
stores allow us to put together our houses ourselves.

Digital media and technological developments have taught
us to rank information and images, order content, and think
in structures. We are skilled at designing new commercial
models and innovative products and services: communities,
GPS technology and throwaway culture have created a gap
in the market for sustainable new recycling methods
(McDonough & Braungart, 2002). With what we produce,
we try to surpass what we have made in the past, and this has

indisputable consequences for the future of our environment.

Not only can we see store advertising, traffic signs and
billboards as logos, but also buildings, cars, high-speed
trains, petrol stations and airports. In spite of our growing
ability to organise, structure and institutionalise, though,
chance still exists. Alongside all the strategic models, some
successful projects are developed without business plans.
One example is the British student Alex Tew’s famous
Million Dollar Homepage. Looking for a way to earn money
for his tuition, Tew decided to sell a million dollars’ worth of

pixels to companies, organisations and individuals. The
result was a quickly sold-out project and a beautiful image
that can be considered a work of art.

The Sandberg Institute postgraduate design academy in
Amsterdam has copied the idea of the Million Dollar
Homepage and executed it on the front of its building. The
fagade consists of 16,000 tiles. We are hereby transferring an
Internet idea to the physical world. We are enchanted by the
exceptionally colourful effect of the multitude of logos, and
in this project we are carrying out an investigation into the
meaning of the environment as an information carrier. More
and more, our environment is coming to resemble the virtual
lives we lead. The Sandberg building is one result of this.
Acquiring ads and selling ad space for the sake of a work of
artis not the everyday activity of the artist. Commercial
tendencies, the slow disappearance of cultural subsidies, and
the rise of the creative industries teach us, though, that artists
must take care of themselves. The idea of creative industries
is actually not about industry but strategy: a strategy for
promoting tourism and entertainment. In architecture, icons
are taken as the starting point for every important new
project. The intent is that tourists will want to photograph
themselves in front of your building, and the media will
reproduce it many times and thus publicise it, as has
happened with iconic structures like the Eiffel Tower in Paris
and Frank Gehry’s Guggenheim in Bilbao. The effect of the
creative industries is an increase in designer bars, designer
products, art biennales, trend development and the
production and promotion of superstars. Marketers will be
the artists of the future.

ARTVERTISING:
LET'SMAKETHINGS BIGGER

The Artvertising project proved itself before it even existed;
the media did the work. The project has already become
iconic—itis amediaicon that piggybacked on the success
and recognisability of Alex Tew’s Million Dollar
Homepage. Copying the model in the physical world,
however, brought a different reality with it. It provided six
months of full-time work for three students: telephoning,
selling, collecting images, emailing, image processing,
assisting with production, and last but not least, fielding
reactions from people who opposed the project. The Million
Dollar Homepage on the Internet is mainly aesthetic, while
the Artvertising project is a physical confrontation, a spur to
discussion and spectacle. Is it art or advertising? The
Artvertising project brings together cultural and commercial
images in a very direct way. The Sandberg Institute in
Amsterdam has sold its skin. The tiles on the front of the

building are covered with art, logos, poetry, graphics,
portraits, ads, one-liners, tags, declarations of love and other
messages. We call it Artvertising, and we consider it a work
of art. Itreflects a contemporary society in which people,
organisations and environments visually represent their
identities in distinctive ways, designed as well as possible.

Today’s artists’ raw materials are images from the media.
Images others have already created. Using others’ images to
create new work is often difficult because most images are
copyrighted. ‘Digitalisation chips away at the foundations of
the copyright system,’ Joost Smiers has written. ‘We expect
an alternative to appear that will recognise that thanks to the
Internet, the world looks very different from how it did in the
19th century, when copyright came into force and the bizarre
idea took hold that an artist is a genius who invents
everything he or she creates him- or herself, almost in the
name of God, and who therefore owns his or her creation.’
The Artvertising project is an example of a work of art based
wholly on the copying of anidea and a success strategy. The
characteristic self-willed quality of this copy has proved its
legitimacy as an artwork. The copyright system will change,
and through this, the images around us will also change. If
intellectual property changes, economic interests will be
different, and the image will take on new forms and
meanings. The image will no longer belong to the other.

www.sandberg.nl/artvertising

Il BYHANNEMUGAAS-A new
generationof cultural producers
ischallenging notions of media,
art, distributionand copyright. The

GOPY-PASTE GULTURE

say, money matters, but with the new

highlights the blurry lines between the export
of American ideology and the export of
American entertainment.

links to Bayle’s projects on the web. Bayle

developmentistaking place onlinewhere
the populararchiveis beingmodifiedand
reused.

The Internet contains media previously
unavailable outside of controlled broadcasts
or locked into consumer products such as
records and videos. Through the web, this
media becomes accessible, and its usage and
mutability becomes its main attraction to
cultural producers. Working methods once
the domain of hackers and the ‘open source’
movement are nowadays an everyday
practice for many. The Internet has seen an
explosion of creativity among young people
who grew up with technology —their situation
or subjectivity is coextensive with
contemporary media. As with any visual
style, web aesthetics and practice often rely
on the appropriation of non-original media.
People often copy or hack html codes from
other websites in order to sample images,
video or graphics. In this context, amateurs
become empowered to create and distribute
sophisticated and layered work. A practice
like this tends to challenge copyright or, let’s

evolvement and re-circulation of creativity, is
there any longer such a thing as acopy? With
every copy and paste, the context of the
duplicate changes, creating anew original.
On the web, the usage and modification of
other people’s media has become the rule
rather than the exception. In most cases,
creativity on the Internet has upset the
standard legal notion of copyright.

also created ‘Popautomate’, a project made in
collaboration with the Internet personality
Talk-Over, that lets participants write their
own pop hits. If the participant writes a text,
the software performs this text as music by
stitching together small samples consisting of
these words from different pop hits. In an
effort to combat copyright laws, Bayle also
created a website where one can download
pop hits played inreverse.
Chris Moukarbel, an MA art student at Yale,
got hold of the script for the then upcoming
blockbuster World Trade Center directed by ~ Smith launches his work both in galleries and
Oliver Stone. He shot a scene from the on the Internet. Drawing on the Internet
director’s epic using the bootlegged scriptand phenomenon of ‘mash-ups’, where different
acast of students. Moukarbel leaked the scene parts of popular culture are mixed together to
on the Internet, where thousands of people ~ create new meaning, he synced and layered
linked toit. The student is now being sued by  the chapters of the R&B performer R.Kelly’s
Paramount Pictures, which claims the movie DVD Trapped in the Closet, creating anew
clipis almostidentical to the scene in Stone’s  work whichis the ‘sum’of R.Kelly’s
production. originals. The artist Cory Arcangel, also
living in New York, recently outsourced the
Jean Baptiste Bayle, an Internet activistbased American cult movie Dazed and Confused to
in Paris, has recently copied the structure of ~ India where it was dubbed from English to
MySpace to create MyOwnSpace. The siteis - English with an Indian accent. Such hacking
operated as its original, enabling social or remixing comments not only on the big
networking, although the advertisements are  business of outsourcing in America; it also

The New York based artist Michael Bell-

These artistic means of production are
creating new fields for artistic work. Refusing
to stay in their field, the artists move out of the
art system to inhabit and modify popular
culture. The Internet has created an unlimited
space for finding and developing ideas and
material. Warhol’s 15 minutes of fame has
become a truism on the web. No matter how
good one’sideais, there is a very good chance
that a college student somewhere has already
extended that idea and become famous in the
process. Art after the Internet is evolving, and
some claim that the Internet is becoming art’s
final frontier. In a society of comprehensive
image production, the distinction between art
and non-artis already blurred. Art continues
to be legitimized within the frame of the
gallery system or art magazine. With the
introduction of the Internet, memory,
knowledge and culture are inherited in new
ways. A work no longer needs to be seen. One
consumes the documentation by googling.
Information is gathered through
appropriations. The popular archive of the
Internet is changing what is considered worth
noticing and thus what is to become history.



Il BYMICHIELVANIERSEL-Toremaintruetoyour
owncreativeideasisthebiggestchallengeinthisera
ofunlimited choice andall-encompassing creativity.
This has becomeeven moredifficultas marketforces
continueto push thedemandfordesignersand other
creative people. They’realltrappedinawhirlwind of
productlaunchesand never-ending designupgrades,
whichis spiraling outof control. Fuelled by the gospels
ofaglobal herd of creativity gurus, stararchitectsand
trendwatchers, theboundaries between cultureand
commercearegetting blurred.

All over the world cities and companies are forced to
compete for creative talent in order to upgrade their public
image and to attract investors. City marketing depends
heavily on picture postcard icons; buildings and artists that
catch the imagination (and the credit card) of the rising
number of people who can afford a plane ticket.
Multinationals have incorporated the aesthetics and
vocabulary of the art and design world in their core business.
Every step on the way from the initial design phase to mass
consumption is affected by a set of values and believes that
used to be the exclusive domain of the artistic world,
including uniqueness, beauty and political incorrectness.
From design and fabrication to marketing and logistics and
even after-sales: the whole production chain has become an
extension and manifestation of the creativity hype. Every
product appears to have been coated with the same global
gloss and everyone involved is aspiring for the same
Wallpaper fame. Autonomous artists and designers are no
longer outsiders, but instead they are becoming part of a
system that rewards the creation of the new and despises the
old. Creative rebels are now responsible for so-called
guerilla marketing campaigns for Nike, for covering up
badly constructed products at IKEA, and for designing
corporate headquarters for car manufacturers and media
conglomerates. Moreover, creative people have become the
prime target group for the very products that they
themselves have created. More and more they are dancing to
the rhythm of their own echo. They crowd the design bars
they have decorated, drink the beer they helped to promote
and buy the products with the logo they personally designed.
This self-fulfilling prophecy will eventually lead them into a
dead end street, where there is very little room for critical
reflection and true inspiration. The triumph of the creative
class could easily become adeadly trap. Locked in a golden
cage, people will suffocate from their overwhelming output
of luxury items and hollow signs. Or, as Truman Capote
once said: an artist faces the danger of consuming himself.
Instead of eagerly contributing to this vast overproduction
of imagery and products that are burdening today’s world,
the creative vanguard should look for alternative ways to
express theirideas. They should try to abstain from playing
the ‘more is more’-game and be cautious before wasting
their creative talents on repeated tricks and self-exposure.
It’s time for them to break out of this regime and to refuse the
demand for more as an act of defiance. Buthow can you
reach fame and fortune or more noble ambitions without
Jjoining the unstoppable troops on the creative front? The
solution might lie in the idea of creating without adding,
which can be illustrated with the following strategies of
artistic mavericks who stopped materializing their own
vanity and repressed the urge to constantly inflict
themselves on the world:

ALLKINDS
OF DESIGN

l BYHENDRIKJANGRIEVINK-Sincethe death of
themodernistdesigner, stylehasexplodedintoa
universe of stylesand substyles. Inthe nineties, the
heady days of the information economy, the main
questionsforadesignerwere: whatisinformation
andwhatdoesitlooklike? The aesthetics ofthe
informationitselfandtheactof coding, decodingand
recoding became the main questforevery designer
with self-esteem. Now, we’refacingthe Creative
Economy.Inreturn,we cannow seetheimpactonthe
designworld. The main questions at this very moment
seemtobe: whatwas creativity againand what
thefuck doesitlooklike? Writingin2006, | proudly
presentyou AllKinds of Design:

CREATING WITHOUT

DDING

MORE AND MORE ARTISTS ARE DANCING TO
THE RHYTHM OF THEIR OWN ECHO

1.DESTROYING 4.ERODING

ArtistMichael Landy received much
attentionfromthe publicand the media
with Break Down, his performanceat
anabandoned C&Adepartmentstore
inLondon’s Oxford Street. Duringtwo
weeks, Landy shreddedall histangible
possessionsinfrontofanaudience,
including his Saab, passportand clothes,
togetherwith hisownand otherartists’
works. ltwasapoliticaland almost
ritualistic act of self-sacrificeand creative
destructionthatrequiredacomplex

division oflaborto catalogue and destroyall

ofthe7,000items he possessed

2.ALTERING

Gordon Matta Clarkis mostfamous for
hisworksthatradically alterexisting
structures. His ‘building cuts’(he would
cutahousein halfvertically ordrillhuge
holesinwalls) changethe experience ofthe
buildingandits surroundingenvironment.
By workingwithabsence hetriedtoexpose
‘theambiguity of astructure, theambiguity

The Swedish designers of Front
deliberatelyincorporaterandomnessand
fateintheirwork. Theyallowuncontrollable
forces suchasgravity, UV/sunlight,and
animalistic behaviortoeataway existing
objects. Wallpaperbyrats showsthe
traces of ratsthathave gnawedonrolls

of wallpaper. The holes make arepetitive
patternthatreveal the old wallpaper.And
Tablebyinsectsiscomposed of pathsin
wood madebyinsectsthatformatable-top

fountainwith hisownhands ornothasno
importance. Hechoseit. Hetook an ordinary
article of life,and placed it sothatits useful
significancedisappeared underthe new
titleand pointof viewand automatically
createdanewthoughtforthatobject’.

8.ABSTAINING

ComposerJohnCageisbestknownfor

his performance called4’33’,inwhicha
pianistsitsatapiano, nothittinganykeysor
producingany soundforfourminutesand

pattern. thirty-three seconds. Basically, theentire
piece consists of awell-consideredsilence.
5.NEGLECTING Although4’33’leaves almostnoroomfor

Whenasked by the Hermitageto adviseon
therenovation ofthe museumthearchitect
RemKoolhaas proposedtodoaslittleas
possible. ‘Why modernizeatall?’Koolhaas
askedhisclient.‘Atwhat costmodernize?
Canoneabstainfromit?’And,hewonders,
‘couldauthenticity flourishinwhatremains
untouched’and canneglectbe used ‘to
exposevalue’inamuseumthatisrichin
objectsbutpoorinresources?

ofaplace’inorderto ‘redefinethegiven’.

Backin 1959, Robert Rauschenberg,
asked Willemde Kooningto participate
inanartprojectby donatingadrawing.
Thedrawing De Kooning submitted was
carried outincrayon, pencil,ink,and
graphite. Rauschenberg slowly removed
these materials, thus erasing the drawing
completely. Eventually he puthisown
autographandanewtitle onthedrawing:

6. VANISHING

The project Vanishing Point, puttogether
bydesigner Mauricio Arango, consists
ofamap oftheworld connectedtoa
database fed by news coming fromvarious
international newspapers. The visibility
ofeach country onthemapdepends
onthequantity of mediacoveragethe
country receives, sothose countriesthat
donotmakethe headlinesdisappear

progressively.

‘Erased De Kooning Drawing, 1953’

By doingthishe had notonlyerasedde
Kooning’s work, buthe hadalso presented
theactof ‘erasing’as his own unique work

ofart.
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7.RECYCLING

TheartistMarcel Duchamp has changed
thewaywelookatordinary objects by
turningthemintoworks of art. Whiletalking

thepianist’sinterpretationand musical
talent, the piece offersanenormous
freedomtotheaudience. Whatyou hear
whenyoulistento4’33’is farmore complex
thanwithany other piece of music. The
composerproduced silence sowecould
discovermusic by hearingtheticking ofthe
clockorthe sound of ourown breath.

Perhaps4’33”couldactasthe new
soundtrack orhymnforthecreativeclass,
asitenablespeopletolistentotheirown
creativethoughtsandtheirinnervoicethat
sometimes says: stop!

abouthisfamous readymade, the urinoir,
hehas said that ‘whether Mr Muttmade the
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PRECARIOU
IMMATERIALCIVILWAR

PROTOTYPES OF CONFLICTWITHIN COGNITIVE CAPITALISM

Il BYMATTEOPASQUINELLI-Inearly2006theterm

CreativeIndustries (Cl) pops upinthe mailboxes and
mailing lists of many cultural workers, artists, activists
andresearchersacross Europe,aswellasinthecalls
forseminarsandevents. Anold question spins back:
curiously, forthefirsttime,atermis picked upfromthe
institutional jargonand broughtunchangedintothe
altculture,used sofartodebate other keywords and
otherpost-structures like network culture, knowledge
economy,immaterial labour, generalintellectand of
course Free Software, Creative Commons, etc.

After years of fetishising precarious labour and the abstract
gift economy, a Copernican shift is taking place (hopefully):
the attention focuses on autonomous labour and
autonomous production. Here comes anew consciousness
around the creation of meaning: a creation of value and —
consequently —a creation of conflict. Itis the political re-
engagament of a generation of creative workers (before
confused among chain workers) and at the same time the
‘economic’ engagement of a generation of activists (as the
Seattle movement was more concerned about global issues
than their own income). My creativity = my value =my
conflict. And backwards.

In this article I try to frame a missing part of the debate
around the ‘creative labour’. First, I point out the collective
dimension of value creation: that is the social processes
behind creativity, the creative power of collective desire and
the political nature of any cognitive product (idea, brand,
media, artefact, event). Question: what or who produces the
value? The ‘social factory’ produces the primary value (and
its attendant conflicts). Second, I spotlight the political space
of cognitive competition. I do not focus on labour conditions
orneoliberal policies within Creative Industries, but on the
public life of immaterial objects. I put cognitive products in
a space of forces, framing such objects from outside rather
thaninside. I am also trying to answer another question: if
production goes creative and cognitive, collective and
social, what are the spaces and the forms of conflict? Asa
conclusion I introduce the scenario of an ‘immaterial civil
war’, a semiotic space of which the Creative Industries are
only asmall part.

Sofarit seems a linear scenario, but there is also a grey zone
to take in to consideration: the massification of the ‘creative’
attitude. ‘Everyone is a creative’is acommon slogan today.
Many years after Benjamin’s artwork, the mass artist enters
the age of his social reproducibiliy and ‘creativity’is sold as
astatus symbol. The social base of Creative Industries is
getting bigger (at least in the Western world) and unveils
new scenarios. Inits first period, Creative Industries
becomes hegemonic (as a fact and as an concept). Ina
second phase, they face an entropy of meaning and
producers. Thanks to the Internet and the digital revolution,
every day we witness the conflicts of the latter stage.

We suggest the term ‘civil war’ as conflicts within cognitive
capitalism have no clear class composition and share the
same media space. Moreover, if it is true that ‘there isno
more outside ¢ (as Negri and Hardt state in Empire) and that
‘there are no longer social classes, but just a single planetary
petty bourgeoisie, in which all the old social classes are
dissolved ‘ (as Agamben puts it in The Coming
Community), conflicts can only take the form of an internal
struggle. The multitude has always been turbulent and
fragmented. If Florida dreams of a ‘creative class struggle’
(where fashion victims are the first casualties, we guess), we
push for a civil war within that ‘comfortable class’ (and
within a comfortable notion of multitude). Moreover, ‘civil
war’is alink to the glorious resistance of Barcelona (a
political background that interestingly fuels its current
social capital) and also amemo of the internal fights of any
avant-garde group (anarchists and communists started to
shoot each other then).

On the other hand, ‘immaterial’is the constant struggle on
the stage of the society of spectacle: a cruel Ballardian
jungle of brands, pop stars, gadgets, devices, data, protocols,
simulacra. Immaterial exploitation is the everyday life of
precarious workers, in particular of the younger generations,
quite aware of the symbolic capital produced by their life
‘put to work’ (new trends and lifestyles generated by what
post-Operaism calls biopolitical production). The
immaterial civil war is the explosion of the social relations
enclosed in the commodities. In his book Les révolutions du
capitalisme, Lazzarato says that ‘capitalism is not amode of
production, but a production of modes and worlds’
(engineered by corporations and sold to the people) and that
the ‘planetary economic war’is an ‘aesthetic war’ between
different worlds.

Immaterial are also the usual conflicts between brain
workers despite all the rhetoric of knowledge sharing and
digital commons. Itis the joke ‘a friend of mine stole me the
idea of abook on Creative Commons’. It is the well-known
rivalry within the academia and the art world, the economy
of references, the deadline race, the competition for
festivals, the envy and suspicion between activists.
Cooperation is structurally difficult among creative
workers, where a prestige economy runs like in any star
system (not to mention political philosophers!), and where
new ideas have to confront each other, often involving their
creators in the fight. As Enzo Rullani points out, there is
almost more competition in the realm of knowledge
economy, where reproducibility is free and what matters is
speed.

The parasite is the parallel exploitation of social creativity.
There are indeed modes of exploitation of creative work that
are not based on intellectual property and produce more
value and conflict. As we have seen, David Harvey
introduces the framework of the ‘collective symbolic

PAIDTO CREATE SHIRT

Be aproud memberofthe creative classand
wearthis T-shirtwith exuberance! Sincethe
creative classcanneverbereducedtoapolicy
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wearone. So, why nottake advantage ofthat?
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capital’ and suggests that ‘cultural interventions can
themselves become a potent weapon of class struggle’.
Political activism in the cultural sector, creative industries
and new economy has always remained within these
fictional enclosures, making local protests and claiming
more cultural welfare or stable contracts. Recently, amore
radical request against the exploitation of social creativity is
about a basic income for all (see www.euromayday.org).
Conversely, Rullani notes that a welfare system transfers
both innovation and risk to the state apparatus reinforcing it.
However, what Harvey suggests is to take action not only on
the level of collective symbolic capital, but also on the level
of the parasite exploiting the cultural domain. A point
difficult to grasp for the radical thought is that all the
immaterial (and gift) economy has a material, parallel and
dirty counterpart where big money are exchanged. See Mp3
and iPod, P2P and ADSL, free music and live concerts,
Barcelona lifestyle and real estate speculation, art world and
gentrification, global brands and sweatshops.

A form of resistance hinted by Harvey in the case of
Barcelona is an assault on the myth of the ‘creative city’
rather than wanna-be-radical reactions that can contribute to
make it even more exclusive. If the people want to reclaim
that symbolic surplus-value vandalised by few speculators,
we can imagine but a re-negotiation of the collective
symbolic capital. Here comes the option of a grassroots
rebranding campaign to undermine the accumulation of
symbolic capital and affect to the flows of money, tourists
and new residents attracted by specific marks of distinction
(Barcelona as a tolerant, alternative, open-minded city, etc.).
Moreover, another field of action hinted at include the
specific areas where the ‘art of rent’ plays (particular
districts like the Raval or Poblenou), where the symbolic
accumulation could be reset by a less symbolic sabotage. In
the case of Barcelona the ‘parasite’ to spotlight is the real
estate speculation, but we could apply that intuition to a
broader scale.

Recent forms of resistance have almost always been quite
representative and media-oriented, dreaming of the rise of a
new cognitariat or of arepoliticisation of the collective
imagery and its producers, just like in the golden 60s. Many
activists and artists are aware of the risk of overcoding of
their messages and practices. In the end, many actions of
protest succeed in rising the attention economy around their
target. Traditional boycotting of big brands can mutate into
free advertisements promote the enemy. Creative workers
should start to recognise the surplus-value of imagery they
produce beyond their immaterial objects and all the remote
political effects of any sign. Here we leave the symbolic,
entering the economy of the symbolic. We are waiting for a
generation of cognitive workers able to mobilise out of the
imagery.

CREATE

www.visual-power.com




REATIVITY

YOUSERISM

Il BYDEBBIEMOLLENHAGEN-Itisclearthat
technology replaced the world as we thought

it. Removing physical barriers, technology has
empowered peopleto share whatevertheywantatthe
speed of light. Radically decoding and globalising
social life,ithas created theautonomous user. The
userisin pursuit of self-reflection but simultaneously
experiencesacollectiveexistence. Theuseris often
characterized by an ongoing effortto use more. His
languageis reducedto symbolsandreferences.
Heextends beyondhis physical realm, hisrulesare
technicaland social. Heisastarin his own universe.

Copycreativity

Copy right. With the rise of new economies focussed on
cheap mass production of consumer goods, the old
economies were forced to reorganise. The new economies
with their enormous potential of cheap labour attracted
industrial activities which used to be at the heart of the
power of old economies. The old economies tried to
protect their markets by creating import barriers and by
financially subsidising their industries. But it was clear that
these measures would not be sufficient to maintain their
economic power in the long term. The projected decline of
their economies forced politicians and other authorities to
undertake an analysis. Their attempts to segregate the
world led to the strategy of merchandising creativity,
which soon resulted in suits talking about creativity. We
reengineered the class society and the creative class was
born. Copy left. Lawsuits regarding copyrights became
commonplace while the liberation of creativity had been
attributed to the willingness to share. Works of creativity
were no longer confined to the surfaces of libraries and
museums. With the global distribution of tools, everybody
became an artist, a designer, a photographer, a film maker,
apublisher, etc. The collective was no longer pending on a
vertical hierarchy but on a horizontal hierarchy where the
user became an active participant in youserism.

Sueingsuits

Suits were flying left, right and centre, the western system
of vertical hierarchy was under attack. The public were
sueing fast food companies, claiming they were
responsible for their obesity. Law suits were filed against
tobacco companies seeking to hold them liable for cancer.
Environmentalists were sueing oil companies for
pollution, stock holders sued company directors for
malpractice and employees sued companies for breach of
contract. Governments bailed out failures. The world was
changing, multinationalists were held accountable. In
2005, Ahold was subject to negative media attention due to
the dismissal of employees. The reason for dismissal was
their age, they were considered too old already at the age of
18. The commission for equal rights filed areport stating
that on many occasions employees were encouraged to
leave or were simply not accounted for their contract
hours. Ahold had no legal right to act in this manner. But
the employees had every right to sue them for breach of
contract. Unfortunately, because legal procedures are
costly and lengthy, many did not claim their rights. Now
everybody is alawyer. Go to www.multinationalists.com.
Using this website you can generate a legal concept letter
to sue amultinationalist for breach of contractin 5 minutes.
You can send the letter by e-mail or by post. Sending the
letter by post makes it legally binding. The generated letter
is based on an existing letter drawn up by a practising
lawyer, in arepresentative case of breach of contract.
Youserism is the new consumerism!

www.multinationalists.com

THE GAMES INDUSTRYANDTHE CRISIS OF CREATIVITY

Il BYJULIANKUECKLICH
Aspectrehauntsthevideogame
industry-the spectreof E.T. The
Extraterrestrial. The game,which has
beenelected Worst Video Game of All
Time by Electronic Gaming Monthly,
wasoneofthelastgames produced
beforethe Video Game Crash of 1983.
Atarimadefive millioncopies of ET,
mostofwhich,accordingtolegend,
were buriedinaNew Mexico landfill
becausepeoplewouldn’teventake
themforfree.

What had dealt this mortal blow to the
American videogame industry was a
crisis in creativity. As videogame

new Xbox 360 have been sluggish, and
the PlayStation 3 is expected to be
shunned by many gamers for its 600$
price tag. And while the quirky
Nintendo Wii has generated quite a bit
of advance buzz, not a single unit has
been sold so far.

The games industry is still relying
heavily on intellectual property created
in other sectors of the entertainment
industry, such as television and film.
And when games companies succeed in
creating their own IP, they usually
exploititmercilessly by creating sequel
after sequel. The shelves of game stores
are full of licensed games such as the
Lord of the Rings series, and sequels of
successful games such as Grand Theft

most from the publishers’risk-
averseness. Not only do the contracts
with the publishers require the
developers to conform to a very tight
schedule, they often also have to part
with the rights to their intellectual
property after the completion of the
game. In addition they often receive
only a fixed payment rather than
royalties on units sold.

For the people working in game
development this is bad news. During
the ‘crunch times’ before the release of a
new game, 80 hour work weeks are
normal. And increasingly, crunch time
isno longer the exception but the rule.
Job security is also an issue, because
developers tend to retain only core staff

journalistJ.C. Herzrecounts, ‘atideof  Auto3.
ticky-tack clones washed 1983
Christmas videogame sales into the
garbage disposal [...]. Aflood of less-
than-thrilling games triggering a
vicious cycle of discounting and loss.
The more games merchants relegated to
the discount bin, the more game
companies slashed their prices just to

compete.’

The game industry’s revenue dwindled
from a staggering 3 billion dollars to a
mere 100 million. Game companies
folded, and staff was laid off. To add
insult to injury, a Japanese toy
manufacturer beat the Americans at
what they considered to be their own
game. Three years after the crash,
Nintendo introduced the Nintendo
Entertainment System, which outsold
every other system on the market at that
time. Twenty years later, it seems like
the videogame industry is ready for the
nextcrash. The marketis awashin
derivative titles, and innovation is
mostly confined to increasing frame
rates and polygon counts. Sales of the

period of time.

In the highly competitive games market
only outstanding titles will recoup their
costs. Atthe same time, however,
creating games that break the mould is
seen as a business risk. Hit titles can cost
up to 6 million dollars to produce, and
this figure is expected to double or even
triple during the lifecycle of the next-
generation consoles. For many game
publishers failure is not an option.
Concentration is often seen as the only
viable strategy to avoid risk. Super
publishers such as Electronic Arts own
successful franchises which generate
revenue year after year, which allows
them to spend more on the marketing of
games which are not yet an established
brand. The example of The Sims shows
that this strategy can enable publishers
to create new successful franchises,
which generate profits over an extended

Third-party developers, i.e. developers
that are not owned by publishing houses and unemployed.
or console manufacturers suffer the

when they cannot immediately find a
follow-on project after having finished a
title.

The crisis in creativity thus directly
affects the people working in the games
industry. Nevertheless, the computer
games sector is still regarded as an
attractive employment opportunity,
especially among hardcore gamers.
Unsurprisingly, this is also the
demographic from which the games
industry recruits most of its members,
thus creating a giant feedback loop.

And labour in the games industry may
well become even more casualised.
Computer game modificationis a
practice that still generates innovation
for the industry, butitis also a breeding
ground for teams of workers who are
content to work long hours without
adequate compensation. While some,
like CounterStrike’s creators Minh Le
and Jesse Cliff, may hit pay dirt, most
will remain nameless, unrecognised,

THEDETRITUS MANIFESTO

Il BYBRENDANHOWELL-ltis obviousatthis point
thatone constantofbourgeois society isthe production
ofwaste. Some ofthis wasteis unpleasant, unusable
ordownrightdangerous butalarge proportion ofthis
wasteisinfactasimple matter offashion.

People of means throw out perfectly good stuffevery
day, notforlack of utility, butbecause these objects
have gone outof style.Forartists who lack benefactors,
survivalisakeyquestionandartand lifestylesare
oftencompromisedinthe name of economic survival.
Ourrevolutionary goalistobecome parasites of the
bourgeois. Like fungiand dungbeetles, we mustlearnto
live onthe detritus ofthose moreaffluentthanusastheir
production of wasteis guaranteed.

Thetruerevolutionary mustbe cheap cheap cheap!And
the cheapestthingsareinfactfree. Always remember

thatforevery $5.15savedyouhave one hourtoindulgein

yourart.

Therevolutionary cheapskate mustdefine himself
inconstantdialectical oppositiontofashion.When
‘exposed brick’becomesthe backdroptoevery yuppie
pornscene, we will shiftto cinderblocks, form-stone
oraluminumsiding.Ifyour60’s bric-a-bracis the hot
itemoneBay,it'stimetosell.Inmuchthe sameway, the

revolutionary cheapskate mustchoose her mediumin
defiance oftrends. Asthe Jonestosstheir VCR, takeup
the helmofanalog video. Eschewthe priceyflat-screen
infavorofthe free CRT. Breathe newlifeinto nearly
defunctcassettetapes. Relishinthe aesthetic ofthe
scratchy, theimperfectandthe obsolete Media-culture
isevenmore subjecttothe whims of popularity. Hence,
the cheap asshole mustalso minethelandfill of junk
film, stale printand audio of expired copyright. Unlike
the contrived appropriation ofthe postmodernists, the
cheapskateartist stealsimages outof necessityand
proximity.

Refusetoupgrade. Doesthe 10yearold PCnotsend
email, printessays and surfthe web? Does the ‘91 Mazda
hatchbacknotgofrompointAtopointB? Newthings
areshinyandthelightsareblueinstead ofred butnew
functions are superfluous. Resistthe seductionofthe
new. Theratraceistoughbutyoucan’tloseifyoudon’t
play. Sentimental attachmentto material is the greatest
threattoourrevolution. Any culturalinnovationcanbe
cooptedbypower structuresandthe only resistanceis
togiveitawaywillingly andfreely. As soonas amaterial
ormode of production becomes hip orexpensive, itmust
beabandoned likeasinkingship.

When Alexander the Great visited Diogenes and asked whether he could do anything
for the famed teacher, Diogenes replied: ‘Only stand out of my light.” Perhaps some day
we shall know how to heighten creativity. Until then, one of the best things we can do for
creative men and women is to stand out of their light. (Scott Adams)
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Il BYMICHAELKEANE- China’sfirstsymposium
onthe creativeindustries was heldin Shanghaiin
November2004. Althoughitwas attended only by
Chinese speakers, itwas clearthataconsensuswas
emergingabouttherole of creativity. By January

2005, theidea of creativity had come ontotheradar
ofgovernment, thinktanks andacademicsin China.
Duringtheensuingyeartheideaof cultural clusters,
centresand precincts provoke animated discussion
atseveral ‘international’ conferences and seminars.
Itseemedasifthe creativeeconomywas settofollow
the path ofthe high-tech sectors through national and
local taxincentives and foreigninvestment. Articlesand
books appeared. InJuly 2005, Beijing hosted China’s
firstinternational conference Creative Industriesand
Innovation, during whichthe vice-minister ofeducation,
Wu Qidispoke abouttheimportance of nurturing
creative educationalinfrastructure.

How had this change in language occurred so rapidly? Why
had creativity —a concept previously confined to the rarefied
academy of the arts and approached with clear suspicion by
Communist ideologues —been rehabilitated and set the task
of reforming unproductive sectors? The answer to this lies in
the genesis of the concept, its association with urban
renewal, and the restructuring of the Chinese economy in
large Chinese cities. The turn to creativity in Chinais an
important part of the great leap forward. In order to
understand the success of the idea, however, it is necessary to
explore the translation and the diffusion of the term creativity
from its Western origins into what was by 2004 fertile
Chinese soil. Lydia Liu provides a way of understanding this
cross-cultural translation through the idea of a ‘super-sign’.
Liu writes about the translation of terms such as barbarian,
sovereignty and rights into China during the period of

China’s engagement with Western powers. These terms were
contentious because they were central to treaties that were
signed. For instance, the British forbad the use of the
character for barbarian (yi), a term thathad amuch more
diffuse usage throughout Chinese history. She asks if we can
recapture the true identity of language when such
problematic terms are embedded in new territories. She says
that a ‘supersign’ ‘is not a word but a hetero-cultural
signifying chain that criss-crosses the semantic fields of two
or more languages simultaneously and make an impact on
the meaning of recognizable verbal units .. .” (Liu 2004: 13).
The term creativity is arguably a supersign, not just across
linguistic and cultural barriers but across disciplinary
boundaries. Nevertheless, it quickly became an article of
faith among business and policy makers in China.
Widespread benefits would accrue from creativity, whether
it was individual, collective, or organisational creativity.

By 2004, it was clear that something new was occurring in
Beijing and Shanghai. The creative economy was a ‘new
wave’and it was ready to break. A short list of its benefits for
China included wealth creation, renewal of traditional
resources, enhanced productivity combined with cleaner
greener production, and the ever-present theme of industrial
catch-up.

However, the benefits of the intangible creative economy in
China are difficult to measure, not just because of the rubbery
nature of Chinese statistics. There are definitional and
categorical issues that don’t disrupt the accounting of the
manufacturing industries, on which China has based its
development model. This is a problem that faces those who
advocate the creative industries as a growth model. Whatis
in? Whatis out? What is the core and what is non-core? Are
they just another industry or do they deserve special
attention? While ‘creative industries’ appears to break down

THISISHOW PARISWOULD LOOK IF
WE WOULD BUILD THE TWIN TOWERS
NEXTTOTHE EIFFELTOWER

the foundations of rigid notions of culture, some regard the
term as oxymoronic. How can creativity, essentially
something emanating from the individual be an industry? To
understand the nature of these misunderstandings, itis useful
to explore how benefits of creativity are framed within
disciplinary-specific pigeon-holes.

To take an idealist position first, creativity is ex nihilo: it
comes out of nowhere, at least it seems. In the Buddhist
tradition, the idea of beginner’s or empty mind predisposes
the sage towards illumination uncluttered by the past. In the
creative industries, however, the past—and especially the
recent past—is the key to success. John Howkins argues that
most creative industries thrive by being repetitive or
derivative. One can ask: justhow creative or original are
formatted game and reality shows that reproduce formulas?
Is there a difference between creativity and innovation that
allow us to deconstruct the supersign? Innovation
emphasises the role of R&D. Early innovation models

(for instance, the OECD models of the 1990s) were based on
linear processes. This began with basic knowledge
breakthroughs and moved through successive stages —
seeding, pre-commercial, testing and prototyping. Finally,
the new knowledge was built into commercial applications
that were diffused through consumer and business adoption.
Contemporary models now take account of the complex,
iterative and non-linear nature of innovation. This complex
model has multiple feedback loops, and seems to favour
creative commons approaches. This is sometimes loosely
referred to as open innovation.

Approachesto creativityandinnovation

The following are several approaches to creativity and
innovation that help to understand the uptake or rejection in
China of what is arguably a Western concept. I have
attempted to indicate where possible if models reflect some
source of inspiration, the role of external actors, and varying
degrees of creativity and innovation.

CREATIVE GHINA: CUTTING AND PASTING ?

Il BYBERTDEMUYNCK-China’sright
tocopy-itwasatopiconthe MyCreativity
mailing listinearly August2006. It started
withalinktothe sinocities-websiteand
includedthefollowing text: ‘Withthe
speedthatthecity construction(in China)
isdevelopingnow, sometimesthereisjust
notenoughtimetodesign something new.
Seehow somearchitects find creative
solutions’. Whatfollowed onthe website
wasalistof 11 projects ofinternationally
renownedarchitects, featuring one of
theirprojectsand underthemthe Chinese
copies, unclearifthese designwere made
by Chinese offices, theimplicationbeing
thattheywere.

They were notreally copied buildings
(except for Le Corbusier’s church design for
Ronchamp), but renderings featuring highly
similar buildings in a different setting. If they
would be or were ever built was not clear at
all—maybe they were just test models, a
fairly normal procedure in the architectural
practice (look, this is how Paris would look if
we would build the Twin Towers next to the
Eiffel Tower). A small discussion followed
this posting, attempting to explain the causes
of this seeming culture of copying. Some
pointed in the direction of the lack of
‘sufficient’ education and a ‘controlling

body’ to monitor works submitted by artists/
creative talents and ensure copyright
protection are adhered to; someone tried to
connect a project on Global Cultural Cloning
with this topic (and, having already secured a
publisher for his book, gave some dubious
importance to the call); but finally the
discussion sank in the swamp of the right to
copy DVD’s, sharing files, China’s own
development as an exporter of content,
MP3’s and business models for the creative
industries. In fact, since the first message, the
discussion never touched the essence of
China’s right to copy (architecture). Without
doubt in China one can question the right to
copy, innovation, creativity and cloning.
During the last decade Chinabuilta
substantial amount of new architecture and
within that boom, creativity, as we tend to
understand it, played a dubious role. The real
creative work seems to come from the
foreign architects; for them Chinais an
amazing opportunity to build audacious
architecture. In this respect, some call Chinaa
playground. Butis itinherent in the Chinese
culture to copy, or is it due to the fact that local
architects don’t have enough time to be
creative? In other words, how much time
does an architect need to have to be creative?
This is aquestion of labour power as much as
anything.

Architectural Copyright

The issue of architectural copyright is not
solely a question for China. Inrecent years,
Western architecture has also had its share of
this debate. This could be seen in the
notorious case of Gareth Pearce, who brought
Rem Koolhaas and Ove Arup to court stating
that they had plagiarised and misappropriated
concepts he had developed as a student fora
town hall in the London Docklands. As we
canread in the report of high court of justice
in London, Mr Pearce claimed that Mr
Koolhaas used his concepts: ‘the accusation
goes beyond plagiarism, for he (Rem
Koolhaas) is accused of surreptitiously and
dishonestly making or obtaining copies of the
claimant’s plans and using these directly in
the design of the Kunsthal by a process of
cutting and pasting’. The evidence brought in
by Mr Pearce, and his expert, didn’t wash,
and the whole attempt was later described as
afailure. Another example was the case of
Thomas Shine, who sued David Childs and
his Freedom Tower for former the World
Trade Center site in New York, stating it was
copied from his work done at the Yale School
of Architecture. In this case the challenge for
proving a case of copying was based on the
following: ‘In order to prove this allegation,
Shine will need to show that the design
elements in his plan are distinctive and
creative, which the experts said would
qualify his design for architectural copyright

protection. Shine would also have to prove
that Childs had access to his designs, but
Childs has already admitted that he saw
Shine’s works when he served on a panel of
Jurists invited to evaluate students’ work for a
studio class at Yale in 1999°. The question is
what does ‘substantially’similar mean? To
resolve the issue, the court refer to a checklist:
they focus on the unique and creative
elements of the designs, disregarding
commonplace stock elements, since only
original elements receive protection under
copyright law, so the legal experts say. The
legal standard for architectural copyright in
these cases are normally based on the
impressions of an ordinary observer rather
than an architecture expert.

Architectural EducationinChina
Returning back to the supposed copying of
Western architecture in China, the
MyCreativity discussion touched on the topic
of education as an issue. In China,
architecture education is a possible reason,
since itis only in the past twenty years that
education has been thought of as an issue,
starting with a discussion in the early 1980s
between two possible directions: a debate
between ‘modernism’and ‘national form’,
but is seems the differentiation of these two
positions turns more on matters of external
appearance than anything else. When it
comes to architectural education, Stan Fung



Individual creativity

The ‘heroic artist’ taps into society’s collective anxiety. He or
she is often unconventional and irrational, challenges
conventional thinking, but needs to be rationalised or
developed by (non-creative) management bureaucrats.
These intermediaries might be specialist/experts (e.g. agent
system, promoters, psychologists); for instance,
rationalisation may be required to make the person work
more productively, to realize their economic or creative
potential, or work within a team. According to cognitive
psychology such individual creativity isembedded ina
domain (e.g. visual arts, literature) and monitored or
regulated by a (creative) field (e.g. judges, critics, censors).
The usual view, however, is that individual creativity is a
natural talent and this supports the Florida arguments that
cities and regions needs to attract more creative types and to
do so must provide the stimulating open environment that
these ‘types’need. There is a corresponding emphasis on
novelty and creation of pure ideas (although this is
misleading; there are always precedents). This conceptual
upstream front-end model of creativity lends itself to the
support of intellectual property as defined in the DCMS.
This is sometimes typified as Western individualism and is
borne out of civil society, something that is said to be frail or
hardly existent in China. The western approach privileges
basic research, discovery, breakthroughs and great insights.
The rewards are Oscars, patents, and Nobel Prizes etc.

Cultural creativity

The aesthetic or performative model of creativity uses
traditional technique and training to master performance or
achieve high skill level. This form places a high reliance on
craft, acquired skill, and replication of authenticity. It has a
high economic and social value, as Pierre Bourdieu has
argued. It’s not surprising that arts communities push the
cultural capital argument in association with broader
economic development agendas. Cultural creativity is often
not about novelty but creativity as performance, fitting into a
pre-existing form or genre. Is Zhang Yimou creative oris he
Justafantastic cinematographer? In this model of creativity
the performativity can transcend the form, genre, as in jazz
improvisation. In these instances it produces incremental
changes. Cultural creativity applies to individuals or groups
and fosters idea of excellence and craftsmanship. The
question, however, is who defines excellence? (see for
instance John Carey). In China, this model has been
dominant in discussions of creativity

Imitativeinnovation

Another oxymoron, but imitation can and does create a
platform to produce incremental innovations although itis
often an end in itself. In Confucian societies imitation was
highly valued,; it constituted a bridge for the novice to

Gaogiao Dutch New Town in Shanghai, and
Kuiper Compagnons (one of the big Dutch
companies building in China) that built
Gaogiao Cultural Plaza, featuring a copy of
the Palace on the Dam (Amsterdam), and
Bert Roos and Teun Notenboom. So why not
Chinese architects, who realized in Shenyang
atheme-park called Holland Village
(featuring a mishmash of Amsterdam’s
Central Station, the Peace Palace in the
Hague and the bridge Kroonburg in Leiden,
allin life size)? This crap and paste technique
isindicative of an international corporate
refusal to give Chinese people the potential of
creativity, to give them anew image, anew
identity and living environment. Itis

and Zhao Yang point in their text “Towards a
New Chinese Architecture’ (Domus 864,
November 2003) —the title itself a copy of Le
Corbusier’s classic manifesto Towards a
New Architecture —to the following lack in
criticality in China’s architectural education
system: The contrast between critical
internationalism and corporate modernism,
or between critical regionalism and popular
regionalism, were widely neglected. In the
course of the last 15 years, the work of KPF
has attracted as much attention and
admiration in China as that of Tadao Ando
and Richard Meier. . . . One consequence of
this is that the work of Rem Koolhaas and
other leading Western figures is received in

emulate the master before forging one’s own style. The

mentoring tradition (both West and East) accepts imitation as

aprocess. This model deliberately takes from other cultures;
in the past the famous Chinese writer Lu Xun celebrated
‘take-ism’ as ameans to renew China’s creativity. In this
positive sense of taking, there is a transfer of knowledge. In
the economics of creative or cultural industries, however,
imitation is usually associated with low risk-taking and
opportunistic market behaviour. In China’s media industries
during the past decade, this has been the de-facto model of
development and value-maximizing, at least in short-term
strategies; in turn, this model is dominant because there is
little effective copyright enforcement.

THETERM CREATIVITY IS
ARGUABLYASUPERSIGN

Adaptiveinnovation

The risk-taking role of the artist is de-emphasized in many
eastern and indigenous traditions, where the artistis a
transmitter. The adaptive creativity model favours
harmonisation of the creative process through brainstorming
and consensus. Adaptive creativity puts emphasis onidea
refinement and recycling of ideas; the process may begin
withrecycling and testing of old ideas or formats; the
Japanese lotus blossom or MY technique (developed by
Matsumura Yasuo) was the key concept behind the
spreadsheet program Lotus 1-2-3. A core theme is initiated
and participants are required to think of related ideas or
applications of the idea. The idea of cultural re-conversion
(Canclini 1991) is akind of adaptive creativity and refers to
putting culture in new forms (for instance, traditional culture
ondigital media). This model is suited to applications more
than breakthroughs. It ‘produces’ useful outcomes; it is more
aboutinnovation than creativity. The problem is that original

‘out of the box”ideas may be stifled by consensus; some have

argued that the failure to reward the individual within the
group has locked in Japanese creativity.

Regulated creativity

The quota model of creative production is an industrial
outcome-based approach. Under socialism the cultural form
(forinstance socialist realism) was predetermined by decree.
Emphasis was placed on production and distribution with no
attention to demand. In short, in this top-down model there
was no feedback loop, and no need for one. This is an
extreme closed systems model. The scientific management
of cultural producers maximizes efficiencies (e.g. The
Leninist model). The Chinese creators were engineers of the
soul and as such they were charged with specific tasks, and

China without the commentary that mediates
the work and its audience in the West. Their
heroic status is amplified in a critical vacuum
free of nagging doubt.

DoubleDutch

The issue of copying, perhaps in this context
better rephrased as learning from, Western
architecture should not solely focus on the so-
called ‘pure image’ architecture that Western
architects deliver. The 11 cases in the list-
posting are best understood as an
illustratration of broader conditions, and all
too easilty place the creative architectina
corner he doesn’t want to be in. In China, it’s
not only the Chinese who are responsible for
such cut-and-paste design, or just-in-time
practices; this is a strategy of delivering
architecture. Opportunities give way to
opportunists, as one can see in the case of
Atelier Dutch (nomen est omen), that built

alarming that foreign architects (with their
knowledge, content, design skills and other
blablabla) are responsible for this.

Conclusion

Paul Rice, from the Shanghai offices of
Atkins, the British firm of architects brought
in to supervise the building of Thames Town,
replied to her as following: ‘This is notreally
aquestion of copying or mimicking. What
we are trying to do in Thames Town is setan
architectural idiom in amodern context’. In
the end, according to the Telegraph, ‘Ms
Caddy decided that imitation was the
sincerest form of flattery, and suggested to the
China Daily that the two towns could be
twinned. She even called for a plaque to be
put up, referring to the original buildings in
Dorset’. So much for creative copies.

www.peoplesarchitecture.org

were not tasked with breaking the mould.

However, this regulated standardized model applies to much
mass commercial culture. Cultural production is often low
risk-taking; it is based upon an industrial model; the design is
predetermined or supplied from outside the production unit.

Cluster-driven creativity

The current cluster industrial approach to development in
Chinais linked to economic efficiency and use of available
cultural resources and supply networks so as to maximize
available skill sets and processes. Division of labour is high,
production remains relatively standardized, and comparative
advantage guides choices of clusters. While product
development is high, inter-disciplinarity and mixing of
approaches is low. The benefits of this model are associated
with the question: what is needed? China needs growth and
the industrial cluster provides this, whether it be hi-tech or
‘creative industry’.

Mixed creativity

Cultural mixing promotes a greater chance of useful
hybridity and serendipitous insights. The question is more
than what is needed; it is ‘what is possible?’ Innovation
occurs on the edges of cultures and disciplines. Project teams
mix skills-sets, various knowledges and talents with a view
to breakthrough innovations. Combinations of different
types of thinking bring surprising results. These can be lead
to product outcomes that are radical. The difficulty is in the
translatability of terms and skill sets across the disciplines.

Openinnovationandcreativity

This is probably the most radical model of creative
innovation with the attendant highest degree and rate of
disruption. Open innovation refers specifically to selective
partnering to achieve efficiencies. On a deeper
transformative level, however, the role of users as innovators
breaks down most of the linear models mentioned above.
The role of communities of practice within the creative
commons leads to amore rapid collision of ideas, which
produces the effects of 7 (above) but without the same
proprietary lock-in. In China’s creative industries strategies
this model is seldom discussed.

The above eight models are an attempt to encapsulate the
contradictions and slippages associated with the transfer of
the term creativity from the West to China. In fact, the
Beijing-based think tank, the Creative China Industrial
Alliance, is currently attempting to find a creative mother
language that sits China. In this domestication of the
supersign, individual and collective creativity must co-exist,
the trouble-making attributes of creativity are erased, and the
value-adding aspects speak to economic development, that
is, China’s Great new leap forward.
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ONSIDER

INFORMATIONAL LABOUR IN THE GREATIVE INDUSTRIES

Il BYNEDROSSITER-Culturaland mediaresearch
onthecreativeindustries hastendedtowards apolicy
orientation,anditneedstobe complemented with other
methodologies, practices andfields ofinquiry. Some
areobvious, suchaspolitical economy, critiques of
intellectual property regimes, the adoption of Creative
Commonsandthebusinessimplications of non-
proprietary licenses suchas Copyleft. And someareless
obvious, such asthe question of network socialities, the
virtuosity ofthe generalintellect, the precarity of creative
labour,and soforth. By undertakingtransdisciplinary
practicetoinvestigate the material conditions of
international creativeindustries, myownapproach
forges connections betweenthese complementarities
withthe aim of organizing new institutional forms of
agency and sustainability for creative labourandlifein
aninformational eraof network cultures.

Itis perhaps necessary to make a distinction between the
cultural industries and the creative industries. For the
occasional observer, it seems as though the cultural industries
imperceptibly morphed into the creative industries at some
stage during the late 1990s. But this shift was no accident.
The rise of creative industries corresponds with two key
moments, one to do with a Blair government policy
intervention in 1998 and the other to do with the
informatization of social relations inaugurated in 1995 by the
WTO’s Agreement on Trade-Related Aspects of Intellectual
Property Rights (TRIPS). And both need to be understood in
the historical context of the dotcom era—a period in which
start-ups were the unsustainable virus and boosterism
infiltrated any number of discourses and institutional
practices.

The shift from cultural industries to creative industries is also
figured in the move from negative dialectics to network
socialities. Such is the passage from state-regulated culture
industries and broadcast media to creative production within
informational economies and network media. Inamore
hesitant way, perhaps the remainder common to cultural
industries and creative industries is the continuum of
creativity as instrumental in the policy realm and
autonomous in the realm of experience.

The policy moment of the creative industries is a case in
which a structural determination takes place. The vast
majority of academic research and local government
initiatives associated with the creative industries was, and
still is, shaped by government policy directives. Within the
institution of the university, creative industries are essentially
aresearch perspective derived from government policy
interventions reflecting aregulatory commitment that in
many ways exceeds that of the cultural industries. Here we
find yet another contradiction internal to the ideology of the
neoliberal state, which purports to deregulate institutional
impediments to global capital flows. Academic perspectives
have only gradually and reluctantly, if at all, articulated their
own critical creative industries idiom in response. This stems
from the mission set out by national governments for
academics to undertake rather crudely understood exercises
in ‘mapping’ the empirical scope of creative industries.

In 1998 and thenrevised in 2001, the Blair government’s
Department of Culture, Media and Sport (DCMS) produced
the Task Force Mapping Documents that sought to aggregate
13 otherwise distinct sectors such as media and advertising,
architecture and design, music and entertainment, interactive

video games, film and even the arts and crafts, which are part
of what is also known as the heritage industries. This diverse
field of practices was subsumed under the primary definition
of the DCMS, which has since gone on to define how the
creative industries have been adopted internationally by
governments and policy researchers: the creative industries,
according the DCMS, consists of ‘the generation and
exploitation of intellectual property’. The informational
dimension of creative industries, and the move away from
the cultural industries, is embodied in this definition —
economic value in the creative industries is derived from the
potential of exchange value in the form of intellectual
property. In other words, the creative industries are a brand
economy. Even more so, the rise of creative industries has to
be understood in conjunctural terms.

THE CREATIVE INDUSTRIES
ARE A BRAND ECONOMY

Witness, for example, the rise of the information-form as the
dominant commodity-form, which is also how the creative
industries relate back to culture industries. The WTO’s
regulatory architecture for intellectual property isitself a
consequence of this.

But there are some important aspects to the DCMS’s
definition that are too frequently and easily overlooked by
mostresearchers: namely, the conditions and experience of
creative labour as it relates to intellectual property regimes.
This analytical omission and political abandon by academics
who at earlier stages in their careers were not shy about their
leftist persuasion is not to be unexpected. Many, after all,
have been infected by the dotcom hype, and party like it’s still
1999. The reasons for this have to do with temporal rhythms
that differ across institutions, and even though government
and the university are firmly enmeshed in market economies,
they none the less move at a speed slower than industry. And
this means the crash of the NASDAQ in April 2000 might as
well not have happened.

While it’s healthy for social ecologies to maintain a diversity
of temporal modes, it has none the less lead to a form of
obscurantism in most research on the creative industries.
Here, I am speaking of the invisible remainder that operates
as the ‘constitutive outside’ of ‘the generation and
exploitation of intellectual property’. In assuming a link
between creativity and proprietarization, the analytical and
political oversight of most creative industries research is that
it fails to acknowledge the fact that ‘the generation and
exploitation of intellectual property’is conditioned by the
exploitation of labour-power. For this reason, most of the
empirical research on creative industries paraded by
academics and policy-makers alike is not only deeply
unimaginative, it also results in research that holds little
correlation with the actually existing material conditions of
the creative industries. And it’s at this point that my
arguments on creative industries take off.

In studying the relations between labour-power and the
creative industries my interest has been twofold: first, ata
theoretical and political level, I have sought to invent
concepts and methodologies that address the question of the
organization of labour-power within network societies and
informational economies. Here, my research relates to and
has been informed by what the political philosopher Paolo
Virno calls ‘the thorniest of problems: how to organize a
plurality of “social individuals” that, at the moment, seems
fragmented, constitutionally exposed to blackmail —in short,
unorganizable?’ Out of an interest in new forms of agency in
the creative industries, my research considers how currently
disorganized labour in the creative industries might institute
amode of organizing sociality immanent to networked forms
of communications media.

Secondly, my research has investigated the double-edged
sword of precarity within post-Fordist economies, to which
the creative industries belong as a service economy
modulated through informational relations. The precarity of
labour-power within the creative industries is double-edged
in the sense that it enables the attractions of flexibility —the
escape from the Fordist time of the factory and the firm —yet
accompanying these relative freedoms and expressive
potential fornew forms of organization is the dark side of
whatresearchers such as Ulrich Beck, Scott Lash, John Urry
and Judith Butler have variously called risk, uncertainty,
complexity and insecurity. Such fields of inquiry resonate
with the concept of organized networks, neither of which are
rarely addressed from within creative industries research, but
hold tremendous potential for the development of the kind of
critical perspectives that I think are missing.

While there is a distinctive homogeneity in the way creative
industries travels internationally as a policy discourse, the
material, economic and cultural diversity of neoliberal
capitalism—its amenability and capacities for adaptation to
national and city-state modulations —enables creative
industry style developments to be translated in ways that
seem improbable if analysis focuses exclusively at the level
of policy reproduction. Such considerations reinforce the
need to understand the variable and uneven dynamics of
global capitalism, whose indices include the movement of
cultural commodities, labour and ideas. The modern world-
system of nation-states play a significantrole here in
regulating such mobility through the mechanisms of trade
agreements, border controls and IPRs.

Here itis necessary to analyse the constitutive power of intra-
regional, international macro-structural and trans-local
micro-political forces. In other words, in order to make
intelligible the patterns of global neoliberalism, one must
attend critically to the peculiarities of subnational scales (the
micro dimension) and weigh these against international
forces (the macro dimension). Only then does it become
possible to assemble the complex relations that compose the
shifting cartographies and life-worlds of neoliberal
capitalism. One place to start such analyses is on the
nstitutional front, for all action is embedded in institutional
settings of one kind or another.

Extractfrom Organized Networks: Media Theory, Creative Labour,
New Institutions, Rotterdam: NAi Publishers and Institute of Network
Cultures. 2006
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NCREATIVITY

PLEA FOR AN UNGREATIVE CITY

Il BYGIDEONBOIEAND MATTHIAS PAUWELS
(BAVO)-Inthis self-interview, we take up some
‘frequently asked questions’concerningthe ‘Pleidooi
vooreenoncreative stad’(‘Pleaforan Uncreative City’),
which comprised part ofthe Reinaart Vanhoe exhibition
Neo-beginnersin TENT, Rotterdam CenterfortheArts,
inSeptember2006.

Inthe ‘Plea for an Uncreative City’, you make a remarkable
argument. You say that the creative industries, given their
instrumentalisation in the function of certain political-economic
processes, should make efforts on behalf of ‘uncreativity’. Aside
from the question of what it means to be uncreative, lwonder in
thefirst place if it's meaningful to assume a conspiracy theory.
Okay, creative talents are often taken in by crude manipulation
on the part of political and economic interests. They’re often
asked to live in buildings to prevent them being squatted, and are
used to creating abohemian climate. This can appear to the
outside world as if the creative industries are the lapdogs of real-
estate agents and the government. But don’t forget that this only
a half-truth. In reality, these groups are more often than not at
each other’s throats. Where does this fury toward the role of the
creative industries come from?

First of all, we’re not so much talking about ‘certain
political-economic processes’. Creating a bohemian
climate, creating differentiated living environments, and
bringing light, creative forms of production back to
residential areas are, each and every one, must-dos in the
field known as ‘urban development’. As you know, ‘urban
development’is supposed to be the natural successor to
‘urban planning’. We believe this is only true if you start by
assuming aneoliberal ideology. We explain this in the Plea.

Fine, but my question was about criticism of the creative
industries...

Well, you can’t simply separate this background from
criticism of the complicity between the creative industries
and the current neoliberal regime of creative urbanity. So, to
answer your question: you must distinguish between
objective and subjective complicity. We can speak of
subjective complicity when a creative actor—a visual artist,
adesigner, an architect— consciously participates in the
current use of culture as ameans of ratcheting up the
spectacle value of public space. Or of simulating democracy
there by, say, organising participatory events when you
don’tbelieve in them. This often happens: you hear
architects say that the focus groups brought in by city
governments don’t measure anything and are hardly taken
into consideration during a project’s final calculations. In
this case, the creative actors are endorsing the dominant
definition of creativity. Or at any rate, they are failing to see
its problematic character. But uncritical types like these are
easy foracritic to dispense with. ..

But what about the group that consciously opposes such
uncomfortably uncritical cooptation? When we talk about the
creative industries, we’re also talking about people who put their
professional activities in the service of society in a very engaged
way. They are the model of concerned citizens.

This is amuch more difficult category to criticise. We
definitely believe that many people in the creative industries
are doing their jobs with the best intentions in the world —
and thank goodness. In the many reactions we received to
the ‘Plea for an Uncreative City’, one category stuck out.
Specifically, it was the group that wholeheartedly approved
of our criticism of the neoliberal misuse of creativity on the
one hand, and on the other made clear that their own
participation in these policies did not conflict with their own
assumptions. After first expressing their unhappiness with
the current ‘neoliberalisation’ of creativity in no uncertain
terms, they proceeded to give an account of their own
furious battle with these powers. One emphasised that he
had received no subsidies for his contributions. Another
argued that their progressive initiative was mainly a thorn in
the side of governments and project developers and gave an
account of the heroic battle they had fought to realise their
plans as well as possible. Still others were proud of the way
in which they had opportunistically secured government
subsidies: if you stay good friends with the city council on
the official level, on the substantial level you can keep doing
your own thing.

Heartwarming, isn’tit?

Itis here that our notion of objective complicity is relevant.
We argue that the absence of a relationship with government
—or the presence of a negative relationship —does not mean
that the cultural forces in question are not objectively
complicit in the creative-city regime. By this we mean that,
however much resistance an alternative cultural initiative
might have encountered, it doesn’t take away from the fact
thatit functions very well within the urban economy as
proof of the city’s high creative factor. In spite of
themselves, many alternative cultural projects are
communicating to the outside world that the city possesses a
happening urban subculture — which is precisely what the
city managers would like to see happen in their attempt to
attractinvestors and highly qualified workers. Creating a
bohemian climate has everything to do with conscious,
concerned citizens who go their own way and don’t allow
themselves to be slotted into the system just like that. This is
objective complicity: evenif as a creative actor you are
ignored by the government or market, you have no ambition
whatsoever to work with them, and your only link with them
is ameagre subsidy that you re opportunistically using fora
progressive goal... your creative activity can still fit
perfectly into their urban development strategy.

THEY’LL GIVE YOU A FATHERLY
SLAP ON THE SHOULDER AND
ENCOURAGE YOU TO BE A BIT MORE
AUTHENTIC IN FUTURE

Okay, but that is part of the strategy that’s being applied: using
the system’s own means against it.

It’s not that easy to undermine a system from the inside. You
must not forget that objective complicity is separate from
subjective attitudes. With all due credit, in practice, most
heroic stories about ‘subversion from within’ are nothing
more than a bunch of words that serve to cloak one’s own
actions in innocence. A lot can be said about ‘subversion
from within’, but you have to take into account all the
conditions —where, how, and in order to do what? If you
don’t, you might as well forget it. With that kind of strategy,
you’ll inevitably end up in the position of what Immanuel
Wallerstein, speaking about racism, called the unpaid agents
of the ruling order. In the case of the creative industries,

we re talking about the unpaid agents of the ruling
neoliberal order.

Are you saying that the creative industries should simply
assume their own strength? Would it help if we just stopped lying
awake worrying about the cooptation of the term ‘creativity’ by
city managers? Maybe then it would become clear that their
creativity is just a farce.

This strategy, too, is quite popular among cultural activists.
We are, however, as sceptical of the strategy of indifference
as we are of the strategy of working from the inside. The
argument is that cultural forces that dislike the dominant
discourse about creativity should simply keep searching for
alternative forms of creativity. History will decide which
definition wins. This position strongly resembles that of the
‘multitude’, as Michael Hardt and Antonio Negri describe it

in their manifesto Empire. The multitude, they argue, is the
new revolutionary subject, and in its struggle it should not
relate itself too closely to the existing political channels or
economic systems. By realising its own desires in the first
place, sooner or later it will effortlessly make the existing
order superfluous and irrelevant. This oppositional strategy
sounds great, and yetitis naive. It does not see how, in
practice, subversive, creative actions that situate themselves
miles away from political, ideological or economic games
and do their own thing precisely confirm the dominant
discourse about the creative city.

You have already argued that. How does it further the
discussion?

Well, by saying that regardless of which strategy you
employ, you must always keep in mind that the ruling ideas
are not those of the rulers. It was Slavoj Zizek who improved
upon Marx with this formula. Without doing violence to
reality, we can say with confidence that this is also true for
the creative city. After all, doesn’t everyone agree that it
wasn’t the city managers who invented the creative city?
Meanwhile, they have also come to understand that they
themselves are not creative, but are only good at bringing in
profits—hence their endless search for ‘authenticity’. In this,
they show that they know that a creative city arises out of an
‘underground’ cultural scene. How can you then announce
with astraight face that your ‘indifference’is helping you to
advance yourrevolutionary struggle? Let’s be honest,
you’re just laying the groundwork for the city marketeers
who ‘see it all coming’ from the margin.

Once again, you make it sound as if a seamless collaboration
exists between the creative industries and the city managers.
How do you explain the rising frustrations on the parts of both
parties?

The city managers’ frustration is of a totally different order
than that of the creative industries. The creative industries’
frustration is mainly a symptom of the struggle over who
will claim ‘authorship’ of creativity. To a degree, the city
managers join in this struggle —hence the continuous
conflict. But as everyone knows, authorship isn’t
everything. Concepts are temporary in nature and are
strongly determined by certain material or political
circumstances. So don’t count yourselfrich if you have
authorship: what’s ‘in’ today is tomorrow’s worthless
historical artifact. You’ll make yourself look ridiculous if
you don’t come up with something creative every now and
then. It’s more important to be quick as a flash to exploit
every piece of creativity that appears on the scene —after all,
creativity is just a disposable product. The city managers’
frustration is concentrated on these quickly changing
conditions. Soit’s of a totally different order than that of the
creative industries. It’s more of a worry about access to new
sources of energy. So if city managers drop a creative group,
it’s more out of ‘disinterested interest’. Rest easy: in spite of
all the conflict, the city managers will always be back;
they’ll give you a fatherly clap on the shoulder and
encourage you to be a bit more authentic in future.

That changes the perspective somewhat...

You can be sure of that: it calls for a rethinking of the label
‘creativity’. We re not arguing for ‘uncreativity’ just for fun.
It’s more about setting aside the prevalent compulsion to be
creative and creating a conceptual space in which we can
think about the fate of the creative industries themselves. We
must stop complaining about the recuperation and
cooptation of so-called authenticity by the existing order.
We all know those mantras, and they often can’t disguise the
fact that they re simply proof that the creative industries
themselves don’t know which way to turn. Can we please
have alittle self-knowledge and self-criticism? The designer
Daniél van der Velden was absolutely right when he said that
the ‘creative industries’label is very dangerous because it
obligates designers to be permanently creative. It supposes
that as a designer, artist, or whatever, you can never stop
being creative. You must pull something novel out of your
hat again and again, because this is part of the nature of
creativity. If ‘creativity’still has any meaning for the
creative industries, then it’s about time it unleashed its
creative ability on breaking through all this crude blackmail
for whatitis.

www.bavo.biz
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I BYALEXDEJONG-Pechakuchais Japanesefor
thesoundyouhearwhenalotofpeoplearetalkingto
each otherinsmallgroups. ‘Chitchat’or ‘chatter’ would
beimprecisetranslationsforitin English. Since 2003
‘pechakucha’has beenthe name ofamonthlyeventin
the Tokyo nightclub SuperdeLuxe. The success story
ofthis ‘eventconcept’runs parallel totherise ofthe
CreativeIndustries. It offers aplatform where creatives
canpresentthemselvestotheirpeersandabroad
audienceintheinformal setting of anightclub. Now that
theeventcanbevisitedinmorethan 30 citiesaroundthe
planet,itallows ustoaskthe questionifpechakuchais
justanotherwordforanice eveningout.Or,canithelpto
understandthe ungraspable mechanisms ofthe Creative
Industries?

I’mcomingup, soyoubettergetthis party started
Mark Dytham of Klein Dytham architects (KDa) started his
nightclub SuperdeLuxe in the middle of the Tokyo clubbing
area Roppongi in his architectural office just after the
Japanese economic ‘bubble’ collapsed. Chock full of ideas
but no clients around to afford them, Mark decided to start a
nightclub in his office. This way he was able to afford his rent
and have a good time with potential new clients at the same
time. Soon Mark’’s office space, a former cab station, was
completely taken over by theatre productions, DJ’s, dancing
people and events. Employees that were not involved in the
club activities had to move their desks to another place.

Sleepingaroundtogetairtime

When the nightclub turns out to be a perfect excuse to meet
interesting people, Mark Dytham comes up with anew
concept for a clubnight in SuperDeLuxe. Tired of long
lectures of ‘important’ designer stars, he wants to learn about
ideas that are not limited to the establishment of the designer
world. When he notices that possible clients, museums but
also art galleries are not interested in unknown talented
designers and artists he starts to organise Pecha Kucha Night
(PKN). His aim s to give people a chance that ‘normally
would have to sleep with an editor of amagazine to get
airtime’. PKN dispenses with the formal lecture set-up where
abig star stands in front of a silent audience. Instead, the
audience and speakers mingle and talk. The presentations are
Jjustan excuse to bring interesting people and ideas together in
one room. Like a genuine speed dating night, 12 to 15 people
give presentations with the same structure. Combining the
old school ‘slide show’ with an ‘elevator pitch’, only 20
images can be shown for 20 seconds each. This way each
presenter will have 6 minutes and 40 seconds speaking time
with no control over the speed of their images. Architects,
fashion designers, graphical designers, advertising agencies,
game designers and students are all invited to stand up and
speak. Frequented by around 400 people, the monthly night
in SuperDeLuxe was an instant success. Students, emerging
designers, fans as well as star designers are fighting for a
place on the podium. Designers from abroad even extend
their stay in Tokyo to be part of a PKN.

ELCOMETO

SPEED DATING IN CREATIVE WONDERLAND

Pechakuchaisavirus

Within a year the concept of PKN spreads over the
metropolises of the world like a good flu. Infected visitors,
former employees and other enthusiasts take the concept
home and start organising it themselves. Soon after its start in
Tokyo the event moves to Bern, Sydney, Los Angeles and
London. Creatives get together in sweaty nightclubs and
theatres to tell each other about their latest ideas. But the PKN
flu does not stop there. The number of events and places is
rapidly growing. New York, Rotterdam, Bogota, Glasgow,
Bangalore, London, Berlin, Buffalo, Delhi, Groningen and
Melbourne are now all having a regular night for their
Creative Classes to meet and exchange ideas.

The poweroftheweaklinks

That PKN is more than just a good club night proves the
strength of the original Tokyo edition, which will have its
37th edition this fall. In Tokyo rents are among the highestin
the world. Apartments of 25 square meters can easily costa
1000 euro amonth. When you combine this with the fact that
wages for people active in the Creative Industries tend to be
very low, you can understand that Tokyo is a difficult city to
maintain yourself as an architect or graphic designer. For
example, the average architect in Tokyo has working days of
15 hours, 6 days a week for a payment of around 1500 euro.
Everybody in the Japanese megalopolis knows you can only
get ahead when you are recommended. The problem,
however, is to get to know somebody that can recommend
you. PKN bridges that problem. It offers a public private
party by creating a platform for new talents to recommend
themselves. Of course PKN plays a marginal role in Tokyo
where social hierarchies are among the mostrigid in the

attend the night. Zaha Hadid architects, Nigel Coats, Future
Systems, and Ekow Eshun are among the parties that present
that night, sponsored by Bentley, Vitraand Bombay
Sapphire.

Don’tbelievethehype,organiseit

Although some might argue that in London the event has
fallen back to the principle of blockbusters where big names
dominate the scene, there is something undeniably
impressive about the British version of PKN. They managed
to lift the creative scenes out of the shadow lands where some
still believe people from the Creative Industries reside. Their
edition of PKN is well supported by companies that could
benefit from the talents of the people that speak on a PKN.3
Alsoin the background governmental organisations like
Creative London, Design Council and the British Council
sponsor the night and make suggestions for speakers and how
to organise the event. PKN in London makes clear that the
Creative Industries do not grow as spontaneously as
sometimes is assumed. It needs a strong promotion campaign
and serious commercial parties that put the possibilities of the
scenes to work. Itis not an accident that 3 of the 10 most
influential people in the art world are located in London4. In
October 2006 an auction to raise money for the renovation of
the Whitechappel Art Gallery collected 4,13 million Euros
with new work that artists made for the occasion. The UK
government stimulates its Creative Industries in any possible
way. Through sponsor programs of the British Council the
rise of the British creatives is not limited to the island either.
Creatives are seen as key players in the promotion of the
United Kingdom abroad and are sponsored as such.

world. But it does offer the splintered groups and disciplinesa Fromshoe gazingtolookingaround

night to meet and join forces. By having the different creative
sectors speed date each other, the power of the ‘weak links’is
installed. Only the weak links introduce new knowledge into

The PKN epidemic proves that beyond Tokyo and London,
architects, designers, fashion designers, game developers,
writers, artists and even some cooks and hairdressers are

anetwork. As aresult, the network receives new impulses and waiting to be offered a chance to put their talents to work.

the opportunity to renew itself. PKN offers the possibility to
create new connections between parties that normally would
not meet each other. In Tokyo PKN offers the Creative
Industries the chance to grow in importance and strength.
More importantly, PKN installs global nodes around which
local networks of the Creative Industries can enhance
themselves.

Creative Wonderland

In London, the city where the notion Creative Industries was
invented, PKN demonstrates its full potential. The organisers
Max Fraser and Marcus Fairs have hooked up with ICON
magazine, Creative London2 and the advertisement agency
Harrison, Troughton and Wunderman to organise their
version of PKN. Instead of looking for a nightclub like
SuperDeLuxe the organisers opted for the formal setting of
the auditorium of the museum ICA. For 18 euros 200 visitors

PKN is one of the first events that successfully installs new
weak links into networks of scenes that previously engaged
auto-celebration in exclusive ways. Creating new
connections, airtime, recommendations and chances for
people generating and exploiting new content is one of the
first steps the Creative Industries should take. But only when
local governments are willing to invest and companies start to
see the possibilities of ‘out of the box’ thinking can the
Creative Industries live up to their hyped up reputation and
transform into areal economic power.

1 Alexde Jongis part of Studio Popcorn (www.studiopopcorn.com)
and co-founder of Pecha Kucha Night Rotterdam and Amsterdam.
2 Creative London s part of the London Development Agency (the
Mayor’s agency for economic development

3 Bombay Sapphire is not only sponsoring the eventitalso
collaborates for a design competition for a cocktail glass. The

canattend 12 to 15 short presentations of the rising stars of the advertising agency Harrison, Troughton and Wundermanis involved

Creative Industries of London. The success is overwhelming.
All the shows sell out within hours without any real public

notonly for the exposure but mainly because that way they are close to
talents that might help them create new add campaigns that are less

announcements. The organisers discover London is too small and less restricted to magazine and television only.

for their night and take it to Glasgow, Belfast, Manchester and 4 Artreview, Is Art Power? The Powerissue, London, October 2006.
even Cannes. In June 2006 they organise the biggest PKN so
farin Saddler’s Wells Theatre in London where 1,500 people

Il BYMAXNATHAN-Wheredoes
innovationhappen?It’sglobal,an
international network ofinformation
andideas. Butit’salsolocal, withactivity
clusteredinafewkey places.

the airport, financial services, culture, retail
and the public sector. The city also has a
massive higher education base — four
universities with over 110,000 students.
Atthe heart is the University of Manchester —
formed in 2004 by the merger of the old
Victoria University and UMIST —which
employs over 10,000. The new vice-
chancellor, Alan Gilbert, has recruited the
economistJoseph Stiglitz —the first of five
planned Nobel laureate hires —and setup a
number of public-private ventures, plugging
into the city’s embryonic life-science and hi-
tech sectors. He has also established an IP
regime to encourage spin-off companies.
The approach seems to be working —in 2003-
04, the university achieved the third highest
spin-off income in Britain.

Why? The chancellor’s favourite idea,
endogenous growth theory, tells us that
economies grow through innovation and
knowledge transfer. Cities are good for this.
They offer density, proximity and variety.
This encourages firms to cluster together, and
helps them share people and ideas. Add a
university to the mix, and an innovation
system may develop —a triple helix of
education, business and public agencies
spinning out knowledge, skilled workers and
start-ups. We see this happening in a few
well-known places — Oxford, Cambridge,
Silicon Valley and Boston’s Route 128
corridor. Canittake hold elsewhere?
Manchesteris having a go. The city is
reinventing itself as aknowledge-driven
‘ideopolis.’ After decades of decline, it now
outperforms most of its northern

OF LOFTS AND LATTE

TESTING THECREATIVE CLASSMODEL

counterparts. Its new economy is powered by Manchester’s universities are part of the city-
regional ‘Knowledge Capital’ framework, a

specialised firms. Manchester lacks the same
manufacturing profile —but has strong
growth in air transport, telecoms and creative
industries, as well as life sciences. Can it use
the university base to accelerate future
development?

Third, funding. US high-tech clusters are
bolstered by acombination of university

scheme that aims to remodel the urban
economy around the research and science
base. Manchester is also one of six ‘science
cities’, a Treasury-DTI initiative to promote
knowledge-based urban growth.

In short, Manchester is trying to create its
own innovation cluster. What are its
chances? We know less than we’d like to
about how clusters evolve, and how policy
can help. Studies of high-tech hotspots
highlight some success factors, however.
First, legacy. History is a big influence on
cluster growth: Oxford and Cambridge
developed the right sectors at the right time,
helped by proximity to London. Manchester
lacks the strategic location, but has all the
pieces in place. Second, critical mass. Large
companies, like Siemens in Munich, can help
drive innovation and foster anetwork of

endowments, private venture capital and
public spending. British universities don’t
have the same legacy funding, and the bulk
of government research money still flows
into the southeast. Manchester will need to
grow its public-private funding base, and
agitate for further injections of Whitehall
cash. Fourth, leadership. In Boston and
Silicon Valley, a few entrepreneurial figures
drove things forward, connecting
researchers, business and city government.
Manchester has the right ingredients: strong
city leadership, an activist vice-chancellor
and an engaged business community.

Can the birthplace of the industrial revolution
nurture an innovation revolution? Public and
private leadership is probably the key. Above
all, it’s the Manchester way of doing things
that can help turn the vision into reality.
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Il BYTOBYMILLER-Ofalltheplaces seeking
generation orregenerationthrough astrategy designed
tostimulatethe so-called ‘creativeindustries, California
shouldbethelastonthelist. Butinmanyways, California
‘created’suchthings. It’sacultural policy citadel,a
modelforthe creationistsamonguswho covetbig
consultancies and make big promises.

For all the claims made about Hollywood being laissez-faire,
ablend of corporate capital and state aid animates the
industry. That rhetoric is so powerful that even those who
directly benefit from the way that public-private partnerships
drive Californian film and television willfully deny —or are
unable to perceive —the realities all around them. Yet there
are close to 200 publicly-funded film commissions across
the US, dedicated to subsidizing Hollywood; there is
Pentagon funding; and there are ambassadorial services
from the departments of State and Commerce.

State, regional, and municipal commissions offer producers
reduced local taxes, free provision of police services and the
blocking of public way-fares. The California Film
Commission reimburses public personnel costs and permit
and equipment fees. Hotel and sales tax rebates are almost
universal across the country, and such services even extend
in some cases to constructing studio sites, as in North
Carolina. The Californian State Government offers a ‘Film
California First Program’ that covers everything from free
services through to a major wage tax credit and was due to
begin anew tax credit in 2004, until this was overturned at

WEY
CALIFuRNIA
BERALLES

On the war front, Stephen Spielberg is arecipient of the
Defense Department’s Medal for Distinguished Public
Service, Silicon Graphics feverishly designs material for use
by the empire in both its military and cultural aspects, and
virtual-reality research veers between soldierly and audience
applications, much of it subsidized by the Federal
Technology Reinvestment Project and Advanced
Technology Program. This has further submerged killing
machines from public scrutiny, even as they surface
superficially, doubling as Hollywood props. The
governmental-screen industry link was clearly evident in the
way that film studios sprang into militaristic action in concert
with Pentagon preferences after September 11 2001, and
even became a consultant on possible attacks.

The University of Southern California’s Institute for
Creative Technologies uses military money and Hollywood
directors to test out homicidal technologies and narrative
scenarios. And with NAS A struggling to renovate its image,
who better to invite to a lunch than Hollywood producers, so
they would script new texts featuring the agency as a benign,
exciting entity? Why not form a “White House-Hollywood
Committee’ while you’re at it, to ensure coordination
between the nations we bomb and the messages we export?
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(There is one). The industry even argues before Congress
that this is akey initiative against terrorism, since copying
funds transnational extra-political violence.

When it comes to plenipotentiary services, since the 1920s
and "30s, Hollywood lobbyists have regarded the US
Departments of State and Commerce as message boys.
The State Department undertakes market research and
shared business intelligence. The Commerce Department
pressures other countries to permit cinema free access and
favorable terms of trade. Negotiations on so-called video
piracy have seen PRC offenders face severe penalties, even
as the US claims to monitor human rights in China. Protests
by Indonesian filmmakers against Hollywood that draw
the support of their government see Washington threaten
retaliation via a vast array of industrial sanctions.

A delegation to Hanoi in the mid-1990s of congressmen who
had fought in the American War in Vietnam ushered in film
scouts, multiplex salespeople and Hollywood filmson T'V.
And the US pressures South Korea to drop screen quotas.

California boasts a massive economy —only five nation-
states have larger ones —and a wonderful internationalism —
more than a quarter of the population was born in another
country. We have 10,000 not-for-profit cultural
organizations, 700,000 artists, and 90,000 cultural firms.

All very nice. Many big stars and elephant stamps should
accrue in exercise books from teachers for our creativity and
innovation. But a different type of boast would admit that the
poor in California are the poorest and most sizeable in the
Western world, while the obverse applies to the wealthy.

the appropriations stage due to the state’s deficit.

INTERVIEW WiTH

Il INTERVIEWBY SABINENIEDERER
LarsNilssonisanartistbasedin Sweden.
In2005 he started Talent Community,
anongoingdocumentary projectabout
culturalentrepreneurs andfreelance
collectivesin hishometown Gothenburg,
Sweden.

Why did you startmaking the Talent
Community series?

| was at my last year of the art academy in
Umea (2003), and everyone was talking
about what to do after school, how to arrange
your life, how to earn money and soon. The
two German lads Jan Verwoert and Seren
Grammel were teaching in Umea at the time,
and they introduced us to the work of Marion
von Osten. limmediately connected to this
discussion around immaterial labour and
precariousness, not in the least bit because
me and most of my friends found ourselvesin
the same ‘flexible situation’. When I moved
back to Gothenburg | decided to do a local
version of Marion’s video Schoneggstrasse 5
(the original film is about a freelance
collective in Zurich). | was also very
influenced by Angela McRobbie’s
investigation of young fashion designers in
London (British Fashion Design: Rag Trade
or Image Industry?). For me it was natural to
situate the project in the town where I live. |
also wanted to do this kind of investigation in
a smaller city like Gothenburg, since you tend
to think about the cultural industry in
connection to the glamorous metropolis.

Canyoudescribethelocal creative
industries? What’s the difference
betweenforinstance Stockholmand
Gothenburg?

The Swedish culture industries are centred
around the traditional university cities of
Stockholm, Gothenburg and Maimd-Lund (to
some degree also Umea in the north).
Stockholm is of course the most popular
option with the capital’s concentration of
money, media, institutions, etc. Gothenburg
used to be Scandinavia’s major harbour city,
and home of export industries like Volvo,
Ericsson and SKF. Now, like so many other
industrial cities in the world, Gothenburg tries
to reinvent itself as a culture and information

technology centre. The main investmentsin
culture from the local government has been
into a new fancy opera house and into
festivals (film festival, music festival, dance
and theatre festival, contemporary art
biennale).

The lack of an art-buying bourgeois class
means that there are no commercial galleries
for contemporary artin Gothenburg, buta
long tradition of artist run spaces. When it
comes to popular culture, Gothenburg is
mostly known for its great music scene with
numerous successful bands, like Soundtrack
of Our Lifes, The Embassy, The Tough
Alliance and many more. Gothenburg is the
largest university city in Scandinavia, with
60,000 students.

There are lots of things happeningin
Stockholm of course, but | would like to point
out a few specific things that | find important
right now: New kunsthallenin the suburbs for
contemporary art. Tensta Konsthallin Tensta,
KonstallCin Hokarangen and Botkyrka
Konsthallin Botkyrka. Aboosting creative
centre in another suburb called
Midsommarkransen-Telefonplan. Konstfack
University College of Arts and Desigh moved
there in 2004 and now they are building a new
design museum next to the school. This is the
major gentrification area in Stockholm at the
moment. Stockholm is also the home of
Pirate Bay, the world’s largest bittorrent
tracker and centre of the Swedish anti-
copyright movement. This summer the police
did araid on PirateBay (after pressure from
the Hollywood lobby), but their activities are
notillegal so the servers were up an running
againin afew days.

Asadocumentary maker, artist, teacher
andjournalist,are youanarchetypical
member ofthe creative class?

| guess so... The term ‘creative class’is of
course from Richard Florida, and it’s funny
how the critical discourse around culture
industry and immaterial labour is dancing with
neoliberal dreams of creative cities (Iam
talking about Gothenburg in this interview for
instance).

ALENT

LARS NILSSON

Anyone for areally creative economy, like ours?

Howdoyoufeelaboutthe precarious
sidetoyourfield of work? Orasyoucall
it: ‘flexible work’.

| hate the precarious side to my profession!
Now, I'm happy to be teaching part time at an
artschool, so at least | know | can pay the rent
every month. It's okay to have this wobbly life
as long as you are healthy and don’t have
kids. One of the worst things is not being able
to plan for the future.

Doyouhaveatrade unionforcreative
professionalsin Sweden?

Journalists, software programmers, museum
people (everyone with a normal, steady job)
are all organized in unions, but freelancers
aren’t. Actually, the Swedish dancers and
actors do have a powerful union, who fought
successfully for generous unemployment
benefits in-between theater jobs. There are
two union-like organizations for artists (KRO
and IKK), but they are very weak
unfortunately. Recently, there has been a
discussion about ‘getting paid better when
exhibiting in institutions’ though. Someone
found out that less than 1% of Moderna
Museet’s budget went to artists, and
everyone was upset about that. Maybe this
will change to the better.

Thepeopleyouinterview haveall started
businesses, oralliances, or collectives,
orlabels,areyoupartofalabel?

No I'm not part of any group or label, although
me and my girlfriend help each other with
many projects (she is the photographer of my
most recent video, More and More and More,
forinstance). But I think it's a good idea to
work inagroup and | could definitely see
myself form some kind of collective with
friends in the future.

Isthis documentary series somekind of
researchtolearnfromtheirsuccesses
and mistakes?

Yes, I'm particularly interested in how they
solve different problems that come up in the
group. How they try to avoid to become
enemies over economical issues and so on.
And not the least is this idea of temporary
contracts; you must be able to trust your
companions to some degree, but then if

someone gets an offer from somewhere else
they might just disappear ... It'slike a
marriage somehow.

Whatwill bethe future of creative
industries?

In the future a growing part of creative
industries will be outsourced to East Asia.
The latest thing | heard was that the biggest
Swedish animation studio, Happy Life, is
producing their next film in Thailand.

Just recently, the Swedish TV show Faktum
did a program called something like ‘the self
employed are the new under-class’, and
showed statistics that 50% of the freelancers
earn less than the worst paid normal job
(cleaner or whatever). The new right wing
government will cut down on culture funding
and the cultural field will be even more
dominated by middle- and upper-class kids
who have economic security from their
parents. File sharing will continue to grow,
and have an enormous impact on creativity.
Grassroots culture will flourish and everyone
will be happy...

Whatwillbethe future ofthe Talent
Community series?

| will continue working on it, but I'm not sure
exactly in what way. Maybe | will do the
traditional catch-up in five years from now,
and see what happened to all the beautiful
people in the films.

Watch Lars Nilssons videos online at
www.larsnilsson.net

Sofarthe Talent Community series consists of:
More and More and More (2006, 27 min),
Interview With Kokokaka (2005, 16 min),

and IO Design Office (2005, 19 min).

WEgm,, e
BYNT
« « 2\ G]VT




PAGE 16

MSTERDAM

Il BYMERIJNOUDENAMPSEN-Anew urban
renewalinitiative of historic proportionsis
underway in Amsterdam.Aconsiderable part
ofthe city’sreserve of social housingis being
transformedinto luxury apartments, lofts

and maisonettes forthe growing numbers of
‘creativeeconomy’employees. Meanwhile
thewaiting lists for social housing are being
flooded by ex-occupants, forcedthrough
renovation programmesto leavetheirhouses
andneighbourhoods. Inare-working of atext
originally publishedinthedutch Flexmens
Magazine, Merijn Oudenampsendescribesa new
regime of urbanrenewal-the| Amsterdam model
—-wherelocationhas become, quite literally,abrand

According to arecentreport of the Amsterdam city council,
more houses are about to be demolished in coming years
than ever before in the turbulent history of this town. It is the
so-called ‘restructuring neighbourhoods’, poor areas such as
Westelijke Tuinsteden, Noord en de Bijlmermeer, where
most of the houses will have a close encounter with the
wrecking ball. The pre-war neighbourhoods, such as the
Staatsliedenbuurt, the Oosterparkbuurt, the Indische Buurt
or the Kinkerbuurt are the subject of thorough renovations.
Overall, tens of thousands of social housing apartments will
disappear to make way for the sand blasted facades that
distinguish the new middle class.

This developmentisn’trestricted to Amsterdam. The core
business of the national housing policy of Minister Dekker
underlines the need to ‘differentiate’ and to ‘socially mix’, or,
in other words, move higher incomes into the poor
neighbourhoods where social housing predominates. Social
mixing is —according to the urban planners of Dekker—a
potent means to deal with the social problems of backward
neighbourhoods. Although sociological research has so far
been unable to prove any of its alleged social mobility-
boosting effects. The perverse logic of the urban renewal
plans is that the less well-off inhabitants of the ‘backward’
neighbourhoods, who are supposed to be the beneficiaries of
the policy, are also its main victims. Large proportions of
neighbourhood residents are being forced to leave when their
houses are renovated into luxury apartments. The Turkish
grocery stores and their patrons are being forced to make
way for the beauty salons, art galleries and boutiques
servicing a very different demographic.

Underneath the inflated rhetoric of the social mixing policy
where terms such as social integration, upward mobility and
cultural diversity populate the plans, there is another agenda.
It’s an agenda filled with the sober calculation of economic
interests. Since the partial privatisation in 1994, social
housing corporations are themselves solely responsible for
balancing their budgets, and are allowed to compensate for
the loss of subsidies by selling off social housing. In the
current urban renewal process they do so with enthusiasm.
However, to be able to sell or rent the houses for the
appropriate price, the area has to be made attractive fornew
arrivals. Publicity campaigns are set up, PR agencies too,
cultural festivals and poetry readings take place, artists are
offered temporary residence; everything is done to change
the image of the area from that of a loose cohabitation of
migrants, unemployed, elderly, and other economic losers to
the image of a dynamic and cultural hot spot, pervaded by the
buzz of renewal. This is the place to be.

ThelAmsterdamModel

The urban renewal plans are part and parcel of a bigger
metamorphosis hitting the city, preparing it for the ‘creative
era’. Inaage in which the creative knowledge economy has
apparently become the most important economic sector, it is
the creative, highly educated and talented workforce — the
creative class —that decides upon the economic destiny of
cities. Allegedly, this new class is also extremely mobile and
savvy aboutits choice of city. Amsterdam is thus competing
with other international metropoles —London, Barcelona,
Berlin—to lure creatives with culturally interesting
surroundings and the quality of its urban habitat. Amsterdam,
not wanting to fall behind, brands itself as a ‘Creative
Knowledge City’ and starts the marketing campaign /
Amsterdam. While art and culture never rated high on the
alderman’s priority list, these tenets have now suddenly
gained central importance in the marketing offensive: the
figurative carrot that is supposed to persuade creative talent
tonest here.

The urban planners have no reason to complain. The amount
of Amsterdammers earning double the mean income has
risen in the short period from 1999 to 2003 from 10,8% to
18%. Amsterdam gentrifies. As aresult, space is becoming
more and more expensive in the city, which means that it is
now more attractive to sell some of the social housing in the

EXTREME
MAKEOVER

popular neighbourhoods. Another consequence of the city’s
economic success is that the city edge, previously the
territory of a frivolously experimenting group of artists and
squatters, is being replaced with sterile environments of high
priced houses and offices consisting of glass surfaced shoe
boxes of little architectural imagination. The eviction of the
squatted warehouse Pakhuis Afrika for the docklands
spectacle of Sail 2005 marked the completion of this
transition.

The influential ideologue of Amsterdam Creative City, social
geographer Sako Musterd, states in his research that one of
the shortcomings of Amsterdam is a lack of proper housing
for the creative class. The Amsterdam business community —
represented through the chamber of commerce — goes one
step further, stating in their press communiqués that the
lower educated have to leave town to make space for
creativity to move in. Politicians and bureaucrats have
meanwhile reinvented themselves as true entrepreneurs, the
Mayor Cohen speaks about the brand Amsterdam, the city is
being run as an enterprise and branding has grown to become
the new maakbaarheid.

This new urban management, which I have called the ‘/
Amsterdam model’, has also reached the neighbourhood
level. City regions are flirting for the attention of the higher
educated middle class, and areas compete with each other for
the attraction of success. Every neighbourhood organises
cultural events, Westerpark has the Westergasfabriek, the
Kinkerbuurt has de Hallen, Noord the former NDSM warf,
the Indische Buurt the Timor-school and even in the
notoriously boring suburban area of the Kolenkitbuurt in Bos
en Lommer, apartments are being sold with the mention of
new cultural establishments in the vicinity.

DONOTSTARTWITHTHE GOOD OLD
THINGS; STARTWITHTHEBAD NEWONES
—BERTHOLDBRECHT

HousingShortage

Under the I Amsterdam banner aradically different form of
urban management and renewal has arrived. Old architecture
is being upgraded or completely demolished and, in parallel,
accounts are settled with the ideas and ideals present
amongst the previous architecture’s foundations. From the
red-brick-socialism of architect Berlage, Le Corbusier’s
gone-bad functionalist utopia of reinforced concrete
embodied by the flats of the Bijlmermeer and the Parisian
banlieues, to the ‘bouwen voor de buurt’ of alderman
Schaeferi; the history of urban renewal is filled with the hope
of achieving the elevation of the people, of emancipation
through the drawing board.

The neighbourhood ideals of the “70s meant that integration,
upward mobility and emancipation would take place at
neighbourhood level, with the assistance of an entire
infrastructure of neighbourhood centres and social workers.
The new regime of urban renewal has abandoned this
conception. Poverty can be moved —distributed —but not
remedied. While before, urban renewal was targeted at the
lower classes, the new urban renewal is directed towards the
middle class, that is, it is being used as a Trojan horse to
reconquer the poor neighbourhoods and expropriate
property from their inhabitants.The ex-occupants are offered
financial compensation, so for most the direct personal
problem is limited to arent increase or to the obligation to
relocate, but nonetheless displacement of a stratum of the
population is the result. What makes the Dutch gentrification
process so subtle, is that the effect is indirect: due to the many
displaced residents being conferred priority status, those that
have no priority status have to wait longer to receive social
housing. So the effect is displaced onto especially younger
generations and newcomers in the city. For students in
Amsterdam, big temporary container housing projects have
been built.

The developments in the Indische Buurt in Amsterdam are a
good example. The neighbourhood is one of the areas that
will be given a thorough facelift in the coming years. About
20% of social housing (2000 apartments) will disappear

through demolition, junction and renovation.
Change in the composition of the
neighbourhood’s predominantly migrant
population is officially the most important goal,
and urban renewal thus becomes a form of social
engineering, state-led gentrification.

Planners from the local council state that the new
neighbourhood policy is no longer about
‘fighting problems’, but ‘the creation of
opportunities’. Itis this kind of vague language
that legitimises large amounts of subsidies
meant for backward neighbourhoods being
spent on marketing campaigns and subsidised
business locations for creative entrepreneurs. The local
council has acquired the services of a PR agency which
distributes a colourful glossy. Leafing through its pages, you
will see images of only white people —in an area where
seventy out of every hundred inhabitants are first or second
generation migrants —telling you how beautiful their new
houses are and praising the cultural activities in the
neighbourhood. The real perversity starts when it becomes
clear that the renewal plans openly state the intention to
remove migrant entrepreneurs from the neighbourhood. The
plan literally reads ‘the appearance of most of the shops
leaves much to be desired. The amount of migrant shop
owners has grown drastically the last couple of years.’

Exclusivelnclusion

The local council wants more luxury shops and has started a
‘discouragement policy’ to remove Turkish grocery stores,
coffeeshops and call shops from the main shopping street.
While some policy makers mention growing migrant
entrepreneurship as a great success in the integration process,
others perceive it as a problem to be solved by removal.

This is the new logic of inclusion and exclusion in urban
renewal. In the I Amsterdam model talent is sought after and
social problems kept at bay. But again; the model is not
restricted to Amsterdam: also Rotterdam is part of the avant-
garde. With less marketing and more fanaticism migrants
and the lower incomes are slowly being removed from the
inner city. Itis becoming less and less clear where all these
‘problems’ can eventually go. Estimations of the Amsterdam
city council show that by 2008 so many people will have had
to leave their houses as aresult of the regeneration process
that the entire Amsterdam area does not have enough
replacement social housing to re-accommodate them.

Atthe same time fewer houses are being developed than
promised. In the local newspaper of 01-07-05 areal estate
broker said that the council is consciously fostering a
housing shortage. Now that the upward course of the housing
market is slowly abating, the strange consequence is that the
council has aninterest in keeping a housing shortage in place
to guarantee a good price for the new houses produced by the
city’s redevelopment. For now, the policy is creating a
situation where council statistics show that the official
primary target group of the housing policy —those on lower
incomes —are the people with the smallest chance of actually
finding social housing. The main victims of the continuing
housing shortage are predominantly migrant families and
youth. For them I Amsterdam is, quite literally, a highly
exclusive brand.

Postscript

In the west of the city, where one of the biggest
redevelopment projects of Europe is being realised,
operations have stalled. In this area, which due to its size
serves as arole model for other operations, it turns out the
market has its limitations after all. Middle class interest in the
poor neighbourhood and its newly constructed owner
occupant apartments is lower than expected; most of the
clientele turn out to prefer single family dwellings. The new
challenge for the scheme’s designers is to concentrate as
many of the original occupants as possible in high density
constructions, while leaving luscious green space for the
more intimate and expensive housing. What will assist the
process is that the city council, in financial distress, has
outsourced the decision making and neighbourhood
participation schemes to the housing corporations. In
general, statistics show that most of the people staying
behind in the left over social housing in the neighbourhood
have not benefited from the renewal as promised. The
continuing social-economic problems in depressed
neighbourhoods limit the marketability of space, forcing the
city council to reconsider starting social investment
programmes. The renewal in the West so far has turned out to
be an economic and social failure. With elections coming up,
achange in the housing policy might be possible, though not
very likely.

www.flexmens.org
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