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ABSTRACT 

Creativity is now in the centre of spotlight in urban policy for many cities 

around the world. The background of this study is to identify interdependences among 

urban regeneration and tourism in the city of Barcelona, followed by the debates of how 

creative tourism evolves from cultural tourism. The purpose of this study is to 

conceptualise creativity in an urban context and examine the trajectory of tourism 

industry’s focus shifting from culture to creativity. 

This study will probe into the creative tourism development and adopt a 

theoretical framework to observe the tourism industry and tourism policy in the city of 

Barcelona. With analysis of empirical evidences in Barcelona, data will be put under 

three categories: 1) creative events, 2) creative places, and 3) creative tourism to further 

examine and evaluate the creative tourism experiences in Barcelona. Associated with 

case study, this study is aimed at exploring evidences in abovementioned three 

dimensions of creative tourism. Along with creative industries strategy, creative city 

approach, and the creative class discourse, it will conceptualise and discover the 

intricate interrelationship among events, places, tourism, and creativity. 

 

Keywords: Creative tourism; creativity; creative spaces; creative spectacles; cultural 

policy; Barcelona  
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中文摘要 

  在現今全球各城市發展中，『創意』為許多都市政策的焦點。此研究背景在

於巴塞隆納的都市更新與觀光相互依存的複雜關係，以及該城市從文化觀光中心

論述轉變而來的新創意觀光模式。本研究的目的在於概念化城市中的創意元素以

及探究市中的觀光焦點如何從文化觀光轉變為創意觀光。 

此研究旨在探究巴塞隆納的創意觀光發展，並採取理論性架構來檢視該城市的

觀光產業以及觀光政策。依據巴塞隆納的實際例子，採集的資料將會被放進三個

主要框架中檢視，即創意節慶、創意空間、以及創意觀光。本研究採取個案研究

之方法，將巴賽隆納市的實例，依據上述三項主題逐一探究。研究同時也採用文

化創意產業策略、創意城市策略、以及創意階級之論述，融入創意觀光之發展的

討論，以期能開啟創意觀光中關於節慶、地方、觀光以及創意之間的關係。 

 

關鍵詞:  創意觀光、創意空間、創意奇觀、文化政策、巴塞隆納、文化觀光 
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1. INTRODUCTION 

In the context of globalization, the city is the convergence of multiple resources, 

such as creativity, innovation, and technology, etc.  Cities are also in the spotlight in 

cultural governance within global milieu. The capital city of a country can easily attract 

talents to stay, contain more resources, and cluster creative industries together. The flow 

of immigrants as well as the world citizens are often traveling through cities and might 

also have temporary resident’s identities.  

Nowadays, ‘being creative’ has become one of the most frequent subject of 

discussion appearing in the urban cultural policy. Many recent theories are also focusing 

on the role of ‘creativity’ in urban policy and social development. This is the reflection 

of culture-led urban regeneration raised to the central attention of government agendas. 

These new social, cultural, and economic changes particularly occurred in big cities. 

Cities are themselves the cause and location where social changes develop. Cities 

around the world strive to maximise their competitiveness and attractiveness in a 

globalizing context. Besides, a rapid shift in recent years from traditional manufacturing 

towards service and innovation has transformed cities into urban playgrounds for 

‘creativity’. However, this transition of focus on from ‘culture’ to ‘creativity’ has 

aroused various layers of debate and discussion. 
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1-1.  RESEARCH BACKGROUND  

In the late 1970s, culture-led development first came to prominence; most western 

cities were struggling to deal with the reconstruction of the economy and society. A new 

economic structure has rendered service sectors to replace traditional professions; 

among all, culture and the arts were commonly applied to relieve post-war stress and 

reach for better social cohesion (Belfiore, 2002). As the role of culture was widely 

manifested in social and urban development, using culture as an instrument for 

regeneration has been the major policy in most developed cities and towns, especially in 

America and Europe, for the past three decades.  In the context of urban regeneration, 

culture does not have to be confined to forms such as architecture and heritage 

attractions, festivals and events, entertainment and leisure complexes; culture can refer 

to everything as way of life. 

Accordingly, a great deal of literature has focused on the role and function of 

culture in an urban context concerning community empowerment (Deakin, 2011), local 

identity and destination image(McDonogh, 2010; Paddison, 1993; Resina, 2008; Smith, 

2005),  infrastructure and iconic-buildings(Bélanger, 2007), governance and leadership, 

(Bull & Jones, 2006; Elander, 2002; Marshall, 2000; Mclntyre & McKee, 2008) 

partnership and collaborations, (Cook, 2009; Elander, 2002) attractiveness and tourism 

development (Gezici & Kerimoglu, 2010; Russo & Van der Borg, 2008; Sepe & 

Trapani, 2010; Smith, 2007). Among others, Evans (2005) differentiates between three 

approaches to regeneration: ‘cultural regeneration’, where cultural activities are 

integrated into a wider planning and strategy; ‘culture-led regeneration’, where culture 

is used as a catalyst for further development; and ‘culture and regeneration’, where 

cultural activities play as a minor role and are interpreted as an ‘add-on’.  

Culture provides symbols; institutions such as museums, galleries and iconic 

architecture have capacity to do more than just increase land value but also stimulate 

investment and tourism industry. Zukin (1995) illustrates that the growth of culture-led 

urban regeneration had a connection to the symbolism that culture brings. Accordingly, 

Smith (2007) displays the connection between the growth of culture as a factor of 

development in general and its expanded role for culture in tourism. In addition, culture 
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is an essential factor for the (re)shaping image of cities, and differentiation of places. 

However, in this post-modern, globalised world, competition among cities is becoming 

increasingly fierce; cities strive to ensure cohesion while attracting inward investment 

and tourism. The application of culture for economic, social and urban development is 

highly variable with the intricacies of local configurations of power and the negotiation 

of policy agendas (Kanai & Ortega-Alcázar, 2009).    

In recent years, a paradigm shift from ‘culture’ to ‘creativity’ in an urban context 

has altered the social fabric and had a major influence on tourism. Many cities, in their 

planning strategies and regeneration development methods, have aimed to be ‘creative’ 

to cope with changeable climate of the globalised environment. A variety of academic 

debates and policymaking discussions on how to conceptualise creativity at different 

levels have emerged in the last two decades, such as the significance of ‘creative 

economy’ (Howkins, 2005), the rise of the ‘creative class’(Florida, 2002), the 

importance for cities to be on the ‘creative city’ list (Landry, 2000), embeddedness of 

‘creative tourism’ in the urban context (Richards & Raymond, 2000), and the attention 

paid to the ‘creative industries’ (Hesmondhalgh & Pratt, 2005).    

According to , Tourism has been viewed as one of the largest and fastest growing 

industries in the world; it plays an important role in the process of shaping a destination 

image, illustrating a major rationale for the aesthetisation of landscapes, also altering the 

environment to meet the needs of consumers. Previous studies demonstrated that, for a 

majority of cities, using culture as a catalyst to reach urban regeneration is not only for 

local human ecology, but also to attract tourists and visitors (Gemmiti, 2008a; Gezici & 

Kerimoglu, 2010; Law, 1992; Russo & Van der Borg, 2008).  Hence, tourism plays an 

important role in urban regeneration.  

Urban regeneration has shaped tourism, and tourism shapes urban regeneration 

vice versa. A positive outcome of a successful urban regeneration plan could lead to the 

development of tourism. Some post-industrial cities have clearly included tourism as 

part of the plan in urban regeneration, such as Glasgow, Liverpool, and Bilbao. Much 

research has suggested that it is likely that local residents hold different opinions about 

tourists receiving benefits from their own urban policy. Whereas, cities holding rich 
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cultural heritages and profound history such as Barcelona might not put tourists at the 

focal point in urban planning; however, those cities could receive positive outcomes by 

even more unexpected tourists. Tourism in the context of urban regeneration has its 

long historical development and it remains today as an intricate mechanism. 
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1-2.  RESEARCH AIMS AND OBJECTIVES  

In view with the urban cultural strategy, ‘creativity’ has become the buzzword for 

most of the world cities regarding urban policy and urban development. From Landry’s 

Creative City to Florida’s Creative Class, from Howkins’ Creative Economy to 

Richards’ Creative Tourism, many contemporary theories are also focusing on the role 

of culture and creativity in urban planning and social development (Florida, 2002; 

Howkins, 2002; Landry, 2008; Richards, 2013b). The new discourse on ‘creativity’ is 

becoming prevalent in urban planning, aesthetisation of life, and empowerment of 

community. Many campaigns on urban policy and place marketing are shifting their 

focus from ‘culture’ to ‘creativity’. 

However, these rapid changes are having a significant impact on tourism sector. It 

is hard to ignore the impacts that tourism can bring to a city, to a place, and to different 

groups of people. The emerging debate on ‘creative tourism’ and the first international 

creative tourism network project were both initiated in the city of Barcelona.  Hence, the 

background of this study is to identify interdependences among creativity and tourism 

in the city of Barcelona, there should be a review of how creative tourism evolves from 

cultural tourism in the city. Consequently, the purpose of this study is to conceptualise 

creativity in tourism within a specific urban context and examine the trajectory of 

tourism industry’s focus shifting from culture to creativity.  

This study aims to explore creative tourism in an urban context and further display 

the creative elements within this domain. By examining cultural and tourism policy, we 

hope to explore how cities interpret the new rising form of tourism industry- creative 

tourism. We have selected Barcelona to be the target of this study for its long history of 

urban cultural strategies. In addition, its previous regeneration implementations have led 

to an international focus on its physical transformation, tourism growth, socio-cultural 

impacts, and international profile. (Alcon, 2014; Balibrea, 2001a; Cid, 2002; Cucurella, 

2005; Marshall, 2004; Sasaki, 2004) 

Barcelona has aroused many research interests due to its culture-led urban 

revitalisation experience and its prosperous tourism growth. This study hopes to explore 

Barcelona as a creative tourism destination and delineate the collaboration on 
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developming a creative tourism mechanism among the creative sector, the tourism 

sector, and the public sector in the city.  Accordingly, the objectives for this study are: 1) 

to probe into the creative tourism phenomena in urban development; 2) to analyse 

culture policy and tourism policy following a historical timeline; 3) to reveal the 

practices from different approaches by examining empirical data in a theoretical 

framework; 4) to identify ‘creativity’ among events, places, and tourism with three 

examples. 

The ‘Barcelona Model’ has appeared in the academic debates for its success in 

urban renewal, since it has utilised multiple layers of regeneration in oscillating the 

dynamics in the city (González, 2011). In the literature review, we will first look into 

the evidences on the culture-led regeneration in a historical timeline to provide a 

background to the development of creative tourism. After a literature review, we will 

base on the framework of the development of creative tourism proposed by Richards 

and Wilson (2006, 2013) to examine the case of Barcelona. The case will be studied 

with multiple dimensions and to view issues from some different perspectives. This case 

study is using content analysis as approach to analyse documentation, official reports, 

journal articles, and web resources. Seeking to conceptualise our target content under its 

predetermined categories and in a systematic manner. Moreover, we will delineate 

Barcelona’s different strategies regarding creative tourism development and further 

open a discussion on various approaches applying to the city and its influence in a 

contemporary time. To illustrate, a framework of the research objectives is illustrated in 

Figure 1.  
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• to probe into creative events in an urban context (coordinating with the 
creative industries strategies)

• to identify creative elements in festivals, events, and cultural activities

• to delineate the attractiveness of creative events for tourism purpose

• to reveal the in-context experiences from different approaches by 
examining empirical data within a theoretical framework

Creative Events

• to probe into the manifestation of creative places in an urban context 
(coordinating with creative city model and creative clusters)

• to identify essential creative traits of spaces, localities, and environment

• to delineate the attractiveness of creative places for tourism purpose

• to reveal the practices and implementation from different approaches by 
examining empirical data in a theoretical framework

Creative Places

• to probe into the creative tourism phenomena in an urban context

• to analyse urban cultural strategy regarding creative tourism

• to reveal the practices and implementation from different approaches

• to identify the creative experiences between spaces, events, and people 
in tourism

Creative Tourism

Figure 1. Framework of Research Objectives 
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1-3.  CHAPTER OUTLINE  

In this study, elaborate discussion and juxtaposition of the cultural policy and 

practices regarding urban transformations and tourism development in Barcelona will 

firstly be illustrated. Then we will further examine theoretical framework of creativity 

applied into urban development to lead tourism in the city, from the small-scale design-

led ‘urban acupuncture’ to the later bigger scale waterfront and tourist area rejuvenation. 

Following, we will identify its tourism policy and practices within a historical timeline 

from the 1990s to the present, along with an examination of various formats and 

strategies applied in the city coordinating temporal-spatial attributes. After reviewing 

the city’s urban cultural strategies, we will discuss the trajectory from culture to 

creativity in tourism development. 

Then, a literature review will present a brief account of historical references in 

Barcelona’s policies and practices regarding urban evolution and tourism planning. This 

will provide a contextual background to explicit the complexities of Barcelona’s politics 

and urban planning history in relation to the shaping of itself as a top tourism 

destination nowadays. In the timeframe, the highlight will be placed after the 1992 

Games, due to its fame of turning the mega-event as a vehicle to creating spectacles, 

doing space makeover, and boosting its image for tourism.  

To demonstrate, we will probe into the creative tourism phenomena and adopt a 

theoretical framework developed by Richards and Wilson (2006a. 2006b) and Richards 

(2013b) to delineate the tourism industry and creative tourism activities in the city of 

Barcelona. With analysis of empirical evidences in Barcelona, data will be put under 

three categories from Richard and Wilson’s suggestion: 1) creative events, 2) creative 

places, and 3) creative tourism to further examine and evaluate the implementations and 

policies regarding creative tourism in Barcelona. In particular, we will look into the 

urban policy, cultural strategies and tourism policy of Barcelona City Council 

(Ajutament de Barcelona), especially those supporting events, place making, and 

tourism development from Spain’s reconstruction 1979 up to now. However, the 

creative tourism discourse will focus on the timeline in the past decades, from 2000 to 

2013. This research aims at exploring abovementioned three dimensions- creative 
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events, creative places, and creative tourism. These three themes will form the core 

theoretical framework of this study and help us to examine whether Barcelona has 

succeeded in shifting its position from a cultural tourism destination to a creative 

tourism destination.  
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2. LITERATURE REVIEW 

This Chapter focuses on the literature of creative events, creative places, and 

creative tourism in the urban context of Barcelona. In first section, as a base, we will 

look into the background study of spaces, events, tourism and urban planning in the city. 

Next, we will probe into the intricacy of tourism development and the urban 

regeneration in Barcelona due to its fame on the establishment of a ‘world model’ 

concerning these issues. In the third section, a detailed review on the shift from using 

culture to using creativity to develop cities will be displayed. In the fourth section, a 

debate on creativity will be illustrated.  

It aims to use other major contemporary theories concerning ‘creative industries 

strategies’ (DCMS, 1998), ‘creative city model’(Landry, 2008), ‘creative 

clusters’(Evans, 2009b), ‘creative class’ (Florida, 2002) and ‘creative economy’ 

(Howkins, 2002) to underpin the conceptual framework raised by Richards and Wilson 

(Richards, 2013b; Richards & Wilson, 2006b; Richards & Wilson, 2007a).  In the last 

three sections, three main themes- creative events, creative places, and creative tourism 

will be displayed along with a review on other critical theories regarding ‘creativity’ in 

cities and in tourism. Respectively, 2-5 focuses on the definition of ‘creative events’ and 

how ‘creative industries strategy’ collaborates with events in city marketing, area 

regeneration, and tourism boosting. 2-6 centres the debates regarding places and 

creativity, by adapting theories on creative cities and creative clusters. Finally, 2-7 

discusses the new coined term ‘creative tourism’ with the debates on the ‘creative class’, 

‘creative economy’ and the ‘experience economy’. 
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2-1.  BACKGROUND STUDY OF BARCELONA: SPACES,  EVENTS,  

TOURISM,  AND URBAN PLANNING  

Due to its strategic location, Barcelona has traditionally been a bridge between 

Europe and the Mediterranean and has developed an open reputation for its cultural, 

social and commercial relationships with other nations (Garay & Cànoves, 2011). 

Barcelona offers its visitors and tourists an amazing yet multifaceted landscape; the city 

has been shaped during many periods of urban regeneration. Nogué and Vicente (2004) 

believe that landscape, as the result of a collective transformation of nature: 

… is the cultural translation of a society on a particular portion of 

nature, and this translation is not only material, but also spiritual, 

ideological and symbolic. (p113)  

Barcelona’s landscape acts as a centre of meaning and symbolism. It creates a 

sense of belonging and territorial identity for its citizens. Meanwhile, the perceptions of 

visitors towards city images are also directly reflected in the construction of cultural and 

natural landscape of the city (Smith, 2005). 

Situated on the northeast coast of the Iberian Peninsula, Barcelona is the capital of 

Catalonia (Catalunya), an autonomous community and the second largest city in Spain, 

after Madrid.  There are approximately five million people in the Metropolitan Area; it 

is the largest metropolitan region in the Mediterranean Sea and ranked as the top tourist 

destination in the world (Reid, 2012). Barcelona’s urban triumph is a result of long-term 

urban planning and development by means of mega-events such as the 1992 Olympic 

Games, infrastructure-led urban regeneration, beautification of public space, and 

assistance for the growth of cultural and creative clusters (Balibrea, 2001b; Calavita & 

Ferrer, 2000; Garcia-Ramon, Ortiz, & Prats, 2004; Subiros, 1999).  

In the past two decades, Barcelona’s transformation to one of the most popular 

world destinations along with its urban revitalisation has been viewed as a successful 

urban development experience worth reflecting on and discussing in relation to other 

cities (Casellas, 2003). The Barcelona experience concerning urban development and 

culture-led regeneration can be viewed from a special historical and social context. In 
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Figure 2, a historical timeline of the main cultural policies in Barcelona is illustrated to 

probe into the Catalan context of cultural strategies.  

 

Figure 2. Catalan Context of Cultural Policy in Barcelona  

Source: Crespi‐Vallbona and Richards (2007) 

 

 

In the late phase of Franco’ dictatorship, industrialisation and urbanisation of the 

city came right after a gradual process of modernisation and democratisation in the late 

twentieth century (Balibrea, 2007). Along with long-term organised and elaborate urban 

planning, Barcelona had completed a ‘face-lifting’ process. Major physical change to 

the city has displayed its fresh new image to the world when the spotlight hit Barcelona 

during the Olympics in 1992 (Marshall, 2004). From then on, Barcelona’s successful 

beautification has continued to inspire more urban theorists, governments, policy 

makers, academic researchers, and architects to debate and to reflect (see Battaglia & 
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Tremblay, 2011a; Calavita & Ferrer, 2000; Casellas & Pallares-Barbera, 2009; Marshall, 

2000; McNeill, 2003; Richards, 2007). 

Under these circumstances, this so-called ‘Barcelona Model’ of urban regeneration 

has received a great deal of attention (Balibrea, 2001a; Casellas, 2003; Garcia-Ramón & 

Albet, 2000; Marshall, 2000; Puentes, 2011; Zusman, 2004). The most significant 

feature of this model is the use of major events as catalysts for urban regeneration, 

urban governance based on the collaboration between different tiers, a high degree of 

public participation, and political and administrative decentralisation and 

autonomisation (Blanco, 2009).   

The success of urban revitalisation in Barcelona has been recognised as a result of 

good cultural governance and well-organised city branding (Parés, Bonet-Martí, & 

Martí-Costa, 2011). It has been pointed out that Barcelona intends to maintain the 

density of surrounding ring of decayed fringe as the city centre through ‘festivalisation’: 

promoting the city with periodic international events. Before the Olympic Games, 

Barcelona staged few events and projects on an international scale. (see Chalkley & 

Essex, 1999; Cid, 2002; Garcia-Ramón & Albet, 2000; Inglis, 2008; Pyo, Cook, & 

Howell, 1988) The city has equipped itself with both the hardware and software of its 

urban system. Barcelona had used the 1992 Game as a great channel for its own 

marketing in order to further foster its unique identity among its residents and reshape 

its image to the world (Resina, 2008; Smith, 2005). 

In the aspect of history of tourism in the city, it is evident that a strong connection 

between urban regeneration and tourism existed (González, 2011; Richards & Wilson, 

2007a; Thomas & Long, 2001). Historically, the first time that Barcelona intended to 

promote its city as a touristic place and as a tool to enhance civic pride was when the 

city had a chance to stage the World Exposition. During that time, Barcelona’s 

modernisation had a chance to portray itself as a touristic location after the launch of 

1888 World Exposition (Reid, 2012).  The city planners at that time managed to 

recreate the city not just for its own residents but to juxtapose its evidence as a globally 

recognised city. Many places are regenerated to function better; it was also when the 

concept of opening public space for people to stroll, to meet, to interact, and to 
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exchange ideas started to flourish. After a century, the city is still implementing this 

original idea of combining culture and tourism development into an urban renewal 

policy (Russo & Van der Borg, 2008).  
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2-2.  TOURISM DEVELOPMENT IN URBAN REGENERATION 

CONTEXT  

Cities are eager to adopt various strategies to enhance their image and become 

more competitive in a globalised context. In Europe, North America and Australia, in 

particular, urban policies have strongly connected urban planning with cultural planning 

in order to maximise the benefits, including economic, environmental, social, and 

cultural impacts (Belfiore, 2002). Whether these cities with successful experiences are 

revitalised through mega-events, flagship projects, cultural clusters, the design of public 

spaces, and creative industries, it is not difficult to observe that tourism is vital to the 

majority of these model cities (Richards & Wilson, 2006a).   

During the past three decades, a considerable amount of literature has been 

published on the role of culture in urban development, and more on how it has been 

applied to alter social structure. Culture is an essential contributor to urban regeneration 

or to policymaking; it highlights the uniqueness of a place and other positive impacts 

for the society (Balsas, 2004; Colomb, 2011; Gemmiti, 2008b; Gezici & Kerimoglu, 

2010). These studies tend to justify the legitimate contribution of culture and how it is 

been integrated into policy. It is also revealed that it is not just culture acts as a catalyst 

in urban regeneration, but other factors such as governance, community participation, 

and networking also have played major roles in urbanity. There are more studies 

recently noting the importance of creative industries in current postmodern and 

globalisation society; however, a dilemma usually arises when one needs to strike a 

balance between socio-cultural impacts and economic impacts (Comunian et al. 2010a).   

Cultural tourism, for the past few decades, has been believed to be the best way to 

use culture and art to alleviate negative impacts the tourism could bring. On the other 

hand, it has led many cities, particularly in Europe, into fierce competition which can be 

seen as a challenge for social position being played out on a transnational level (Drake, 

2003). They further argued that in some cases, arguably the case in the Glasgow 

‘European Capital of Culture’ event in 1990, the development of cultural tourism could 

form a closed circuit; events and attractions became specially provided for the 

professional culture consumer by the professional culture producer and with little 
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attention paid to the major local population. However, Glasgow might have still enjoyed 

the fame that the 1990 ECOC brought to the city: such as a growth in wealth tourism, 

transformation of identity, a reshaping of its industrial image, and employment 

opportunities (García, 2005; Murphy & Boyle, 2005; Reason & Garcia, 2007). Since 

then, tourism discourse have been usually viewed as an important economic sector and 

also be included in the urban cultural strategy or cultural policy (Smith, 2007).  

On the contrary, little attention has been paid to the interrelationship between 

tourism and other creative sectors; tourism has always been set as a goal that all cities 

pursue but only a few cities consider it as a means to reach other social goals; that is to 

say, the function of tourism in a city has, to date, received much less attention 

(Pappalepore, 2010). Nevertheless, tourism, as one of the fastest growing industries in 

the world, has played an important role in the globalised world. Through marketing and 

branding, cities around the world are striving to differentiate themselves to become 

more competitive, attract more investment and tourists (Larsen, Urry, & Axhausen, 

2007; Urry & Larsen, 2011). It is difficult enough to cater to the needs of both residents 

and tourists. Many previous studies indicate that urban planning should prioritise 

residents’ needs; however, planning for the regeneration of a tourist destination would 

make this more complicated (Richards & Wilson, 2006a).  
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2-3.  NEW TRAJECTORIES IN URBAN REGENERATION AND 

TOURISM  

2-3-1. Culture’s Role in Urban Regeneration 

Culture and Creativity are now in the centre of spotlight in urban policy for many 

cities around the world. Many contemporary theories are also focusing on the role of 

culture and creativity in urban planning and social development (Balsas, 2004; Raco, 

2003; Smith, 2007).  This reflects that manifestation of culture-led regeneration and 

urban development has come to the central attention of government agendas. These new 

social, cultural, and economic changes particularly occur in cities because cities are 

where resources accumulate, ideas develop, and changes evolve. 

Using culture as a vehicle to regenerate places has become a major urban trend 

since the 1970s in the USA and the 1980s in Europe. Since then, culture has been 

widely applied in urban regeneration and place revitalisation; today it has become a 

global phenomenon (Degen & García, 2012; Evans, 2005; Miles & Paddison, 2005; 

Sasaki, 2004; Stevenson, 2003). Cities like Barcelona, Bilbao, Glasgow, and Liverpool 

received much attention for their successful physical transformations, social boosterism, 

and better image (García, 2004a, 2004b, 2005).  

In the 1970s, the US cities initiated their arts-led regeneration across the country. 

Projects and plans were expanded and developed in the 1980s. In the European context, 

since 1985, European cities started to compete for owning the ‘European Capital of 

Culture’ title designated by the European Union. This has interpreted that the highlight 

of ‘culture’ element in urban policy (Palmer Rae, 2004). Particularly in UK, de-

industrialisation in many cities, in the late 1970s and early 1980s, had triggered the 

search for opportunities to reconstruct economic and social structure. Cultural policy 

was emphasised under this circumstance, along with the stimulation of cultural 

industries, which were viewed with much potential for the transformation of post-

industrial image for most British cities (Murphy & Boyle, 2005). The concept of 

creating cultural clusters to spur urban development had also influenced other cities. 

Relevant discourses regarding creative quarters and clusters were widely being applied 
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in the UK, with Spain adopting the approach later for the use of events in urban 

regeneration  (Evans, 2005). 

2-3-2. Culture, Spill-Over Effect for All Kinds of Regeneration? 

Modern urbanisation and regeneration began in the late 19th century in developed 

countries such as France and the United Kingdom. During the post-war period, many 

Western European cities experienced a very intensive reconstruction phase after the 

mid-1940s. Urban regeneration is a process of land renewal and redevelopment in areas 

which are going through a transformation in high-density urban land use or after 

environmental, social, or economic decline (Law, 1992; Paddison, 1993; Raco, 2003). It 

is the field of public policy that is concerned with the invigoration of economic activity, 

reassurance of social functioning, integration of social classes, restoration of 

environmental quality and ecological balance. Thus, urban regeneration is an aspect of 

rearranging and managing of existing urban areas rather than constructing of new 

urbanisation (Couch et al.2003). The Local Government Association in the UK defines 

regeneration as ‘ breathing new life and vitality into an ailing community, industry and 

area, bringing sustainable, long term improvements to the local quality of life, including 

economic, social and environmental needs’ (Local Government Association, 2000). 

Considerable literature has been published on urban regeneration since the 1970s. 

Before 1990, these studies mainly focused on the physical urban regeneration in the 

cities themselves and discussed mostly the economic benefits brought about by urban 

regeneration. In the mid-1980s, Castells pointed out that a crisis in the relationship 

between culture and politics was not a major concern in city planning (Castells, 1986). 

It is widely recognised that environmental and economic issues dominated the long-

lasting debate in urban regeneration and social issues began to be seriously taken into 

account within the agenda only in the late 1990s (Colantonio & Dixon, 2011).  That was 

the moment that the urban regeneration policy emphasis shifted from ‘hard’ physical 

renewal to ‘soft’ cultural legacy to ‘social’ sustainability. (see Bailey, Miles, & Stark, 

2007; Belfiore, 2002; García, 2005; Gezici & Kerimoglu, 2010; Sasaki, 2004; Sharp, 

Pollock, & Paddison, 2005)  Accordingly, the shift was certainly well reflected in 

academic discussion and industrial fabric change. (see Battaglia & Tremblay, 2011a; 
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Biddulph, 2011; Colomb, 2011; Deakin, 2009; Degen & García, 2012; McCarthy, 2006; 

Miles & Paddison, 2005; Tallon, 2010)  

In physical regeneration, the main policy imperatives include appropriate land use 

and reorganisation of brownfield sites, enhancement of the quality of life and liveability, 

the discovery of larger open spaces, diversification of landscape, multi-utilisation of 

cultural infrastructure, conservation of heritage and historical sites, increasing inter- and 

intra- accessibility and mobility, and revitalisation of town centres (Palmer Rae, 2004; 

Russo & Van der Borg, 2008). Concerning economic regeneration, governments aim at, 

firstly, solving the unemployment problems influenced by the dramatic industrial 

decline and economic structural changes. Then it attempts to ensure job quality and 

attract inward investment in order to maximise regional development and wealth 

creation.  Finally, it hopes to assist establishment of SMEs and micro-enterprises, 

highlight innovation and knowledge in an urban context, emphasise the importance of 

skills and knowledge, collaborate to create clusters for networking, and attract tourism 

(Spaans, 2004). In the aspect of social regeneration, social inclusion and cohesion are 

mainly emphasised together with neighbourhood renewal, promoting health and well-

being, identity, accumulating social capital, ensuring well governance as well as 

localism, and promotion of active citizenship (Richards, 2010). While applying culture 

in urban regeneration, many scholars have carefully discussed and examined multi-

dimensional impacts and some of them are interrelated. (see Bailey et al., 2007; 

McCarthy, 2006, 2010; McGregor, 1995)  

2-3-3. Urban Regeneration for Creative Industries and Tourism 

The process of urban regeneration has had a major impact on many urban 

landscapes, and has played an important role in the history and demographics of cities 

around the world. Many studies have shown a connection between urban regeneration 

and tourism (Russo & Van der Borg, 2008; Smith, 2007). Urban regeneration policy no 

longer only aims at only residents, but also views tourism as an asset for urban 

development. With intervention, the positive impacts of tourism can possibly bring job 

opportunities to local communities, enhance a city’s international profile, stimulate the 

pride of local residents, attract foreign investment for economic growth, and beautify 
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the urban landscape with tourism revenue (Richards & Palmer, 2010). In addition, 

previous studies have shown that tourism, with careful planning and thorough 

evaluation, can collaborate with urban planning process and have various aspects of 

dynamism (Law, 1992). 

However, in recent years, there has been an increasing amount of literature on the 

shift from culture to creativity and its new role in the urban milieu (Binkhorst & Den 

Dekker, 2009; Cohendet, Grandadam, & Simon, 2011; Evans, 2007; Kunzmann, 2004; 

Richards, 2009b).  Some of the literature focuses on the ‘lexical debates’ and argues that 

there are no significant differences exist between so-called ‘cultural industry’ and 

‘creative industry.’ Other literature has opposite arguments regarding this debate (Pratt, 

2011). In addition, Potts and Cunningham (2008, p. 242) have observed four reasons of 

expecting growth in the creative industries because they have the following 

characteristics: 

a) affluence rising to income elasticity of creative industries; b) rise 

of human capital with greater specialisation; c) growth in ICT and 

technology-based industry emphasised; and d) global markets 

growing in demand and factor mobility due to globalisation.    

Many countries are striving to develop their creative industries, copyright 

industries, or cultural and creative industries (CCI) (O’Connor, 2009). Despite the 

ambiguity of the terms and categorisation, cities Nevertheless, culture can infiltrate the 

society, altering its fabric; therefore, adopting culture as a way to reach social 

transformation or using culture as a catalyst to regenerate the urban landscape could 

easily be achieved (see Sepe and Trapani2010) ; however, we must take into 

consideration that we also face other dilemmas and challenges such as gentrification, 

polarisation, and cultural-elitism (García, 2005).  

Is creativity a cure-all for each city that seeks an alternative way out? Pratt (2008) 

has suggested that cultural production is still important than cultural policy for cultural 

consumption or creative consumption. He went on arguing that many policymakers 

choose to use ‘creativity’ to substitute for the word ‘culture’ in urban strategy is to 

avoid  people associating it with ‘high-culture’ or ‘high arts’. However, despite different 
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views on the function of ‘creativity’, it seems that replacing culture with ‘creativity’ has 

becoming the mainstream for most cities, or at least is a new focal point of attention 

(Foord, 2008). 

 

2-4.  CONCEPTUALISING ‘CREATIVITY’  

2-4-1. New Discourse: From Culture to Creativity 

    Culture is generally believed to be a driver and enabler for sustainable 

development (UN TeskTeam, 2012). By January 2012, culture was included in 70% of 

the United Nations Development Assistance Frameworks.  However, economic power 

within a country is exercised at a supra-national level.  Culture can also be viewed as a 

force to brand a city and place making. If the importance of ‘native culture’ and ‘local 

culture’ were neglected in the globalised world, this high degree of using ‘common 

culture’ in urban policy could raise a dilemma as a result of fast growing similarities 

among cities around the world (Richards & Wilson, 2006b). 

    Consequently, more and more cities are tending to view culture as a means to reach 

their urban development purposes; there is no clear legitimacy among the space, history, 

and people. Regardless of their uniqueness and background, cities borrow and copy 

regeneration ideas and city marketing strategies from other successful models (Harvey, 

Hawkins, & Thomas, 2012). Thus, a growing number of cities are striving to compete 

by staging themselves as spaces for tourism consumption (Rogerson, 2006). After 

examining evidence about culture’s contribution to regeneration, Evans (2005) 

recommended a pluralist rather than a standardised approach developing an evaluation 

model and schema of a set of indicators. Richards and Wilson (2007c) believe that 

culture could also lead to ‘the same formulaic mechanisms’ which have resulted in the 

serial reproduction of culture.  

  The creative turn in culture-led development was therefore stimulated by a number 

of basic factors. First, the development of the symbolic economy (Lash & Urry, 1994) 

privileged creativity over cultural products. Second, regions and cities have increasingly 

used culture as a form of valorisation (Evans & Shaw, 2004). Third, the sheer 
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proliferation of ‘real cultural capital’ created the need to find new cultural signs to 

create distinction in an increasingly crowded marketplace (Zukin, 1988). Finally, places 

which do not have a rich built heritage or iconic architecture and therefore lack the ‘real 

cultural capital’ needed to find a new means of cultural development. 

    Creativity has been considered a strong potential factor that leads to economic 

growth. For many urban planners and policy makers, creativity seems to be the solution 

to difficult economic, political, and socio-cultural scenarios (Cohendet et al., 2011; 

Florida, 2002; Frey, 2009; Landry, 2008; Okano & Samson, 2010). Nowadays, this 

creative discourse has touched many other industries, including the discourse on 

tourism. A creative turn in urban development appeared in later years; the notion of an 

‘experience economy’ introduced by Pine and Gilmore (1998) facilitated the growth of 

using ‘culture’ to ensure development of themed and staged experiences (Richards and 

Wilson2007b). 

Creative industries are now being used widely in the field of cultural policy and urban 

planning, for it can create value and produce symbols (Evans, 2007; Prentice, 2003; 

Richards & Wilson, 2006c; Richards & Wilson, 2007b; Rogerson, 2006; Santagata, 

Russo, & Segre, 2007). The recognition of the economic benefits of tourism and the role 

of culture can rebrand urban images. In addition, tourism today is a part of the cultural 

economy because of its symbolic content, but tourism was once only considered a 

peripheral part of the arts (Evans, 2007). It is believed that metropolitan areas are where 

the role of tourism can be renewed; tourism is considered as more than a mass 

phenomenon (Gemmiti, 2008b). To conclude, it is crucial to further address the 

complex relationship between tourism and the creativity sector, they both function as an 

instrument of revival for urban identity and image (Pratt, 2010). 

 ‘Creative tourism’ is a term that was coined by Richards and Raymond (2000). It is 

also believed that creative tourism is a new form of cultural tourism, but it can also 

provide some solutions to increasing problems in cultural tourism development  

(Richards & Wilson, 2007b).  As shown in many studies on the issue, they believe that 

creative tourism can ‘offer visitors the opportunity to develop their creative potential 

through active participation.’ Moreover, creative tourism has been claimed to be able to 
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provide an alternative method for cultural regeneration (Gezici & Kerimoglu, 2010; 

Local Government Association, 2000; Richards & Wilson, 2007a; Russo & Van der 

Borg, 2008; Smith, 2007). Maitland (2010a) further addresses the importance of 

rethinking other approaches to tourist experiences, so cities are now striving to create a 

mechanism and reorganise new spaces. Tourism can no longer be viewed as a product 

for tourists only, but a boarder perspective context regarding a better quality of life and 

a feel-good factor (Alvarez, 2010). 

Tourism plays an important role in the image shaping process, illustrating a major 

rationale for the aesthicisation of landscapes, also altering the environment to meet the 

needs of consumers (Leiper, Stear, Hing, & Firth, 2008). Previous studies have 

demonstrated that, for a majority of cities, using culture as a catalyst to reach urban 

regeneration is not only for  local ecology, but also to attract tourists and visitors (Law, 

1992; Russo & Van der Borg, 2008; Smith, 2007). That is to say, tourism plays an 

important role in urban regeneration. A positive outcome to a successful urban 

regeneration plan could lead to successful tourism development. 

 

2-4-3. Defining Creativity 

Nowadays, ‘creativity’ has become the most common key word in all fields. It is 

common to find discourses on creativity such as the economy, tourism studies, urban 

studies, and cultural policy. On behalf of European Commission, a report of KEA 

European Affairs (2009, p. 36) states:  

Creativity is a complex process of innovation, combing some or all 

of the following dimensions: ideas, skills, technology, management, 

production processes as well as culture. Creativity has the ability t o 

benefit all economic sectors. 

Also, creativity, in etymological explanation, refers to making, to creating. 

Creativity refers to invention or the origin of new things such as new ideas, new 

products, new concepts, and new artwork.  As Dangschat and Frey (2005, p. 1) put it: 
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as an individual property, as capital, as a “connecting device” in the 

context of new networks, as a model of governance based more on 

the civil society with regard to the relationship between state, 

community and market and, most notably, as a starting point for 

cities and regions to survive economically or to provide position 

features that can be sold even more effectively in the competition of 

metropolises and regions. 

According to a few arguments, creativity should not be interpreted as only a new 

phrase to replace ‘culture.’ It could provide a new way to look at ‘high culture.’ Since 

Landry (2000) initiated the discussion and notion of ‘creative city,’ many attempts have 

been made in various cities to redefine their urban spaces as creative city, world cities, 

knowledge city, etc. UNESCO has further launched a Creative Cities Network for 

developing international cooperation among cities to work towards a common mission 

for cultural diversity and sustainable urban development (UNESCO Creative 

Cities2006). This has shown that policy makers now value the discourse on creativity 

while planning for urban development projects and the establishment of creative 

quarters.  

Furthermore, creative industries’ contribution to reconstruct a city’s social fabric, 

cultural diversity, and enhancement of quality of life can help to strengthen identity and 

sustainability for urban development (Chapain & Comunian, 2010). Within Creative 

Cities Network, creative tourism, along with creative economy, are two major themes 

that cities around the world are focusing. Cities hope to be able to be appointed to the 

network, so they can develop its resources and creativity through such an international 

platform.  

In the shaping of creativity in urban landscape, places need to be coordinated with 

events in order to solidify cities’ creative sectors. As Cohendet et al. (2011, p. 153) 

argue,  

‘...what is essential for the creative process to become effective is 

that the creative city be equipped with a valuable set of places/ 
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spaces/ projects/ events enabling the production and diffusion of 

knowledge assets through the different layers of the local milieu.’  

This has justified for the model of creative tourism that Richards and Wilson 

(2006b) proposed: first phase is to develop creative spectacles through events to attract 

the more passive tourists; then second phase is to stimulate different strategies to form 

creative places where creative resources and networking are provided for both tourists 

and local creative sector; finally the co-creation tourism activities, such as  participatory 

workshops and interaction among tourists and locals, are ultimate objectives 

(Wurzburger, Aageson, Pattakos, & Pratt, 2010).  

The framework of three forms of creative tourism presented byRichards and 

Wilson (2006a) has received much attention and debates. However, lack of much hard 

evidences, the conceptual framework has aroused questions such as: ‘What is the 

rationale among these three elements?’ and ‘creative tourism could be successful if only 

the two other categories need to be satisfied first?’ One decade has passed since the 

term was coined, and the conceptual framework has been more developed.  As in a 

more recent paper, Richards (2013b) renames the three categories as: creative events, 

creative places, and creative tourism from the original names: creative spectacles, 

creative spaces, and creative tourism. He continues to display the interrelationship 

among the three elements:  

 ‘….Richards and Wilson (2006) identify three specific forms of 

creative development related to tourism in cities: creative places, 

creative events and creative tourism. Although it is tempting to treat 

these as discrete categories, there is a growing integration between 

them: for example, events are becoming hubs in global networks that 

concentrate creativity in certain places and cultural spaces provide 

the local embedding necessary for developing creative tourism.’ 

(ibid p8) 

In order to illustrate this shift, Figure 3 displays the shift of the names of three 

elements used in the conceptual framework from the year 2006 to 2014. 

Figure 3. The Evolvement of Three Elements in Creative Tourism Development  
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Source: Richards & Wilson (2006, 2007) ; Richards (2012, 2013) 

 

2-4-4. Key Approaches: Creativity in Cities Vs. Creativity in Tourism 

Paying attention to city marketing campaigns or urban tourism promotion, it is not 

difficult to find new keywords are rising, such as the ‘coolest’ city, the ‘hottest’ place in 

the whole country, even ‘hipster-friendly.’ For the past 20 years, culture and creativity 

have emerged as the most frequent buzzwords for almost every urban project, city 

image building campaign, and tourism marketing panacea. Culture comes before the 

advent of creativity. The approach of using cultural industries in urban development in 

Rome and London in the 1980s was the prototype of the current debate on the ‘creative 

city’ in the study of Landry and Bianchini (1995). Richards (2013b) claims that this was 

when a watershed between ‘creativity as a process’ and ‘culture as a product’ began to 

influence policymaking on a city scale. He has further categorised three approaches in 

materialising creativity in cities as: the creative industries approach, the creative city 

concept and the creative class model. Drawing from different studies, the following 

Table 1. presents the focus, forms of capital and the creative content in the three 

categories in creative tourism development.  

Table 1. Creative Content in the Three Elements  

 Creative Events Creative Places Creative Tourism 

Creative Spactacles

Creative Spaces

Creative Tourism

(Richards & Wilson, 2006a, 2006b, 2007a, 2007b)

CreativeEvents

Creative Places

Creative Tourism

(Richards 2012b, 2013a, 2013b)
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Focus Creative production 

Creative consumption 

Creative milieu Creative production 

Creative consumption 

Forms of capital  Economic Social and 

cultural  

Creative 

Creative content Creative Festivals 

Creative Moments 

Creative Activities 

Creative Force 

Creative Industries 

Development 

Creative Fields 

Creative 

Suburbia 

Creative Milieu  

Creative Hotspots 

Creative Spaces 

Creative Travel 

Creative Tourists 

Creative Host 

Creative networks 

Creative relationships  

Key sources 

 

Richards (2013b) 

Richards & Wilson (2006b, 

2007a ) 

Richards & Marques(2012) 

Richards & Palmer (2010) 

Richards (2013b) 

Landry (2000) 

Landry 

&Bianchini 

(1995)  

Richards (2013b) 

Maitland (2010b) 

 

Examining other articles written by Richards (2013a, 2013b) and Richards and 

Wilson (2006b, 2007a), one can see that the evolvement of the theory of the three 

specific forms of creative tourism development. The role of creative events are 

commonly believed as a great way to enliven urban problems, and the component of a 

creative event should include creative production with a specific focus on economic 

capital. Creative contents such as film, the arts, architecture, design, and media are all 

critical elements to make an event ‘creative’ (Richards, 2012b). The connection 

between events and creative industries should underlie this core theoretical concept. 

 ‘Creative spectacles’ is replaced by ‘creative events’, not only for the name been 

changed, the explanation of what a creative event has become clearer with richer 

examples. However, the term ‘creative events’ has a wider meaning than the original 

term and also includes more elements such as ‘creative festivals’, ‘creative moments’, 

‘creative force’ and ‘creative industries development’ (Richards, 2013b). This might 

lead to a problem that too many activities can easily be claimed as so-called ‘creative 

events.’  The same issues might occur in a discourse on ‘creative places’. 

To sum up, this study has adopted the conceptual framework of creative tourism 

development raised by Richards and Wilson (2006b, 2007a) and modified by Richards 

(2011, 2012, 2013b). As Richards (2013b) discusses, creativity in cities and creativity in 
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tourism overlap in some area. Therefore, the following Table 2. tries to identify 

different existed theories concerning creativity in cities in order to compare with 

Richards’ conceptual framework concerning creativity in tourism. To address the 

research gap, this study has selected only one city- Barcelona to exemplify the 

theoretical framework of creative tourism development. Due to lack of empirical data in 

the proposed framework, this study aims to fill the gap by analysing three elements- 

creative events, creative places, and creative tourism, all in one singular city.  

Furthermore, the interrelationship of the three elements are discussed and analysed. In 

the following sections, we will attempt to configure 3 elements of creativity in tourism 

with 3 theories concerning creativity in cities. 

 

 

 

Table 2.  Evolvement of the Creative Tourism Theory and Key Elements Mirroring 

Existed Theory on Creativity in Cities   

 

Relating To Existed 

Theory On Creativity in 

an Urban Context 

Creativity In Tourism 

(2006,2007,2011) 

Creativity In 

Tourism (2012, 

2013) 

Interchangeable 

Keywords Shown In The 

Articles (ibid) 

Creative Industries  

(Dcms1998, 2001) 

 

Creative Spectacles → Creative Events Creative Festivals 

Creative Moments 

Creative Activities 

Creative Force 

Creative Industries 

Development 

Creative Cities  

(Landry&Bianchini 

1995, 

Landry 2000)  

Creative Space   → Creative Places Creative Fields 

Creative Suburbia 

Creative Milieu  

Creative Hotspots 

Creative Spaces 

Creative Class  

(Florida 2002) 

Creative Tourism  → Creative 

Tourism  

Creative Travel 

Creative Tourists 

Creative Host 

Creative 

networks2012 

Creative relationships 

2012 
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2-5 CREATIVE EVENTS 

2-5-1. Creative Industries Strategies in the Building of Creative Events 

Events can provide activities which animate and enliven a place (Richards 2013b). 

The role of events are drawing increasing attention due to its ability to stage spectacles 

to give more dynamics to a certain place. Many cities around the world are also 

developing events as a ‘creative force.’ (ibid)  Besides, many studies have suggested 

that events on various scales can function differently in regions or cities. For instance, 

Prentice and Andersen (2003) has identified that The Edinburgh Festival itself as a form 

of creative tourism. Richards (2013b) has categorised the Edinburgh Festival, London 

Fashion Week, the Sundance Festival, and the Cannes Film Festival as the prototypes of 

‘creative festivals,’ because such festivals are capable of configuring the environment of 

the cities and enable actors to gather in order to reconstruct the creative fields. 

 Richards and Wilson (2006b) have proposed that the three major elements in the 

development of creative tourism are: creative spectacles, creative spaces, and creative 

tourism. The explanation of each element was given but no clear definition except for 

the term ‘creative tourism’ itself.  Back then, creative spectacles are given with 

following definition:  

‘Individuals or groups undertaking creative and innovative activities 

which then form the basis of more passive tourist experiences as 

spectacles. (i.e. production of creative experiences for passive 

consumption by tourists) ’ (Richards and Wilson 2007b: 20) 

Over these years, the original theoretical framework raised by Richards and Wilson 

(2006c) on the development of creative tourism as creative spectacles, creative spaces, 

and creative tourism has gradually been changed into other elements. They are: creative 

events, creative places, and creative tourism (Richards 2013b). The name-changing 

statement could perhaps lead to difficulties for conceptualising the framework.  The 

term ‘creative spectacle’ and ‘creative events’ might perhaps overlap but retain different 

meanings. Lacking a clear definition, the interchangeable terms of ‘events’, ‘festivals’, 

and ‘spectacles’ might be an issue for policy makers and scholars who wish to 

undertake a test on the framework. 
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The creative spectacle element of the creative tourism development theory raised 

by Richards and Wilson (2006a, 2007b) and Richards (2012a, 2013a, 2013b) has 

adopted a broader definition. Also, the name has changed from ‘creative spectacles’ to 

‘creative events’, this has led to more subthemes being categorised under this new 

definition:  

‘..events can therefore be a way of creating new forms of sociality 

and links between visitors and cities’  (Richards 2013b, p11)   

However, with the new definition, creative events can include many types of 

activities, such as festivals, events, celebrations, mega-events can all link between 

people and places. It is still debatable whether all these festivals, events, celebrations, or 

even mega-events can be viewed as ‘creative events’. The essence to make these events 

‘creative’ needs to be identified and defined.  

Currently, festivals and events are being used widely in cities for promotion of 

tourism, building of the image of cities, and growth of employment rates (Bond, 2008; 

Getz, 2008; Gladstone, 2012; Joanne Connell 2010). In addition, Quinn (2010, p. 75) 

has observed that ‘arts festivals are particularly synonymous with cities, and cities, in 

turn are particularly synonymous with tourism.’ Meanwhile, Richards (2013b) explains 

that creative festivals are ‘co-opted by cities to further broader policy agendas, such as 

creative industries development or culture tourism (shows in the case of urban art 

festivals). For abovementioned discussion, this study believes that creative events can 

only be called ‘creative’ when events are linking with creative industries development.  

Tourists nowadays are pursuing more creative experiences with richer meaning 

when undertake tourism activities; thus, this means cities are now facing challenges to 

appeal to these ‘creative tourists’. Cities need to combine their hardware and software 

power to accumulate and cluster creative resources for their residents and visitors. 

Among the three core elements, creative events (spectacles) are the basic requirements 

for less proactive tourism experiences, but creativity and innovation still need to be 

ensured to make it special for consumers (Richards & Wilson, 2007b). This phase is 

emphasised more concerning the production of creative experiences for passive 

consumption (Leiper et al., 2008). Spectacles can be staged through events, activities, 
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festivals and performances that can create memorable appearances and experiences. In 

this study, the genres of creative events will be presented as discussion regarding events 

and festivals (Prentice, 2003). Nevertheless, creativity should still be the thread running 

throughout the events and (or) festivals.  

 

2-5-2. Events for the Transformation of Cities 

Events can generate other social impacts more than just the physical appearance of 

a city. Roche (2000) has also addressed mega-events that were highly politically 

operated, and the relevant issues regarding peace, social justice, citizenship, and social 

inclusion. After staging the 1992 Olympics, Barcelona has also greatly enhanced its 

international profile by creating a high visibility brought by the mega-event (Evans, 

2006). The city also underwent a series of urban regeneration and waterfront projects 

with the subsidies and financial resources received from staging such an event on a 

mega scale (García, 2004a).  Barcelona’s urban history and experience in creating 

spectacles for its own city are intertwined. Richards and Wilson (2006b) believe that the 

1992 Games and 2004 Forums had been a good example of creative urban development, 

because it ‘had emphasised the upgrading of infrastructure and creation of public space.’ 

Events can also be utilised as a means of reshaping or fortifying the city image, 

facilitating urban regeneration by augmenting their cultural facilities and infrastructures 

(Richards & Palmer, 2010). Once post-event planning is done thoroughly by organisers, 

creative tourism products can easily be developed because the products are usually 

connected to creative spaces or events (Richards, 2007).  

Events were originally coordinated with the tourism sector for its function of being 

able to balance seasonality and the ability to create product differentiation (Liu, 2012). 

Cities around the world have started to face severe competition in bidding for Mega-

events such as the Olympic Games, World Cups, and EXPOs; these events with an 

international scale can generate great benefits and also impose huge impacts on the host 

cities, positive and negative (A.T.Kearney, 2005; Getz, 2008; Ritchie, 1984; Roche, 

2000). Besides sports, one major event that contributes greatly to urban cultural tourism, 

European Capitals of Culture (ECOC), is a year-round cultural project launched by a 
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former Greek Cultural minister and now has been funded from the European Union. It 

has created ‘eventfulness’ for its designated city (Richards & Palmer, 2010). 

To demonstrate, the use of events in cities had shown that the policy focus was not 

just add culture to the activities and stir. As Gibson and Stevenson (2004) argued, after 

examining several post-industrial cities, asserting and reasserting local identities is the 

key to success in the process of urban planning, because successful cultural regeneration 

is not a trickle-down effect but it represents a counter-balance to broader processes of 

cultural globalisation.  

Nowadays, policymakers do not use events only to regenerate the physical outlook 

of a city but also to create a ‘ripple effect’ on urban tourism and its possible 

collaboration with CCI sectors (Richards, 2013a). He went on arguing that creative 

events can be created by adopting the ‘creative industries strategies’ to be the creative 

content of events. For example, Liu (2012) observed that the ECOC event has 

contributed to boosting of the development of cultural tourism in terms of realizing 

experience economy, enhancing city image, facilitating urban regeneration, promoting 

cultural production and consumption, as well as establishing partnerships. He further 

suggested that events could serve to the cultural and creative sectors with direct income 

and a creative impetus.  

    The creation of a spectacle within a festival is an important process of social 

expression. It generates place-making, cultural identity and collective consciousness  

(Robinson, 2006). Social capital is grounded in the connectivity of human behaviour 

and activities. It represents a network of social fluidity that involves features of social 

organisation, such as forms, norms, networks, a trust that facilitates co-ordination and 

co-operation for mutual benefit and common goals (Baerenholdt & Aarsaether, 2002; 

McGehee, Lee, O'Bannon, & Perdue, 2009). In the planning and programming process 

of an event, social capital is accumulated through the process of stakeholders 

negotiating and networking in order to maximise the outcome of the events while 

cooperating for mutual benefit. In addition, Arcodia and Whitford (2006a) affirm that 

festival attendance develops social capital by providing the community with specific 

opportunities to access and empower community resources, improving social 
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cohesiveness and inclusion, and providing a focus for celebration. Therefore, as 

Richards (2004) has suggested, collective ideology is also formed during the process of 

celebrating.  

 

2-5-3. Festivals and Creative Production 

By exemplifying the Cirque du Soleil based in Canada, Richards (2012) has argued 

that events, or festivals can create performance opportunities to establish a brand, to 

improve the employment in creative industries, and to enhance a city’s image.  

Festivals are not staged just for having the feel-good atmosphere. Festivals can 

provide activities that ‘enliven’ creative spaces (Richards 2013b).  Also, there are a 

great number of criticisms in academic research and discussion focusing on the 

economic impacts which have influenced that governments, when planning events, 

mainly consider the economic outcome and direct output (Williams & Bowdin, 2007). 

Until Getz (2008) pointed out that it is not enough to just evaluate the economic impacts 

of festivals and further identified other critical impacts, such as social, cultural and 

environment effects that should be taken into consideration. Richards (2013b) also 

confirms that staging events can bring a ‘creative force’ into a city.  

    To demonstrate, Tunney (2004) conducted an empirical study on three approaches 

of festivals applied in three mid-size peripheral Italian towns: the top-down, the bottom-

up and the ad hoc distributed network models. He highlighted that networks have a 

crucial significance in sustaining spatial proximity-based creativity. The bottom-up 

model is believed to be the best approach to stimulate local cultural production, since it 

ensures the making of an event as a shared product.  

  Social networking is one major element which transforms an event to a ‘creative 

event’, Richards (2013b) illustrated that events can create new forms of sociality and the 

link between tourists and places. Moscardo (2007) indicates the social impacts of 

festivals including their ability to build social capital by social networking during 

festivals, enhance community capacity in terms of new skills and knowledge acquired 

through the process of planning and programming, and gain support for non-tourism-
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related products and services. Networking is essential for creative industries to develop 

(Dangschat & Frey, 2005; Harvey et al., 2012; Potts, Cunningham, Hartley, & Ormerod, 

2008). Creative clusters are built in order to create better network among all the 

stakeholders. By creating creative events, we have adapted the ‘creative industries 

strategies’ to resonate the discussion regarding creative events.  

The sociality could be manifested through the building of a social network and also 

be considered as accumulation of the social capital for a place.  

  ‘Events can therefore be a way of creating new forms of sociality 

and links between visitors and cities’ (Richards 2013b:11)  

Furthermore, Arcodia and Whitford (2006b) also emphasised the role of festivals 

in regional development. Social impact is difficult to evaluate because sociocultural 

sense is heavily determined by individual and community value systems and the 

perceived values cannot be measured systematically.   

Festivals regarding tradition preservation, cultural celebration, and religious ritual 

have more focuses on social connectivity. Furthermore, arts festivals contain the simple 

form and enhance social encounter among individuals (Robinson 2006). However, 

experiences gained from participation in different forms of cultural festivals can provide 

visitors and local residents stimulation of festivity a limited period of time. As Richards 

and Wilson (2006a) portray, 

‘Many major arts festivals have effectively become what we might 

term creative spectacle.’  (ibid, p 17)   

Furthermore, festivals help to create elements of uniqueness and sensation of 

eventfulness of destination. It becomes a locus that showcases extraordinary activities, 

art and music, and special spectacles; it can attract participants ranging from local scale 

to international scale, e.g. the Edinburgh Festival and the Cannes Film Festival (Prentice, 

2003). The concept of ‘experience economy’ can be illustrated through festival tourism 

(Pine & Gilmore, 1998). Visitors consume unique experience in special festivals as 

destination.  Expecting positive tourism income, creative festivals can also generate 

willingness for return visit towards the same destination (Ferdinand & Williams, 2013). 
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Within a globalised context of prosperous growth of tourism industry, festival 

tourism has grown the fastest and it has been utilised the most as a place-making 

instrument, an image-making boost, and an urban renewal plan (Felsenstein & Fleischer, 

2003; Getz, 2009; Prentice, 2003; Quinn, 2006, 2010). Besides, with the creative 

industries strategy, festival tourism can be widely applied.  

Viewing its creative content, events or festivals have played an important role in 

tourism and they can attract large amount of people in a very short period. Creative 

festivals can enhance cultural capital for the local creative sectors, because Richards 

(2013b: 10) states, creative festivals ‘are capable of configuring their own environments, 

bringing together actors to discuss and shape the creative fields they operate in’. A mix 

of creative consumption by visitors and creative production by the local agents acts as 

an ideal prototype for creative places. The Cirque du Soleil has turned its headquarters 

in Montreal into a creative place by combining socio-cultural capital and economic 

resources. A world-leading performance arts group has regenerated a cultural 

environment for its origin city (Richards & Wilson, 2006a). Similar examples can be 

found in Barcelona, due to a successful business strategy in electronic music and in the 

multimedia industry, Sónar festival has been famous enough to the turn the city into a 

capital for rave music. This has also made the location of producing music more 

‘creative’ (Richards, 2013c). Flourish with music and multimedia industries, the local 

artists can express their ideas through the work of arts and also music production.  
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2-6.  CREATIVE PLACES  

2-6-1. From Culture-Led to Creativity-led Space Revitalisation  

The meaning of culture in a place is intangible. Sense of a place can be constantly 

reinterpreted. Residents’ collective ideology can diversify the identity of a community. 

Nevertheless, the interrelationship between culture and places is still hard to be analysed 

and managed in a systematic way. Cultural-led urban regeneration is commonly 

considered as a way to empower places or to modify symbols of a space  (Gómez, 1998). 

However, in a globalised context, much stress is focused on the importance of culture 

for the new economy structure. Viewing the potential of culture in bringing economic 

benefits, cultural practitioners, bureaucrats and academics all have emphasised a 

cultural focus on urban development (Evans, 2005; Maitland, 2007; Smith, 2007). The 

reason can differ from ensuring a sustainable financial resources to revitalise a space 

with vibrant cultures. 

Using culture as a catalyst to revitalise a space and environment, to transform the 

economic structure, and to reshape the image of a city has been widely recognised as a 

good way to transform the urban milieu and maintain the sustainable development of a 

city at the same time (Barber & Eastaway, 2010; Blanco, 2009; McNeill, 2003). The 

importance of arts and cultural expression and their practice in society survive 

challenges from external forces and a globalised political economy utilising cultural 

planning to meet the needs of sustainable community, economic, educational and 

cultural development (Evans, 2001). In addition, Binkhorst and Den Dekker (2009) 

further addressed the possible challenges when governmental bodies (like cities) and 

entrepreneurs in and outside the area of tourism co-create a meaningful tourism  

environment. As Leiper et al. (2008) revealed, creative place should offer people an 

‘experience environment’. It refers to a space where a dialogue can take place between 

the creative class and visitors.  

In the historical timeline, using culture to regenerate places has become a major 

urban trend since the 1970s in the USA and the 1980s in Europe. Since then, culture has 

been widely applied to urban regeneration and place revitalisation. Today it has become 

a global phenomenon (Degen & García, 2012; Evans, 2005; Miles & Paddison, 2005; 
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Sasaki, 2004; Stevenson, 2003). Cities like Barcelona, Bilbao, Glasgow, and Liverpool 

have received much attention for their successful physical transformation, social 

boosterism, and better image (García, 2004a, 2004b, 2005). Consequently, other cities 

are strive to adopt similar strategies to address their social issues, make their cities more 

attractive, hoping to become competitive in the globalised context.  

In view with the urban policy worldwide, cultural policy is used to collaborate with 

urban planning in order to maximise the benefits, including economic, environmental, 

social, and cultural contribution (Belfiore, 2002). Whether these cities with successful 

experiences are revitalised through Mega-events, flagship projects, cultural clusters, 

design of public spaces, and creative industries; it is not difficult to observe that 

discussion of tourism appeared in the majority of these ‘model cities’. In order to create 

creative spaces, culture can be used to remake a city’s image, alleviate social problems, 

and have a face-lift effect on places (Colomb, 2011; Evans, 2007; Smith, 2007). 

The discourse from the capital of culture in the late 1980s/ 1990s (Zukin, 1988) to 

the creative city (Landry & Bianchini, 1995) is characterised by  Evans (2003) as ‘a 

shift from singular cultural branding to city spaces which depend on creative diversity 

and tension more than predictability’ (cited in Evans 2007:60). By providing the 

following table, Evans (2007) illustrated the difference between hard branding the 

culture city and the creative spaces. Many elements included in creative spaces are 

overlapping with the idea of creative city (Landry & Bianchini, 1995), creative class 

(Florida, 2002), and creative clusters (Evans, 2006; Mommaas, 2004).  The rise of 

cosmopolitanism in cities, the focus on creative consumption, the emphasis on design 

and showcase,  and the emergence of creative clusters and creative class, all these 

elements have led to the creative of creative spaces (Evans, 2006). To illustrate, the 

following Table 3. Evans (2007) has further identified the major difference between 

cultural branding places and creative spaces.  
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Table 3. From Cultural Branding to Creative Spaces   

Source: Evans (2007, p 61) 

Hard branding the culture city Creative spaces 

 Museums and heritage tourism 

 Cultural districts 

 Ethnic quarters 

 Entertainment cities- Times Squares, 

Potsdamer Platz 

 Competitive advantage 

 Pilgrimage and literary trails 

 City of culture 

 Cosmopolitan culture 

 Creative production and consumption 

 Creative clusters 

 Creative class- new Bohemia 

 Cultural trade and art markets 

 Comparative advantage 

 Showcasing the designer city 

 Creative city 

 

2-6-2. Creative Cities Approach in Building Creative Places 

Having received great attention, the application of ‘creative cities strategy’ in 

urban governance which was raised by Landry and Bianchini (1995, p. 3) has become 

the quick fix for many cities regarding solving social issues and alleviating economic 

dilemma. As they mentioned:  

‘Today many of the world’s cities face tough periods of transition. 

Old industries are disappearing, as value-added is created less 

through what we manufacture and more through the application of 

new knowledge to products, processes and services.’ (ibid:3) 

According to the definition, creative sectors can include cultural tourism, arts 

festivals, new media, avant-garde music, design, and relevant businesses which can be 

categorised as part of the ‘knowledge economy.’ Furthermore, creativity in a location is 

illustrated as: 

 ‘a way of getting rid of rigid preconceptions and of opening 

ourselves up to complex phenomena which cannot always de dealt 

with in a strictly logical manner.’ ( ibid:3) 

Creative cities examples are being given, such as, happy hours in city bars, street 

entertainment for mix-use purpose, and using ethnic groups for city branding. These 

were reflecting the ‘professionalization and bureaucratization of both cultural and other 

public policy realms and decision-making structures’ (Evans, 2001, p. 277).  In addition, 
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it is hard to analyse creativity in places even though there is much research undertaken 

regarding creativity embedded in locality. However, as some is ‘un theorised’ due to the 

‘much research in the cultural policy and planning sector is contracted by clients 

seeking reassuring answers to questions of regeneration’  (Miles, 2007, p. 107).          

Concerning the development of creativity in tourism, three forms need to be 

materialised (Richards 2007). Being the second phase of their conceptualised model, the 

discourse on ‘creative spaces’ raised by Richards and Wilson (2006, 2007) has been 

shifted to the discourse on ‘creative places’ by Richards (2013b). At the beginning, 

creativity needs to be contracted within a locale. Richards and Wilson (2006b:16) 

believe that ‘the creative cluster or creative district is perhaps the most widespread 

strategy, providing a physical focus for a wide range of creative activities and actors.’ 

They continue to give a definition of creative spaces in cities as:   

‘… spaces that are multifunctional and that can be used to develop 

different narratives…can be designed to house a core of permanent 

residents, such as the formal creative clusters now being developed 

in cities such as Manchester, Toronto, Rotterdam and Barcelona.’ 

(ibid, p18) 

Some literature has shown that the term ‘creative places’ and ‘creative spaces’ are 

interchangeable (Richards, 2009a, 2012c, 2013a, 2013d; Richards & Wilson, 2007b). 

With a broad definition of both terms, the new term of ‘creative places’ has evolved 

from the old term ‘creative spaces’. However, it is not our main concern to dwell on the 

clarification of these terms. Also, this study might use the two terms interchangeably.  

The production and consumption of culture contributes to the making of a city’s 

image. Film-induced tourism, literary tourism, music tourism, more and more cities and 

towns are using the creative industries as a channel to create a brand for themselves. 

The cultural economy has shifted from the promotion and conservation of high culture 

(Culture 1.0) to the use of creative industries for symbolic production (Culture 2.0), to 

current focus on the co-creation of culture(Culture 3.0)  (Sacco, 2011).  

Drawing on the review from the last section on ‘creative events’ and the 

abovementioned review on ‘creative places’, it seems that the literature for creative 
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events and creative places has indicated that they both adopt the ‘creative industries 

strategy’ (DCMS, 1998) for creative production and symbolic creation in an urban 

context. However, according to the conceptualising model proposed in this study, 

creative places and creative cities strategy (Landry, 2000) should have more in 

resonance. With a more careful examination, Richards (2013b) believes that the focus of 

a ‘creative cities strategy’ has focused on the creative milieu, and this can be realised by 

the cluster strategy or cluster district because it provides a physical existence in a 

locality. Similar discussions went on around relevant terms such as: ‘creative suburbia’, 

‘creative hotspots,’ or ‘creative fields’ (Richards 2012a, 2013b). 

Vanolo (2006) also exemplifies several marketing strategies in a creative city 

paradigm, with the focus on the construction of image, connectivity, and visual symbols. 

For instance, he continues to argue that a ‘buzz’ needs to be created among people and 

spaces, especially in those spaces where people meet and chat. Multi-ethnic elements 

perhaps construct a more unique ‘buzz’. Next are the narratives on the ‘official’ and 

‘popular’ forms of art in local spaces and the nightlife for young and fashionable people 

to pursue.  

The other two examples remained more arguable, which are the public spaces with 

outdoor sports events or landmark buildings, and representations of high quality 

citizenship. Richards and Wilson (2007b:17) continue to argue that Vanolo (2006) 

focused on the ‘cosmopolitanism’ on a city and based on his examples they 

demonstrated that a creative place in tourism has to transform ‘intangible elements of 

the culture of a place into “experiences” that can be consumed by tourists.’ And this 

complex process needs to combine the collaboration among creative hardware, software 

and orgware.  

‘creative hardware- infrastructure/spaces for creative production, 

consumption and prosumptions; creative software – atmosphere/ 

ambience, fashion, quality of life, perceived diversity, “vibrancy”; 

creative orgware – sectors, industries, clusters, policies, 

governance. ’ (ibid,  p18)  
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What Richards and Wilson have portrayed have paralleled with the core elements 

in the theoretical model raised by Landry and Bianchini (1995) and Landry (2000). 

 

2-6-3. Creative Spaces in Tourism Discourse 

How creativity is valued nowadays reflects that one of the most critical in cultural 

policies today is regarding creative development in cities and the place revitalization 

(Battaglia & Tremblay, 2011b; Gemmiti, 2008a; Sepe & Trapani, 2010). Social, cultural 

and economic changes that creative industries can bring are evolving more rapidly in a 

city because the city itself is the location of those changes. Accordingly, cities around 

the world are competing to be enlisted as ‘creative cities.’ This might reflect that 

‘creative city’ is a title that many cities must have to gain a better image, to become 

more attractive, or even to enhance the economic benefit.  

According to Landry and Bianchini (1995) and Landry (2000), creativity can be 

seen almost everywhere because, only within the UK, 20 cities call themselves ‘creative 

city’. The concept was introduced to inspire city governors to keep an open mind and 

use their imagination to imply culture and detect creative potential in a place (Bianchini 

& Landry 1995). In his global best-selling book The Creative City: A Toolkit for Urban 

Innovators, Landry (2000) advocated a need for creativity to be embedded in urban 

cultural planning. Moreover, Landry (2005, p 2-3) believed that infrastructures in a city 

can no longer satisfy the needs of those cities who want to ‘stand out’ and to be called 

‘creative’. What it needs is ‘creative infrastructure.’ He defined creative infrastructure 

as 

 ‘ a combination of the hard and the soft including too the mental 

infrastructure, the way a city approaches opportunities and problems; 

the environmental conditions it creates to generate an atmosphere 

and the enabling devices it fosters generated through its incentives 

and regulatory structure.’  

‘Creative Space’ is the second element in the three phases of developing creative 

tourism (Richards & Wilson 2006a). These are considered as ‘Creative enclaves that are 
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populated with cultural creative to attract visitors (often informally at first) due to the 

vibrant atmosphere that they often exude’. Creative spaces are further interpreted as 

‘more dynamic and flexible, resembling spaces of representation (Thirdspace)’. These 

spaces can better adapt to meet the needs of visitors and residents. They can also be 

multifunctional and often cluster together in cities. Following the idea of creativity in an 

urban context (Landry 2000), Richards and Wilson (2006a) exhibited the significance of 

‘creative spaces’ in developing creativity in a tourism context. Creative spaces are 

replaced with the term ‘creative places’ which appeared in the later publications of 

Richards (2012a, 2013b). Hence, in the following sections, ‘creative spaces’ and 

‘creative places’ will be used interchangeably.  

Creative places in tourism can be read by skilful tourists who can sense the value 

in them (Richards 2013b). They also tend to be clustered together to generate better 

economic activity and provide better accessibility. Creative places tend to cluster to 

meet the demands of larger audiences who commonly prefer the urban location of 

creativity (Richards & Wilson 2007a). Within a larger scale, urban governors may apply 

creative districts to revitalise an area, a town, or a city. It is commonly believed that ‘the 

creative cluster of a creative district is perhaps the most widespread strategy, providing 

it has a physical focus for a wide range of creative activities and actors’ (Richards & 

Wilson  2006a, p 16). 

 

2-6-4. Multi- Ethnicity as Creativity in Places  

Buildings covered in layers of posters and graffiti, old jazz and dance club, Latino 

musicians and local rap stars’ hangout places, rebuilt district police station with self-

styled Black/Hispanic, graffiti boys’ operation base, Evans (2007) vividly depicted a 

scene of creative spaces’ tour in New York, and its itineraries are also being duplicated 

in London, Barcelona, Berlin and Toronto. Cities are now branding themselves as ‘cool’ 

and ‘hot’, they further hope to attract the new Bohemian class, such as foreign students 

and young artists. This has resonated with what Richards (2013b) has defined as the 

creative places for tourism - ‘places can be ‘read’ by tactical tourists, they can avoid 
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popular tourists place and explore their new places, but the mass tourists will follow 

their lead.’ 

Ethnic enclaves are also considered creative places by Richards (2012a), under the 

influence of Florida (2002) on the discourse of the ‘creative class’. The creative class 

includes people with a high tolerance toward gay-culture and foreign visitors or foreign 

residents. Hence, places with multi-ethnicity are becoming the new creative places. For 

many cities around the world, the China Town has also been considered a top 

destination that one must visit even though the tourist might be in Paris, London, Berlin, 

or Amsterdam. Latin quarters in Los Angeles, Little Italy in New York City, Little India 

in Singapore, or African enclaves in Brussels all provide good examples as must-visit 

tourist spots in the city. It is important to embrace the multicultural factor of a city. The 

degree of acceptance to different cultures can reflect the creativity of the location.   

 

2-6-5. Clustering for Creative Spaces 

Creative industries tend to cluster for being able to be produced and consumed 

with high efficiency within the social network. As Porter (2000, p. 15) defines, cluster is  

‘..a geographic concentration of interconnected companies, 

specialized suppliers, service providers, associated institutions and 

firms in related industries.’  

Clusters function also as the nodes in cities to act dual functions: networking for 

local creative industries and creating a larger network for other industries in a more 

expanding urban space. Regarding tourism market, Richards (2012a, p.5) has 

interpreted such cluster can be compared to creative hubs for both guests and hosts in a 

city as a destination, because it can function‘…either as part of their work, or else as 

part of work-leisure mix, in which tourism consumption becomes a means of increasing 

cultural and creative capital.’ 

The social network that creative industries has formed is embedded in place; 

moreover, it is commonly represented as a cluster or a specific district (Richards 2012a). 
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Physical representation of clusters are important to function as a web for different 

agents to interact and resources to be exchanged. As Potts et al. (2008, p. 4) have stated:  

‘The very act of consumer choice in creative industries is governed 

not just by the set of incentives described by conventional consumer 

demand theory, but by the choices of others… The CIs, then, are 

properly defined in terms of a class of economic choice theory in 

which the predominant fact is that, because of inherent novelty and 

uncertainty, decisions to both produce and consume are largely 

determined by the choice of others in a social network. ’  

In addition, creative space also provides an environment which inspires social 

interaction. It is also creating an atmosphere that oscillates innovative ideas. 

Notwithstanding the increasing information technology disembodied spacelessness, the 

significance of specific locations or space cannot be neglected (Comunian et al.2010b). 

While the internet built the virtuality in the world, technology could perhaps substitute 

the place for consumption due to the dramatic growth of online shopping. However, the 

place for production cannot be replaced. Which supporting this concept, others studies 

have also implicated that the ‘death of distance’ is exaggerated (Evans, 2007; Okano & 

Samson, 2010; Pratt, 2004). Regarding creative tourism, visitors come to search for 

authentic participation and experience on a site and this can open a niche market in a 

destination (Richards, 2011). 

Creative quarters in cities today remain as sites for exchange, cultural reproduction, 

and commodification of image. Recently, a growing amount of literature has tried to 

illustrate the distinction between cultural and creative quarters. For instance, Evans 

(2009b)  has identified that a creative quarter is linking to the development of creative 

industries. As illustrated in the following table 4, they further summarised the rationale 

in the cultural quarter and creative industry regarding economic, social, and cultural 

dimensions.  
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Table 4. Rationales for Cultural and Creative Industry Quarters.  Evans (2009b) 

  

Rationales Cultural Quarter  Creative Industry Quarter 

Economic Local economic development 

Visitor economy  

Branding 

Zoning  

Culture and regeneration 

City-region economic development 

Knowledge economy 

Creative tourism 

Production chain 

Innovation spill overs 

Social Identity 

Mono-Use 

Ethnic quarter 

Mixed-use and –tenure 

Diversity 

Urban design quality 

Cultural Historic preservation 

Conservation, crafts(skills) 

Festivals 

Cultural City 

Creativity  

Design and architecture 

Showcasing/ trade fairs 

Creative City 

 

  Montgomery (2003) illustrated these two are basically considered as serving a 

similar function, both acting as important gathering spaces which help to build a sense 

of place and identity, creating a sense of history and progress, providing a place for 

producing and manufacturing, accumulating resources because of their proximity to 

agents.  In addition, ‘cultural clusters’ are commonly used in cultural heritage-rich 

European countries (with the exception of the UK); while in the US and Australia, the 

term ‘creative clusters’ is more favoured (Shaw, 2013). Meanwhile, some countries (i.e. 
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Taiwan and later the EU) prefer not to define the distinction but rather combine them 

and coin the new term ‘cultural and creative industries (CCI)’ (Chung, 2012). 

 Much research on location of creativity focuses on how creativity been linked to 

the discussion of urban development and place revitalisation (Evans, 2006; Evans & 

Shaw, 2004). Cities are the convergence of information, technology, communication, 

and creativity. A creative city strategy emphasises creative development, which is 

described by Richards (2013b) as: ‘…is a complex process which needs to recognise the 

delicate relationship between past, present and future, between high and popular culture, 

and between space and place.’ Global cities such as Barcelona, London, Berlin, 

Amsterdam and New York, except for bidding to be designated as ‘creative cities’, are 

also striving to develop ‘creative quarters’ and ‘creative clusters’ to manifest their 

creativity in scattered areas or zones within their cities (Evans 2006). 

The transformation of a creative place can be determined by how the arts are 

configuring the place, such as the agglomeration of museums and galleries. For instance, 

the MACBA-CCCB complex in Barcelona, the Pompidou in Paris and Museums 

Quarter in Vienna (Mommaas, 2004; Evans, 2003). The cool places that can ‘read’ by 

tourists with creative minds and those places can also attract the ‘creative class’ or the 

‘post-bohemians’ to work and to live, such as Temple Bar in Dublin and El Raval area 

in Barcelona (Richards, 2013b;  Florida, 2002).  
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2-7 CREATIVE TOURISM  

2-7-1. The Rise of Creative Tourism 

 In the era of experience economy, cultural resources in a destination such as 

museums, art galleries, and heritages can no longer satisfy the emerging creative tourists. 

Unlike creative tourists, the motivation and participation of cultural tourists are more 

passive (Gordin & Matetskaya, 2012). Cities may not only rely on cultural assets to 

generate tourism and cultural development (Richards 2012b). In addition, UNESCO 

Creative Cities Network has targeted at the development of ‘creative tourism’ around its 

member cities. The Network believes, after the first generation of beach tourism and 

second generation of cultural tourism, it is now the era for the third generation of 

‘creative tourism’ (Creative Cities Network, 2006). It further states:  

‘ “Creative Tourism” involves more interaction, in which the visitor 

has an educational, emotional, social and participative interaction 

with the place, its living culture, and the people who live t here. They 

feel like a citizen. ’ 

 With the rise of the ‘creative class’, the role of creativity is being used to solve 

the problem of limited physical development of urban areas. In recent decades, 

creativity has been the main driving force in many cities and regions (Florida 2005). 

Particularly, atmosphere, ambiance, skills, and feel-good factors can contribute to a city 

to a larger degree (Andersson, 2007; Pine & Gilmore, 1998). It is also emphasised that 

the development of creative tourism has to create a linkage with local creativity and 

creative tourists, because current tourists are seeking proactive experiences than passive 

guided information (Maitland, 2007). This has shown that the new generation of 

creative tourists like to consume the local lifestyle, especially the ‘everyday’ life 

(Richards 2012a). In order to ensure the creativity in an urban context as a potential 

destination, Richards and Palmar (2010) have suggested that five key principles have to 

be taken into accounts: understanding distinctiveness of each place, maximising local 

capacity, renovating original facilities instead of building new construction, developing 

quality and innovate traditions, and using creative resources as a catalyst. 
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Cultural tourism was once the most important form in global tourism industry for 

the past three decades. Until recent, however, more and more cities have started to be 

cautious of some repetitive strategies overused in almost everywhere, which could 

perhaps lead to a dilemma regarding serial reproduction in cultural tourism (Richards & 

Wilson 2007b).   Meanwhile, they have observed that more similarities that occurred in 

cultural tourism in urban policy, such as establishment of iconic infrastructure, (e.g. 

Guggenheim museums) bidding for Mega-events to brand its own city, (e.g. World 

Expo and Olympic game) thematisation of city, (e.g. design city, green city, and sport 

city) and heritage mining. (e.g. UNESCO World Heritage Sites). As all cities have tried 

to adopt similar approaches to attract tourists, their initial purposes to distinguish 

themselves from others and to stand out among others were no longer possible. Cities, 

therefore, are at the edge of losing their authenticity by rapid expanding of globalised 

brand (Ohridska-Olson & Ivanov, 2010). Discourse regarding creative tourism was 

therefore born under this circumstance.   

Figure 4. Shift from Tangible to Intangible Tourism Resources  

(Richards & Wilson 2006a ). 
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2-7-2. Co-creation Tourism Experience 

   For many countries, tourism is a major income generator; and for many developed 

cities, tourism is an indicator to part of their quality of life. It is obvious that modern 

tourists are no longer satisfied with mere commercial and artificially staged 

performance. Consumers now not only seek more authentic experiences but also want to 

be involved and in control (Binkhorst, 2007). Culture has been viewed as an important 

element for a place to distinguish itself from others, but human beings are the most 

essential source to add value to tourism scenarios and input for tourism innovation.  As 

a result, it would be difficult to ignore the request of psychological needs such as 

inspiration, belonging to a group, value and meaning in general (Binkhorst & Den 

Dekker, 2009). It is proposed that a co-creation experience should be applied to tourism. 

A clear watershed should not be seen between supply and demand, tourist and host, 

tourism spaces and ‘other’ spaces. They further raised a few questions regarding co-

creation research agenda in tourism, and human beings play the central role; all the 

stakeholders in tourism should co-create meaningful tourism experiences to ensure the 

sustainability of its development.   

It is argued that we should view urban tourism along with wider social science 

agendas and urban tourism is an extremely important, worldwide form of tourism that 

has not received enough academic attention for the past 20 years. In a more recent study, 

Ashworth and Page (2011) illustrated the importance and significance of the study of 

urban tourism and addressed several paradoxes in urban tourism. One of the paradoxes 

regarding economic structure in the cities is that tourism can contribute to the economic 

benefit of the cities but the cities that depend mostly on tourism are likely to benefit the 

least. On the contrary, cities with a stable and multiple economic base gain the most 

from tourism but are the least dependent upon it, such as those world capital cities like 

Paris, London, and New York.  

2-7-3. Defining ‘Creative Tourism’ 

    Creative tourism has firstly emerged from a concept that is close to ‘crafts tourism,’ 

the creativity was developed in rural area rather than cities. Pearce and Butler (1993) 
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have mentioned a niche market that arts and crafts producers provide tourists with 

alternative experiences by being in part of the process of craft-making.  

Richards and Raymond (2000:18) first coined the term with following definition: 

‘Tourism which offers visitors the opportunity to develop their 

creative potential through active participation in courses and 

learning experiences which are characteristic of the holiday 

destination where they are undertaken. 

UNESCO Creative Cities Network (2006:3) also accepted the concept and 

redefined it: 

Creative tourism is travel directed toward an engaged and authentic 

experience, with participative learning in the arts, heritage, or 

special character of a place, and it provides a connection with those 

who reside in this place and create this living culture. 

Also, Creative Cities Network (2006) also states clearly that: 

‘Our main objective is to help creative tourists to find the proposals 

and destinations that better answer to their expectative in matter of 

creative atmosphere, authenticity, friendliness and infrastructure, 

independently of their demographic importance or international 

influence.’ 

To sum up, the term ‘creative tourism’ has been coined over a decade, considered 

as a sub-segment of cultural tourism based on the collaboration between tourists and 

residents to discover creativity and co-create participatory experiences. It has attracted 

much attention among academic researchers (e.g. Gemmiti, 2008a; Gordin & 

Matetskaya, 2012; Jelincic & Zuvela, 2012b; Lindroth, Ritalahti, & Soisalon-Soininen, 

2007; Maitland, 2010a; Marques, 2012b; Pfanner, 2011; Raymond, 2003; Richards, 

2012b; Richards & Ebooks Corporation.; Richards & Marques, 2012b; Richards & 

Wilson, 2007a; Rogerson, 2006; Wurzburger et al., 2010) and policy-makers in both 

regional and international level; such as Creative Tourism Austria, Creative Paris, 

Creative Tourism Galicia, Barcelona Turisme Creatiu, Destination LOUVRE-LENS, 
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ROMA, Biot Tourisme Créatif, Creative Tourism Thailand, Guatemala Ruta Textil 

Maya, Creative Tourism Ibiza, and Sant Felu de Guíxols. 

2-7-4. Creative Tourism and its Socio-cultural Role  

Tourism is considered both a cause and the effect of cultural globalisation (Evans, 

2009a). Culture and Tourism can both help to create images and provide a rationale for 

the aestheticisation of landscapes, as well as in shaping the environment to meet the 

needs of consumers (Richards & Wilson, 2007). Furthermore, Maitland (2010b) also 

illustrates the changing scenario in touristic destinations; visitors now desire to be more 

involved in the everyday life of local residents. The boundaries between tourists and 

local residents are now fading due to the rise of the experience economy. 

We can observe that sightseeing can no longer satisfy the need of visitors. They 

look for something more authentic and hope to be completely involved. For instance, 

food and beverage service used to be very important to provide great tourism 

experiences. Visitors waited to be served good food and drinks. However, now visitors 

want to be part of the producing process, such as designing their own wine bottle label, 

preparing their own paella, and making their own art craft as a souvenir (Drake, 2003; 

Maitland, 2010a; Sepe & Trapani, 2010).  

Tourism should be able to function as a bridge to connect the local creative talents 

and with creative people who travel, and have a possibility to stay long and work. Cities 

are the centre for relationships and connections between tourism and other sectors, for 

instance, the creative sector, culture sector, and private sector. The complexity of 

tourism’s role in a city can be interpreted as Jetter and Chen (2012, p. 10) described:  

 Specially the great metropolitan areas are the core of this renewed 

role of the cultural tourism, which is always more a mass 

phenomenon although constituted by specific elements, and are 

building a more complex relation with the creativity sector, a true 

instrument of revival for the cities’ identity image.’  

In terms of building a sense of community and shaping a common cultural identity, 

cultural celebration can be engendered by a historical occasion with high cultural 
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legitimacy, but a creative way of combining other strategies would help to generate a 

public and freely accessible social gathering involving a variety of traditional forms of 

performance and interactive events (Pappalepore, 2010). While cultural participation 

contributes to social development, personal impacts such as increased confidence, self-

esteem, enhanced skills and structural factors such as better living quality and pleasant 

social atmosphere should have been taken into account (Bayliss, 2004; Landry, 2000). 

A creative turn of aims to enhance the interaction among local residents, foreign visitors, 

and artistic performing groups through the interactive forms of cultural celebration, all 

stakeholders should be included through the socialisation of tourism.  
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3. RESEARCH METHODS 

       This study employs a qualitative case study approach to gain an in-depth 

understanding of creativity for tourism development in Barcelona and endeavour to 

examine whether or not Barcelona can be viewed as a ‘creative tourism’ destination. In 

keeping with a tradition in qualitative research, it aimed for thick descriptions of this 

single case with different layers, while also attempting to identify some general trends 

and significant patterns in this target city. Achieving this goal required triangulation of 

multiple approaches, data sources, and viewpoints. The study documented the academic 

research, official statements, and voices from the local forum including the tourism 

sector and creative sectors about the creativity and tourism development in an urban 

context over an extended period of time, revealing the multiple perspectives on the same 

destination from different stakeholders.  

    Given that this study aims at learning about the complexity of Barcelona’s creative 

tourism development in an urban context, it is based on a comprehensive understanding 

of several sectors involved in this particular city. We obtained knowledge through 

extensive description and analysis of relevant evidence related to the Barcelona tourism 

landscape as a whole and also in its urban context. Stake (1995) affirms the value of a 

case study is particularisation instead of generalisation. Many other scholars have also 

defined case studies as:  

‘…rich empirical descriptions of particular instances that are 

typically based on a variety of data sources.’ (Eisenhardt & 

Graebner, 2007) 

and 

‘…studies based upon evidence of a case in progress. This involves 

the gathering of evidence, its criticism, and its interpretation.’ 

(Stenhouse, 1978) 

and 
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‘…constructed, not found, as researchers make decisions about how 

to angle their vision on places overflowing with potentia l stories of 

human experience.’ (Dyson & Genishi, 2005, p. 2)    

    In the research design, we have applied the principle of relativity in identifying the 

best explanations including Barcelona’s creative spectacles, creative spaces, and 

Creative Tourism Network®  that contribution to the particular development of its 

program Creative Tourism Barcelona and the formation of the city as a potential 

creative tourism destination.   

Barone (2000) claims that case studies are particularly effective when research is 

dealing with complex phenomenon. This research paradigm can help to overlook 

complex issues within the creative tourism in the city of Barcelona and can reinforce 

what is already known through previous research. Based on successful urban planning 

history and numerous research journals about the city, it is implied that an 

interrelationship among culture, tourism, and urban regeneration has influenced the 

development of the city to a high degree.  

    Given that this study aims to detect the uniqueness and complexity of Barcelona’s 

creative tourism new-born theory and its application, an intrinsic case study is an ideal 

approach. Compton-Lilly (2013, p. 56) has further stressed the essence of an intrinsic 

case study as the following: 

‘Rather than exploring a general issue or problem, intrinsic case 

studies are chosen for their unique qualities and focus on what is 

interesting within a particular case. Useful and informative intrinsic 

case studies are in part contingent on the identification of 

compelling cases that highlight unique situations , challenges, or 

opportunities.’  

Case study emphasises detailed contextual analysis of events or conditions and 

their relationships. Yin (1984) has defined the case study research method as an 

empirical inquiry that examines a contemporary phenomenon within its real-life context. 

The case study method can be applied in the studies in many disciplines and is 

successful in addressing real-life situations, issues, and problems.     
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3-1.  RESEARCH DESIGN 

The primary objective of this study is to investigate Barcelona’s policies and 

practices in relation to creative tourism. It also identifies how an urban strategic plan 

can provide a map for individual agents and organisations to support the development of 

creative tourism in Barcelona. As for research design, at first, a theoretical framework is 

developed after the literature review and data analysis. This literature will be selected 

from various types of data to examine our target case, Barcelona, with multiple 

dimensions and different perspectives.  Secondly, in the process of gathering data, 

textual analysis will be adopted to analyse documentation, media resources, official 

reports, academic research articles, and Internet data. This is to seek the interpretation of 

the discourse existed in context. Finally, a discussion hopes to conclude all the issues 

and themes discovered in the study and make a future implication for further research 

and policy makers.  

From the policy analysis, we will firstly draw the background of the city of 

Barcelona. By looking into the historical review and analysis, we will outline the social 

context in different administrative agents. Secondly, we will examine the key evidences 

from Barcelona in terms of its urban policy for the discourse of impacts of urban 

renovation, relevant issues such as collective identity formation, image enhancement, 

revitalisation of city dynamics, attractiveness for outsiders, accumulation of social and 

cultural capitals, etc. Moreover, we will examine all the formats adopted by authority 

while utilizing culture in its urban planning, including event-led regeneration, iconic 

construction, creative and cultural quarters, public art implementation, and traditional 

cultural and religious celebration. The tourism development is also a key issue to 

illustrate the significance impact of urban regeneration, and vice versa.  

The core of the study is that the rise of creative class and the influx of creativity in 

Barcelona will be explored under the following three catogories- creative events, 

creative places, and creative tourism. Through documentation analysis, several issues 

will be addressed regarding the contradiction existed while facing spatial, economic, 

globalisation dilemmas to debate the existing cultural policy and their function played 
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in tourism business. Relavant data will be collected mainly from government reports, 

official websites, and organisation research report. Next, management and partnership 

in creative tourism and cultural policy of Barcelona will be discussed by analysing 

organisations’ websites and social media.  Lastly, we will consider creative tourism and 

its function to the city, if it can keep thriving Barcelona as a world top destination under 

such a difficult economic situation worldwide. The background is generated by 

detecting an academic research gap.  
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Describing

ClassifyingConnecting

3-2.  DATA ANALYSIS AND RESOURCES  

This research adopts qualitative analysis of documentary materials. Multiple 

sources of data applied in this study do not attempt to ensure the validity but ‘to 

minimise misrepresentation and misunderstanding’ (Stake, 1995, p. 109).  As Dey 

(1993, p. 49) has suggested: ‘the core of qualitative analysis lies in these related 

processes of describing phenomena, classifying it, and seeing how our concepts 

interconnect.’ In view with the essentials of this research, we will adopt these three 

steps to analyse our data. Context that we extract from major resource channels will be 

going through three major steps: description, classification, and interconnection.  

 

Figure 5. Qualitative Analysis as a Circular Process  

Source: Dey (1993)  

 

 

 

 

 

 

 

 

 

Give the purpose of this qualitative research method aims to find the meaning and 

creativity imbedding in the urban context. Firstly, we need to develop thorough and 

comprehensive descriptions of the phenomenon under study; Secondly, we will 

categorise and classify evidences from documentation under our adapted theoretical 

framework: development of creative tourism (Richards, 2012c, 2013b; Richards & 

Wilson, 2006a, 2006b; Richards & Wilson, 2007a) - creative spectacles, creative spaces, 

and creative tourism; lastly, we will identify substantive connections among different 

Qualitative Analysis 



 

68 

 

categories underlined by classification of the research. It is our aim to test the 

framework, proposed by Richards, Raymond, and Wilson, with valid evidences 

obtained through a wide range of channels.  
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3-3.  DATA COLLECTION  

    Given that this study aims to explore Barcelona as a creative tourism destination, 

the debate on creative tourism is relatively new compared to mass tourism or cultural 

tourism. This study explores Barcelona’s creative tourism policy and implementation in 

three domains (spectacles, spaces, and tourism) from multiple perspectives in order to 

probe into the depth of this phenomenon. In this case, data will be obtained from 

various sources and this will help to reduce opinions and perspectives from one single 

angle. The complexity of the case requires the use of multiple sources of data. Data is 

selected from such channels for they are the information distribution channels of the 

stakeholders of creative tourism in  Barcelona. Also, the voice from the local residents 

and tourists will also need to be collected from social media and online forums.  

    As Compton-Lilly (2013) suggests: ‘Time, space, people and activity are never 

static and case study researchers must be open to documenting change and 

inconsistency as well as the ways people’s interpretations of their worlds are 

contextualised within multiple spaces and reflect multiple discourses.’ Data for this 

research include documentation such as official reports, Barcelona official tourism 

websites, tourism policy, culture policy, academic research, and national press and 

internet forums regarding creative tourism. In the following, we will explore the 

channels where we collected our major data for this research.  According to the three 

main research targets, the following sections As shown in Figure 6., data and resources 

were gathered from the following channels: 

Figure 6. Data 

Collection Resources 
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A) Government Reports  

Official reports regarding tourism and cultural policy in Barcelona and 

Catalonia Region will be identified from the governmental annual reports and 

special edition on tourism development in the city. Official reports can reflect a 

planning vision from the administrative perspectives. Whether the analysing body is 

an event, a place, or a tourism activity, measurement and methods done by 

governmental organisations should be taken into account for its highest position in 

the hierarchical order of all the stakeholders.  

  

Reports and documents involved urban and tourism development strategies: 

- Barcelona’s cultural strategic plan 

- Annual reports of public and private organisations involved in the development 

of creative tourism industry, tourism industry, creative industry 

- Academic research on urban spaces, spectacles, and tourism policy and practices 

- Relevant web sites, community organisation documents and newspaper articles 

 

Data will be obtained from the following channels:  (In a hierarchical order)  

- Ajuntament de Barcelona ( Barcelona City Government) 

- Institut de Cultura de Barcelona ( Barcelona Culture Institute)  

- Turisme de Barcelona (Barcelona Tourism Board) 

- International Creative Tourism Network 

- Barcelona Turisme Creatiu (Barcelona Creative Tourism)   

 

B) Official Websites and Social Media 

Official websites enable visitors and investors to glimpse at the city.  

Governmental organisations and foundations publish official resource periodically, 

which also provide abundant research data.  Empirical data can be acquired from the 

following websites regarding event-holders and organisations which had been 

involved in the construction and planning of @22 district. Evidences of different 
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discussed themes in Barcelona city that will be applied to this study coming from 

the following websites: (in a hierarchical order) 

- Ajuntament de Barcelona 

- Turisme de Barcelona 

- 22@ Network 

- 22@ Barcelona  

- Turisme Creatiu Barcelona 

- International Creative Tourism Network 

 

C) Organisation Research and Report 

Barcelona official organisations have various publications in different 

languages providing professional research and educational use. Data regarding 

creative tourism, spaces, and spectacles will be accessed from annual reports and 

statistics. Networking is critical in the development of creativity and tourism, thus 

organisations from tourism to creative sector in local or supranational level all 

contribute to supply this study with plentiful lessons and evidences. Being the main 

stakeholders in Sónar Festival, @22 District, and Barcelona Turisme Creatiu, Data 

will be selected from the following organisations: 

 

- Turisme Creatiu Barcelona 

- Cities Institute 

- UNESCO Creative Cities 

- Creative Tourism Network®   

- United Nations World Tourism Organisation (UNWTO) 

- European Commission (KEA) 

 

D) Academic Research 

   The concept of the creative tourism is considered as a new trend in tourism form. 

This term has originally derived from the notion that Richards and Raymond (2000) 

coined in a report. It was generally considered as a new form of cultural tourism 

developed in a time of the ‘experience economy’. There are numerous research 
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regarding creative tourism, study results from various research articles will be 

widely applied in this research.  

 

E) National Press and Media Coverage 

    It is hard to ignore the significance of the role of media in tourism development 

in its urban context. Media coverage can help to shape identity for a place and 

function as an image enhancer. The following media is listed as the most influential 

media in Barcelona and Spain. Data will be also collected through the major news 

channels and print media in Barcelona and in Spain shown as following:  

- El País  

- El Mundo  

- ABC  

- La Vanguardia  

- El Periódico  

F) Internet Forums and Blogs 

  Creativity and creative tourism are relatively new in contrast to ‘culture discourse’ 

in cities. Therefore, it is also valuable to see how enterprises are cooperating with this 

notion. Online forums and blogs can reveal the authentic ideas of the local residents. 

Data from online forums, blogs, and social media such as Facebook page can reflect the 

real time opinion from both guests and hosts. Context and discourse on selected internet 

forums and blogs will also be taken into accounts while conducting this research.  Blogs 

are selected only via recommendation from official Facebook fanpage or Twitter 

account of the stakeholders. Some blogs entries are created under the national press or 

local press, such as abovementioned media channels, such as El País, El Mundo, ABC, 

La Vanguardia and El Periódico.  
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3-4.  VALIDITY AND RELIABILITY   

3-4-1. Construct Validity 

It is critical to examine if a case study design meets the criteria of presenting a 

series of logical statements. According to Yin (2009), trustworthiness, credibility, 

conformability and data dependability are the four essential concepts in the design of a 

case study. This study has adopted a case study, and it aims to form a relevant and 

measurable study. It can be done by adopting multiple data resources and cross-

examining data (Yin, 2011). Also, a chain of evidence needs to be constructed. It would 

be ideal if the providers of evidence could further verify the truthiness of evidence. This 

study has utilised a triangulation of data collection in order to fortify the chain of 

evidence to acquire a better result in construct validity.  

3-4-2. Internal Validity 

Internal validity is the credibility of the research result. The conceptual definition 

and operational definition need to be in accord.  However, internal validity can only be 

examined in a research design with cause-and-effect relationships. Due to its high 

degree of strong evidence of causality, it cannot be applied since research design tends 

to be descriptive and explorative to a research topic. Therefore, this study will not 

further address the verification of internal validity (Yin, 2009).  

3-4-3. External Validity 

External validity refers to the degree to which the results of a research can provide 

generalisation and be applied to other research settings. It requires much confidence to 

state whether a study result can be applicable to other subjects, or time and place. 

Regarding time and place in research, each research target (city) can be very different in 

geographical environment or historical context. This study has focused on creative 

tourism development in the city of Barcelona. The results might not necessarily be able 

to be generalised in cases in Taiwan.  However, in case study research design, selection 

of samples cannot represent the general population. A case study relies on the analytical 

induction of data instead of statistical induction (Yin, 1984). This study aims at 

discovering creativity in tourism in the city of Barcelona, by adopting the theoretical 
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framework developed by Richards (2013a, 2013b) and other research regarding creative 

places, creative events, creative festivals, and creative tourism. The empirical data 

collected from multiple channels and the results of analysis will reach maturation using 

the replication logic method and triangulation of data analysis.  

3-4-4. Reliability  

Reliability refers to the quality of being reliable and trustworthy. It is a measurement 

which indicates, with the same method, that repeated measurements generate the same 

results in other studies (Eisenhardt, 1989). The examination of reliability does not target 

replicating research results, but decreasing the bias and errors in research. According to 

Yin (2009), researchers need to keep detailed research notes and also create a research 

database in order to ensure the enhancement of the reliability of their research. This 

study is based on a thorough literature review, drawing data from multiple channels, and 

stays on the track of the same research procedure. Moreover, first data retrieved from 

online forum and blogs and secondary data acquired from official reports, policy reports, 

academic research, and governmental statistics have formed a large database for better 

result of reliability.  
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4. RESEARCH FINDINGS  

4-1.  CULTURAL POLICY FOR THE MAKING OF BARCELONA  

4-1-1. Strategic Cultural Planning in Barcelona  

As the second largest city in Spain, as well as being the capital city of Catalonia, 

Barcelona has a delicate discourse in its political situation. An autonomic region that 

seeks for worldwide recognition rather than representing itself as a subordinate cultural 

and political entity while facing Spanish central administration.  The identity of being a 

‘Catalan’ is also a critical factor that enhances local participation and networking 

(Poblenou d'Actualitat, 2014). Therefore, this helps to improve urban revitalisation and 

culture tourism in the city (Calavita & Ferrer, 2000). After the fall of Franco regime in 

1975, Barcelona’s strong Catalan cultural identity and desired freedom of self-

expression have led the city transform thoroughly. It has set ‘model’ for the world’s 

cities to follow; some may argue that ‘experiences’ could be more appropriate (Casellas, 

2003; El Periódico, 2014; Marshall, 1996; Mascarell, 2008). Regardless of this debate, 

Barcelona’s urban policy, tourism policy, and cultural policy do have shaped its 

attractive urban landscape and an image of a world top destination.  

The success of the 1992 Olympic Games left Barcelona with many iconic 

buildings, waterfront development, public space redesign, and cityscape transformation. 

According to the local media, many of the changes have turned Barcelona into a popular 

destination.  Barcelona viewed the end of the Games 1992 as a step into a new 

milestone in its urban policy and tourism planning (Smith, 2007). When the whole 

world was still remembering Barcelona for its renovated cityscape and glorious 

architecture from TV broadcasts of the Games, the government seized this opportunity 

and establish Turisme de Barcelona –a consortium which spearheaded tourism 

marketing in an international level (Turisme de Barcelona, 2012). Proliferation of 

literature discussing and debating the cultural, urban, and tourism policy of Barcelona 

was also initiated during that period (Barber & Eastaway, 2010; Casellas, 2003; 

González, 2011; Jauhiainen, 1995).  
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The interrelationship between culture and space is a socio-spatial phenomenon and 

can be empowered by culture-led urban regeneration (Gómez, 1998). Barcelona has 

better potential to undertake a series of urban regeneration itself for holding various 

cultural resources and heritages. The government of Barcelona has also adopted 

different approaches in urban regeneration, adapting the three most common approaches, 

which are event-led regeneration, cultural infrastructure, and cultural clustering and 

cultural and creative quarters (22@Barcelona, 2012; Ajutament de Barcelona, 2008; 

Turisme Pla 2015, 2008). In addition, the revitalisation of public spaces in Barcelona is 

commonly considered to be able to improve a small-scale community or neighbourhood 

identity and living quality (Puentes, 2011).  

    The Barcelona City Council has adapted a various way to regenerate its urban 

landscape and shape itself as a tourism destination (Ajutament de Barcelona, 2013a). 

Three major phases are commonly recognised among academic and policy research. 

The following table 5 indicates the role of culture in different phases of policy and 

governance.  

 

Table 5.  Phases of Urban Transformation in Barcelona since 1979                                      

Source: Degen and García (2012, p. 1025) and own elaboration  

 

 Role of Culture Governance Inclusivity/ Redistribution 

Phase 

1 

Foster democratic urban 

Catalan identity and 

civic pride 

Dialogue 

with citizens 

Provision of collective, 

public services such as 

schools 

Provision of new public 

spaces (democratisation of 

urban spaces) 

Provision of public housing 

Phase 

2 

Architectural expression 

and urban pride  

Marketing the city for 

the Olympic Games 

Promoting urban 

lifestyles 

Consensus Provision of civic centres and 

libraries  

Renovation of museums 

Renovation of cultural 

infrastructure 

Phase 

3 

Functional tool  

Support ‘knowledge 

economy’ and cultural 

Hegemonic; 

top-down 

organised 

Top-down organised festivals 

Promotion of 

‘interculturality’ 
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industries participation 

Phase 

4 

Creativity-led urban 

development and Culture 

and Creative Clusters 

 

Culture to 

Creativity 

Collaboratio

n 

Full participation of every 

stakeholder and involvement 

of community 

4-1-2. Approaches in Barcelona 

    Barcelona has a long urban development history dating back to the end of 18th 

century, when Europe entered the age of modernity. As the second largest city in Spain, 

Barcelona has also competed with other major European cities to hold mega-events, 

such as The 1888 Universal Exhibition and the 1929 International Exhibition; in the 

abovementioned events, some significant monuments and iconic infrastructures were 

built to exhibit the cultural and economic capital that Barcelona possessed at the time, 

e.g.  Arc de Triomf; Monument a Colom,  Plaça d’Espanya, Poble Espanyol, etc. These 

iconic buildings and monuments have later become popular tourist destinations (Subiros, 

1999). Later on, Barcelona governmental authority has adopted different way to 

revitalise different barrio (neighbourhood) and community. The initial step that the 

government has taken is to ensure the sustainability in communities by face-lifting the 

public spaces. Public spaces were revitalised to provide local residents a public and 

cultural space to socialise with others and build a collective identity, such as Parc de la 

Ciutadella and El Raval (Richards, 2013a). 

   While renewing facilities, some old iconic buildings and existing elements in the 

barrio would remain to remind local residents about their collective identity while 

reshaping and reimaging for a new vision. In the old town of the city, Plaza Real was 

once an old parking space in the 1960s; however, urban policy had transformed it with 

simple design and now Plaza Real has become the area that young people, artists, 

tourists gather (Rius Ulldemolins, 2014).  

Art and culture are used in the process of creating public spaces as catalysts for 

empowering the local community and for making the ‘qualitative transformation’ of the 

city (Blanco, 2009). The Department of Urban Planning in Barcelona indicated that if 

government firstly refurbished public areas, local residents in neighbourhoods would 

follow up and improve their own living quality. This unique way of urban policy 
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gradually forged the collective ideology of the city, transformed it to a better place to 

live in, and reshaped the image of the city. They prepared to wait for a moment to 

showcase their outcomes to the world- the Olympic Games in the coming of 1992.  

  

    The 1992 Olympic Games pinned Barcelona on the map of attractive global 

destinations. This mega-event of sports has been a perfect excuse, for city governors, to 

undertake an in-depth city transformation. Four marginal areas were successfully 

revitalised and opened for public use. Moreover, both residents and tourists reported 

they appreciate the waterfront development of the Olympic Village and the harbour 

(Port Vell) due to its extensive accessibility to the beaches  (Garcia-Ramón & Albet, 

2000).  The city marketing of Barcelona during the Games also enhanced the 

international profile of the city in addition to intensifying the identity in the minds of the 

residents.   For instance, in a governmental promotion on urban spaces, it has been 

illustrated that publicity campaigns and official strategies resulting a narcissistic 

relationship between Barcelona and its inhabitants. As Sánchez (2002) displayed a few 

examples as: 

‘…those launched by the City Council with the slogans ‘Barcelona 

ficat guapa’ (Barcelona, make yourself pretty), ‘Historia d’amor 

entre una ciutat i l’olipisme.’ (The love story of a city and the 

Olympics), or ‘Barcelona la passió, i tu’ (Barcelona, passion, and 

you), encouraging a persona and collective perception of the city as 

a seductress or an enticing object of desire. ’  

Furthermore, the social and economic capital that accumulated before the game 

resonated with the careful planning and created a new metropolitan Barcelona with 

coherence, credibility, and integration  (Minnaert, 2012). 

     After the Games, the city of Barcelona launched another event ‘the 2004 

Universal Forum of Cultures’ with the support of the UNESCO.  However, this event 

was considered, after a long-term observation, generating an unfavourable result (García, 

2004a). Later on, Barcelona opened to another concept of utilizing cultural clustering to 

redevelop an old town area ‘El Raval’ in a small-scale regeneration. Since the 



 

79 

 

government intervened in staging traditional festivals and organising religious 

celebrations, the sense of belonging and togetherness in those grass-roots activities 

could be maintained as a quintessential element to ensure the likelihood of success in 

cultural-led urban regeneration  (Battaglia & Tremblay, 2011b) 

 

Figure 7. Area Regeneration in the Games 1992.   

Source: Turisme de Barcelona (2012) 

 

  With the previous experience in the Olympic Games, Barcelona was ambitious 

enough to try to reach another peak to lead Barcelona from a post-industrial context to 

nowadays knowledge and information city (Garcia-Ramón & Albet, 2000).  A large real 

estate and infrastructure operation in the Poblenou area had often been criticised for a 

lack of clear definition and credibility in its mission statement and lack of concern for 

local needs (García 2004a). However, after receiving critical opinions and suggestions, 
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local authority started to remedy the loss by reusing the space for other purposes and 

making it more accessible and appreciated by city dwellers.   

    Combing cultural planning and tourism policy, Barcelona demonstrates a holistic 

approach to governance, partnership, and economic development. Its cultural events and 

infrastructure are important elements for the local economy, and themes such as 

creativity and innovation are often mobilised (Turisme Pla 2015, 2008). 

    Turisme de Barcelona was a consortium that aims to promote Barcelona tourism 

built after the successful Olympic Games in 1992. In the last two decades, it has 

successfully branded Barcelona as the world top destination (Turisme de Barcelona, 

2014). The economic impact of tourism has led Barcelona to experience a dramatic rise 

after the 1992 (Ajutament de Barcelona, 2013a). Turisme de Barcelona has contributed 

mostly to the success of branding Barcelona as top destination. Over the years, the 

deliberate planning and positioning is constantly changing according to the concurrent 

social change in its urban context. Table.6 displays the positioning and strategies 

adopted in Barcelona. More detailed discussion and debates on the strategic planning 

will be divided into three categories as: spectacles, spaces, and tourism in the following 

sections.  
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Table 6. Barcelona’s Long-Term City Positioning and Strategy 

Source: (Turisme de Barcelona, 2012, 2013d)  

Year Positioning Strategy 

1992 Olympic Games Mega-event regeneration at a whole city 

scale, image enhance 

1993 Creation of Turisme de 

Barcelona 

Coordinate and reorganise tourism 

resources 

1994 Long-term tourism development 

plan 1994-2003 

Long-term planning and development 

1994- 

2002 

Steady tourism development 

Sports events 

Tourism infrastructure 

development 

Segmentation of tourists and activities; 

improve city’s hardware by building 

infrastructure 

2002 International Gaudí Year Culture and arts; using art and culture to 

decorate the city 

2004 International Dalí Year Culture and arts; positioning Barcelona as a 

destination for art aficionado 

2004 Universal Forum of Cultures  New invented mega-event  

2005 International Gastronomic Year New segmentation of tourism: Catalan food 

and wine 

2005- 

2010 

Steady tourism growth, specific 

target markets, new products and 

positioning strategy 

Reorganise its new tourism resources for 

new trend in globalised context 

2010 New Tourism Strategic Plan: 

Tourism and the city 2010-2015 

Planning and new strategy with the focus on 

alternative tourism trend 

2011 Destination Barcelona Reshaping Barcelona’s image as multi-

faced destination 

2011 Barcelona World Mobile 

Congress 

Enhance Barcelona’s technology, 

innovation, and creativity 

2012 Biosphere Certification: 1st 

Biosphere World Class Destination 

Shape Barcelona as a sustainable destination 
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2013 Barcelona Convention Bureau 

Barcelona Culture& Leisure 

Commerce/ Barcelona Shopping 

Line 

Barcelona Gastronomy 

Barcelona Sports 

Barcelona Premium 

Barcelona Sustainable Tourism 

-Providing platforms and alliance for local 

small industries 

-Collaboration of SMEs 

-Barcelona meets all types of tourism and 

satisfies all types of tourists 

4-2.  BUILDING THE NETWORK FOR CREATIVE TOURISM IN 

BARCELONA  

4-2-1. 1993 Turisme de Barcelona 

In 1993, when Turisme de Barcelona was born, its main aims were to build a 

mechanism to promote the city’s tourism and become the top destination on the 

Mediterranean coast. For the past 20 years, due to its strategic planning, tourism has 

become one of the fastest-growing industries which has brought enormous social 

change and economic growth (Turisme de Barcelona, 2014). 

 Since establishment, Turisme de Barcelona has played a crucial role and achieved 

remarkably in the promotion of tourism. The Mayor of Barcelona in 1992, Pasqual 

Maragall i Mira, contributed to the reorganisation of tourism policy and also urban 

regeneration. The General Council of Turisme de Barcelona was chaired by the mayor 

of Barcelona and Executive Committee of Turisme de Barcelona consortium was led by 

the president of the Chamber of Commerce  (Ajutament de Barcelona, 2013a). 

Turisme de Barcelona receives resources and economic support from two 

participating institutions: the Municipal Council and the Chamber of Commerce. 

According to an official statement, the operational budget is not only reliant on 

contributions from the abovementioned organisations. 93% of the budget comes directly 

from the generation of its own resources by Turisme de Barcelona. The Municipal 

Council and the Chamber of Commerce altogether subsidise the rest 7% for the tourism 

projects and marketing (Turisme de Barcelona, 2013b). 
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4-2-2. 2004 UNESCO Creative Cities Network 

    In 2004, Following the guidelines of The UN Global Alliance for Cultural 

Diversity, UNESCO has initiated the Creative Cities Network program. It recognises 

the member cities as ‘creative hubs’ and ‘socio-cultural clusters.’ UNESCO defines 

Creative Cities Network as ‘a network for creative cities, working together towards a 

common mission for cultural diversity and sustainable urban development’ (Creative 

Cities Network, 2006). Cities of member states of the UN can bid for the title of 

‘creative city’ and apply to participate in the network. According to the Creative Cities 

Network (2008), member cities will be: 

    Promoting local collaboration for global impact, connecting cities’ 

efforts to needs on-the-ground, engaging local agents in 

international development, and creating new tourism opportunities.  

   According to abovementioned objectives from UNESCO Creative Cities Network, 

it is easy to see that the network is eager to develop new tourism opportunities in order 

to connect the global and local agents in various industries. Hence, the collaboration of 

tourism sector and local creative industries are promoted under this circumstances.  

Observing from its official website, the Creative Cities Network was developed in 

the Culture Sector of UNESCO and under the theme of ‘creativity.’(UNESCO) 

Candidate cities which endeavour to win the title of ‘Creative City’ can choose one of 

seven categories- City of Literature, City of Music, City of Design, City of Gastronomy, 

City of Cinema, City of Crafts and Folk Art, and City of Media Arts. All subthemes are 

related to the development of creative industries in bidding cities. Examined from these 

genres, it is implied that cities which collaborate with their creative industries are 

viewed as ‘creative cities’ from the UNESCO’s perspective (Creative Cities Network, 

2006). 

    This new trend displays how cities are eager to foster the creation of more 

innovative cultural assets than cultural heritage and museums. Most significantly is that 

UNESCO Creative Cities Network also endorses ‘creative tourism’, as it illustrated: 

 ‘… the Creative Cities Network is facilitating the formation of new 

links and innovations in a city’s cultural offerings, taking the 
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tourist’s experience to a new level of ‘creative tourism’ (Creative 

Cities Network, 2008)  

    Recognizing the importance of creative tourism endorsed by UNESCO program, it 

has spurred the development of creative tourism and this project has widen the influence 

on many other cities around the world, such literature, cinema, music, design, crafts and 

folk art, media arts and gastronomy. After the first creative tourism program launched in 

New Zealand, another world-leading creative tourism program emerged in Barcelona 

(Raymond, 2003).  

4-2-3. 2006 Barcelona Turisme Creatiu (Barcelona Creative Tourism) 

    Barcelona City Government (Ajuntament de Barcelona) seeks creative tourists who 

are not passive consumers but can be more involved in the place that they are visiting. 

Its objective is to stimulate the involvement of creative tourists can generate positive 

feedback for local artists or hosts. Barcelona Turisme Creatiu was founded with the 

support of Barcelona City Government.  

    It is a pioneer project of Fundació Societat i Cultura (Society and Cultural 

Foundation), known as FUSIC. With the support provided by Turisme de Barcelona, 

major consortium of tourism in the city, FUSIC has been promoting art and culture for 

Barcelona society for more than 30 years. The foundation holds rich human and cultural 

capital and is well imbedded in the city’s artistic life.  

    Originally, Barcelona Turisme Creatiu offers tailor-made tourism experiences for 

tourists willing to discover Barcelona creatively. However, judging from highly 

frequent key words ‘experiences’ and ‘culture’, this position is very close to what 

another official tourism organisation (Turisme de Barcelona) promotes. In later years, 

Barcelona Turisme Creatiu has diversified its ‘creative tourism initiatives’ (Turisme de 

Barcelona, 2012, 2013a, 2013c, 2013d). 

4-2-4. 2010 International Creative Tourism Network®  (2010) 

  The Creative Tourism Network®  is an international network which promotes the 

development of authentic and creative tourism experiences for cities which want to 

become a destination of creative tourism. This project was found in the year of 2010 
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under the guidance of the FUSIC Foundation, the same foundation created Barcelona 

Turisme Creatiu in 2006. Same group of experts and practitioners from Barcelona has 

initiated both national level- Barcelona Turisme Creatiu and international level – The 

Creative Tourism Network®  in order to network among potential creative tourists and 

cities which want to be creative tourism destinations.  The members of the network are 

including: Creative Tourism Austria, Creative Paris, Creative Tourism Galicia, 

Barcelona Turisme Creatiu, Destination LOUVRE-LENS, ROMA, Biot Tourisme 

Créatif, Creative Tourism Thailand, Guatemala Ruta Textil Maya, Creative Tourism 

Ibiza, Sant Felu de Guíxols…etc  (Creative Tourism Network, 2010). 

4-2-5. From Theory to Practice 

    It is difficult to avoid seeing the word ‘creativity’ in governmental reports 

nowadays (Creative Cities Network, 2006, 2008; Pyykkönen, 2012). With the growth of 

debates on the creative economy and knowledge networking in a globalised context, an 

emphasis on ‘creativity’ has become a focal point of urban and cultural policy. Creative 

‘gurus’ such as Richard Florida and Charles Landry have developed a set of indexes for 

creative cities and also a toolkit for other cities to adapt and follow certain steps to 

become the next rising creative star (Florida, 2002; Landry, 2002). UNESCO’s Creative 

Cities Network also states that the essential core value of the building of its network 

lays in the concept of ‘Creative Economy’ and ‘Creative Industries’ (Creative Cities 

Network, 2006). To this day, the definition of ‘creativity’ and even ‘creative industries’ 

remains very debatable in different countries.  

    In the last decade, indeed, we have seen many cities adapt several models from 

others and aim at attracting the ‘creative class’ to drive their economy and create a 

creative milieu. These ideas are now penetrating into tourism. Creativity is treated as the 

most important element for a better tourism experience in cities and also it is being 

considered as one potential solution to alleviate negative impacts such as 

commodification of cultures and serial reproduction elsewhere (Richards, 2009a, 2012a, 

2013c). 

    The overflow of ‘creative-related’ debates has permeated into cities, events, social 

classes, governance, planning, marketing, people, occupations, urban design, the 
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economy, CCI and tourism. It is easy to see many studies trying to demonstrate the 

interrelationship among all these fields. Supranational organisations such as UNESCO 

and the European Commission have also joined this trend and set their missions towards 

creativity, diversity, and innovation. For example, UNESCO has initiated the Creative 

Cities Network program according to the guidelines of UNESCO’s Global Alliance for 

Cultural Diversity in 2004. It has recognised its member cities as ‘creative hubs’ and 

‘socio-cultural clusters.’ The UNESCO Creative Cities Network has affirmed on its 

website that: 

‘…once a city is appointed to the Network, it can share experiences 

and create new opportunities with other cities on a global platform, 

notably for activities based on the notions of creative economy and 

creative tourism.’ 

   It is obvious to find that UNESCO Creative Cities Network is a key impetus for the 

making of Creative Tourism Network® . Since Richards and Raymond (2002) had 

coined the term ‘creative tourism’,  the first program was born under this concept in 

Creative Tourism New Zealand in 2003. The program promotes the Moai culture, 

traditional handicraft workshops, and art classes for potential tourists (Raymond, 2003). 

Linking the cultural assets of local creative sectors to the tourism industry, Creative 

Tourism New Zealand has tried to combine this new academic concept the theory into 

practice. After gaining international recognition from UNESCO’s Creative Cities 

Network in 2004, the network has expanded too many other cities and regions, such as 

Barcelona, Santa Fe, Paris, Portugal, Guatemala, Austria, Thailand, and Galícia 

(Wurzburger et al., 2010). 

    In Figure 8., historical timeline of the development of International Creative 

Tourism Network®  is illustrated. After the first creativity-led tourism project was 

launched in New Zealand, similar projects organised by UNESCO had also spurred the 

birth of Barcelona Turisme Creatiu in 2006, a program launched by the FUSIC Cultural 

Foundation, which is supported by the Barcelona City Council. After four years of 

promotion and implementation, the FUSIC Cultural Foundation gathered resources 

from its previous experience running Creative Tourism Network®  in Barcelona and 
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2004 Creative
Cities

Network(UNESC
O)

•▲The Creative Cities
Network was launched
by UNESCO in 2004
after the discussion in
the 170th Executive
Board.

•▲A network of creative
cities, working together
to ensure cultural
diversity and
sustainable urban
development

▲Global platform 
offered: notably for 
activities based on the 
notions of creative 
economy and creative 
tourism.

2006 Barcelona 
Turisme Creatiu

(FUSIC)

•▲Pioneer project 2006 
of a private cultural
foundation in
Barcelona :
FUSIC(Fundació 
Societat I Cultura) and
supported by the
Barcelona City
Government

•▲Offers- personalized 
information to tourists 
willing to discover 
Barcelona creatively

•▲Barcelona Creative 
Tourism international 
promotion, in order to 
make know Barcelona 
as a creative tourism 
destination 

2010 International 
Creative Tourism
Network (FUSIC)

•▲an initiative of the 
Fundació Societat 
ICultura  -
FUSIC(Barcelona) with 
ADC,EP (Paris) and
Osservatorio (Roma), 
with the support of 
Culture Program 2007-
2013 of the European 
Union.

▲ creative destination
members including
cities and regions of
Spain, France, UK,
Portugal, Thailand,
Guatemala, Austria

launched another program- the Creative Tourism Network® . The network, based on 

Barcelona, aims at connecting cities that want to position themselves as creative tourism 

destinations from around the world. This has reflected that the growing trend to sell 

intangible tourism resources such as image, identity, lifestyles, creativity and 

atmosphere instead of built heritage, musuems, beaches, and monuments to boost the 

growth of tourism industry. (Richards & Wilson, 2006b) 

 

 

 

Figure 8. Historical Timeline of Development of Creative Tourism Network®  

 

 

Instead of searching three individual examples from three different cities to examine 

the framework of creative tourism, the case of Barcelona has three typical examples to 

best illustrate the development of creative tourism. According to Richards (2012a, 

2012b, 2013a), the creative events and creative places can lay fundamental base for 
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Creative Events

1994: Sónar Festival 
Creative Places

2000: @22 Plan, 
Poblenou District

Creative Tourism

2006: Barcelona 
Turisme Creatiu

2010: International 
Creative Tourism 
Network

creative tourism to be well developed; however, events are easier to be staged than 

places. Creative tourism emphasised a proactive participation of tourists themsevles, 

this can be accelerated  by well-organised creative events and creative places. Although 

creative events, creative places, and creative tourism are being viewed as three 

individual catogories, Richards and Wilson (2006a) has argued that an intergration 

among the three classification could be studied as an embedding concept. Figure 9. has 

displayed the cases selected in this study.  

 

 

Figure 9. Selected Cases in the Development of Creative Tourism in Barcelona  
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4-3.  CREATIVE EVENTS IN BARCELONA  

4-3-1. Creative Events in Barcelona: Policy, Practices, and Implementation  

Creative Industries Approaches to Create Events  

The creative industries approach was largely been applied to a country scale in the 

UK, as the flagship programme in governmental policy, creative industries have come 

to the centre of discussion in an urban renaissance and socio-cultural development for 

many political entities, e.g. the new Labour in the UK in the 1990s and the Keating 

government’s Creative Nation Campaign in Australia (Creative Nation, 1994). 

Although such concepts are receiving great attention worldwide, there are still various 

debates on what genres should be categorised under the realm of creative industries. 

Furthermore, there is also argumentation about how these economic activities 

concerning the generation of knowledge and information should be named.  

In Europe, the term of ‘cultural industries’ is still widely preferred in most European 

countries (Hesmondhalgh, 2002). In addition, Howkins (2002, p. 88)  has claimed it to 

be ‘creative economy’ and included different categories, such as advertising, 

architecture, art, crafts, design, fashion, film, music, performing arts, publishing, R&D, 

software, toys and games, TV and radio, and video games.  Among these hot academic 

debates on the name itself, different countries try to avoid the confusion between the 

terms ‘creative industries’, ‘cultural industries’, ‘creative economy’, and ‘cultural and 

creative industries’ and adapt different definition to form their own cultural policy.  

The definition of creative industries offered by The Department of Culture, Media 

and Sports (DCMS) has been acknowledged by a majority of countries. According to 

DCMS, creative industries are defined as:  

‘those industries which have their origin in individual creativity, 

skill and talent and which have a potential for wealth and job 

creation through the generation and exploitation of intellectual 

property.’ (DCMS, 1999, p. 4)  
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 They are categorised as advertising, architecture, art, crafts, design, fashion, film, 

music, performing arts, publishing, software, toys and games, TV and radio and video 

games. Some argue that tourism can be also viewed as a creative industry  (Bagwell, 

2008). Barcelona is considered as a leading city applying ‘creative industries strategies’ 

(Richards 2013b), in line with other cities like Berlin and London (Foord, 2008). Many 

policymaking concerns on the ‘Barcelona Model’ on culture-led urban regeneration 

have now been transformed to another strategy, which is using creative industries 

strategies to upgrade the quality of life and economic generation (Puentes, 2011; 

Subiros, 1999). 

Barcelona’s strong identity is embedded in festivals and events to manifest its 

origins, a way to separate its position from other Spanish cities. A spectacle is a fast 

way to attract attention from visitors and tourists. Many cities are eagerly creating 

events and hope they can bring in more tourism income (Barcelona Turisme Creatiu, 

2012b; TheLocal.es, 2013). 

    As the leading tourism organisation in Barcelona, Turisme de Barcelona has 

developed many events with year-round activities and spectacles. From 2000-2004, the 

project of ‘Barcelona és cultura’ (Barcelona is culture) was considered a successful 

strategy in promoting Barcelona’s cultural resources and innovating tourism products. 

Different subthemes of Catalan culture were celebrated through the promotion of the 

city and its visitors altogether. The city has continued to adapt such themed events and 

spectacles to be attractive to visitors and promote image-building for the city itself. 

Followed by ‘the Food, Cooking and Gastronomy Year’ in 2005 to 2006, each year 

Barcelona promotes different themes that centre around the potential images of 

Barcelona- such as the Picasso Year, the Shopping Year, and the Gastronomy Year 

(Turisme de Barcelona, 2008). 

     In Barcelona, staging events in the city to create spectacles is a long tradition. The 

cities have many traditional festivals that dated back hundreds of years. For example, 

Fira de Santa Llúcia is an outdoor fair that dates back to 1786 which opens about 10 

days before Christmas in front of the main Cathedral in the Gothic area of the city. The 

fair gathers 300 stalls selling ornaments and handicrafts; this old tradition still remains 
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today. There is also a very special statue of a local peasant using his disposition to 

fertilise his land, known as caganer (crapper man), representing the past agricultural 

society in Catalonia (Associació Fira de Santa Llúcia, 2013). This small statue has been 

an iconic souvenir and enjoys great popularity from both local and international tourists.   

     However, the designation as Olympic hosting city in 1992 has altered the ecology 

of spectacles in Barcelona. During that period, many cities in the world are facing the 

decline of post-industrial brownfields within urbanity. Event-led regeneration was a 

common strategic way of face-lifting a city and solving other social problems. 

Barcelona’s urban planning and cultural policy was then synchronised in order to make 

new spectacles on old ground (Richards, 2007). Barcelona benefited from its long term 

planning. The urban landscape transformation and redesign of many public spaces were 

also celebrated with spectacles, for example, the waterfront development for the Games 

is now turned into the chic avenue with bars and nightclubs that attracts thousands of 

partygoers (Gdaniec, 2000). 

    Meanwhile, it is an easier way for tourists to feel the cultural vibrancy in events or 

festivals. Building spectacles have less location restraint, spectacles can be shaped 

within a more flexible timeframe.  Turisme de Barcelona has claimed that Barcelona is 

a city of great events. The city boosts a long tradition of long-term international position 

strategy (Turisme de Barcelona 2012). We can see a wide range of activities over a 

longer period of an event, such as Gastronomy Year in 2005 and in 2006. Barcelona 

promoted its 600 year culinary history and special Catalan dining culture, trying to 

impress the world that they have different food culture from the other regions of Spain.  

It is also easy to find other annual festival on a smaller scale, such as Festival del Grec, 

where art aficionados flock for spectacular shows from around the world, including 

dancing, music, circuses and theatre performances (Crespi‐Vallbona & Richards, 2007). 

Policy Evolution on Making Spectacles  

Staging spectacles through a cultural celebration, a cultural activity, an art 

exhibition, or even a mega-event can contribute to the diversity of tourism experiences. 

This concept could be linked to the performance turn of tourist gaze. In Barcelona, 
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visitors are seeking ‘experiences multi-sensuous nature of gazing as well as the complex 

social relations and fluid power geometries comprising performances of gazing’ (Urry 

& Larsen, 2011). That is to say, besides seeing the object, the smell of tasty Catalan 

traditional food, the taste of the cava sparkling wine, the manufacturing of one’s own 

souvenir, etc. Tourism can be more than just consuming places, but could be managed 

as an ‘emotional geography of sociability’  (Haldrup & Larsen, 2009, p. 27).   

 The social function of a creative event should closely relate to value that both 

host and guest communities regard as essential to their ideology such as identity, 

historical continuity, and the sense of a place (Felsenstein & Fleischer, 2003; Herrador, 

2013). Tourists participating in activities of an event or a festival could lead to the 

reinterpretation of a place. For instance, in Barcelona, events and festivals are both 

quintessential elements for the making of the city in different ways, from urban 

regeneration to tourism attraction, from social inclusion to economic benefit  

(Drewnicki, 2012b; Sónar.es, 2014; TheLocal.es, 2013). As illustrated in the following, 

Figure 10. provides a clear explanation on how Barcelona is adapting different 

strategies to form spectacles and how creativity plays as a catalyst highlighting creative 

tourism development.  

 

 

 

 

 

 

Figure 10 Evolution of Creating Spectacles in Barcelona 
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4-3-2. The Sónar Festival: Creative Events with Creative Industries Strategy  

Festivals within a Festival  

    Since 1994, International Festival of Advanced Music and New Media Art, known 

as Sónar, an avant-garde music festival has been held annually in Barcelona. Sónar is 

now going to hold its 21st festival on June, 2014 (Sónar.es, 2014). This creativity-led 

annual festival, in the year of 2013, has successfully attracted 121.000 visitors from 

more than 102 countries to the festival in the city centre of Barcelona. According to 

several online forums for festival-goers, it is commonly recognised as one of the biggest 

festival in the world regarding electronic music and pilgrimage destination for media 

and technology industries (Herrador, 2013; Oh-Barcelona.com, 2013; Top Barcelona 

Apartments, 2013).  

The biggest two parts of the festival are divided into Sónar by Day and Sónar by 

Night. Besides, some OFF-Sónar events are also appearing as the fringe festival in 

Edinburgh, or OFF Festival of Avignon (Coachella.com, 2013). They take place in 

different locations. Sónar by Day offers SónarVillage, SónarHall, SónarDome and 

SónarComplex 4 stages with different types of music and performance for attendees to 

choose from. One can enjoy up-to-date interactive exhibitions at the SónarHall or relax 

in Plaça de l’Univers, an open-air creative atmosphere at the SónarVillage (Bolaños, 

2011; EFE, 2012; Top Barcelona Apartments, 2013).  

While Sónar by Night offers another 4 stages: SónarClub, SónarLab, SónarPub, 

and SónarCar. Abundant activities such as dance performances, digital media shows, 

3D shows, and rave music are provided to audiences of all ages and all preferences. All 

night activities start from eight p.m. till the next morning, with efficient public 

transportation service provided at different locations and parties  (Bolaños, 2011). 

Different performances are located in different areas of the city, indicating that events 

can be used to provide activities to enliven and animate a city (Richards, 2013b). Beside, 

Off Sónar Festival or other following events can continue to meet the needs of visitors 

who are coming to Barcelona to enjoy the festival to the highest degree (Top Barcelona 

Apartments, 2013). 
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Figure 11. Transformation of Barcelona into a ‘Creative Destination’  

Source: http://www.barcelonaholidayapartments.co.uk/blog/festivals/Sónar-festival-2013 

 

 

 

 

 

 

 

 

 

 

 

Figure 12. 3D Shows and Creating Spectacles For Audiences 

Source: http://www.spin.com/blogs/kraftwerk-3d-headline-Sónar-20th-anniversary-barcelona/ 
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Figure 13. Festival-goers in Sónar by Night       

Source: http://www.apartmentbarcelona.com/blog/index.php/2013/05/23/Sónar-festival-2013/ 

Figure 14. Festival-goers in Sónar by Day 

Source: http://www.apartmentbarcelona.com/blog/index.php/2013/05/23/Sónar-festival-2013/ 
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During the festival, it not only showcases cutting-edge electronic and dance music 

and features the most up-to-date national and international artists, but also creates 

spectacle that enhance the visibility of cultural infrastructures like Museum of 

Contemporary Art (MACBA) and Centre of Contemporary Culture (CCCB) in the day 

time (Sónar.es, 2013). During the night, the outskirts of the city offer four major areas 

such as Fira Gran Via de L’Hospitalet for world famous DJs and music artists to vibrate 

the nightlife in Barcelona (Bolaños, 2011). According to its official website, Sónar is 

definitely more than creating a spectacle for partygoers. In Sónar by Day, the 

programme based at Palau de Congresos in Barcelona, coordinates a set of events, 

which leads to a goal of creating a meeting point for professionals from various creative 

industry sectors (artists, promoters, software/hardware developers, app makers, digital 

designers, hackers, and creative new media) (EFE, 2012). In the year of 2013, Sónar has 

created 19 shows in Sónar by Day, and 4 shows in Sónar by Night (Sónar.es, 2014). 

Sónar+D laboratory for creativity and technology, staging creative activities and 

digital musical shows for the exchange of ideas among experts of creative industries in 

both local and international level. According to its official website,  

‘Sónar+D represents the evolution of the festival’s professional and 

new media areas, which presents a series of activities based around 

the same central theme: making the relationship between creativity, 

technology, mobility, innovation and business more visible and 

accessible.’ (Sónar.es, 2014) 

 The Sónar+D lab hopes to develop its mobile capital and creative technology and to 

exchange ideas among companies from creative industries, in a local and an 

international scale. In 2013, the creative lab has attracted 2950 accredited professionals 

to be involved, from 57 countries and more than 1300 companies participated. 

Networking among experts in creative industries are the most critical, in Sónar+D, 216 

networking sessions and 11 workshops for the creative entrepreneurs to interact. 3325 

companies from creative sectors were invited from all around the world. Combing 

music festivals, Sónar was able to connect all the relevant industries and create an event 

for creativity to flow (Sónar.es, 2014). 
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Despite the growing debate on the definition of creative industries, the city of 

Barcelona has striven to be the thriving city for creative industries to nourish. The 

graffiti as ‘street art’ can be seen everywhere in the Raval zone (Battaglia & Tremblay, 

2011b). International tourists have flocked to the Sónar Festival and the Primavera 

Festival (EFE, 2012). Tourism activities related to creative industries are being highly 

promoted because of the growth of a network society and experience economy. Creative 

industries strategies are no longer being used only to alter the economic structure, but 

also to embed knowledge in social networks and tourism resources (Richards, 2012c, 

2013d). El País, the national newspaper with the largest circulation in Spain, has a 

series of reports on the growth of creativity in Barcelona’s cultural strategy from 2007 

(Agencias, 2006; Cucurella, 2005; Gabancho, 2011; Saile, 2013b, 2013c).  

Besides attracting electronic music lovers and festival-goers, Sónar has also 

developed a different project- SónarKids which targets the younger generation. 

SónarKids focuses on bringing parents and children together to experience together. 

Meanwhile, SónarKids aims at promoting a can-do-feeling for kids because it is 

believed that ‘the boys and girls at SónarKids will be doing it for themselves’. Local 

artists and professionals have designed suitable programmes to provide participants 

with a creative experience. For showcasing the creativity, SónarKids usually 

coordinates with local employees from creative industries. For instance, it provides 

various workshops organised by fashion designers, illustrators, multidisciplinary artists, 

accessories designers, beat boxers, and pop dancers (SónarKids, 2013). The location of 

these creative projects is inside the Barcelona Contemporary Art Museum (MACBA) 

and these creative events can also regulate spaces with creativity in order to turn it into 

so-called creative spaces (Richards 2012). From school kids to teenagers, SónarKids 

provides many alternative activities for different age groups to stimulate their creativity.  
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Figure 15. SónarKids Web Campaign 

Source: http://www.Sónarkids.com/en/festivales/barcelona-12-y-13-de-junio-2010/experiencias-

creativas/masterclass-baile-hip-hop_1 

 

Sónar on Tour- Branding for a Creative Event 

The Sónar Festival, under the lead of Enric Palau and Ricard Robles, has launched 

over 40 events and festivals since 2002 under the name of Sónar. In 2012, celebrating 

its 20th anniversary, the Sónar Festival is an example of a creative event that Barcelona 

city hosts annually on the13th, 14th, and 15th of June. 20 years ago, the initial status of 

the festival was being represented as proposing a marginal and alternative type of music 

performance (Sherburne, 2012). Rave music was not as popular as it is in the UK or in 

Germany. In Spain it was originally believed that using events to regenerate places such 

as brownfields or abandoned factories could be a good way to transform industrialised 

urban spaces. Sónar has exported its model to several countries, including the U.S., 

http://www.sonarkids.com/en/festivales/barcelona-12-y-13-de-junio-2010/experiencias-creativas/masterclass-baile-hip-hop_1
http://www.sonarkids.com/en/festivales/barcelona-12-y-13-de-junio-2010/experiencias-creativas/masterclass-baile-hip-hop_1
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Canada, Brazil, Japan, Germany, South Korea, Mexico, Switzerland, Portugal, United 

Kingdom and Argentina. Many event planners have now considered Sónar as a ‘brand’ 

to be exported to foreign cities in order to use creative industries strategies to regenerate 

urban places (Urbanfire, 2013). 

In 2011, the Sónar Festival itself created a great platform for hundreds of 

performers from over 20 countries (Bolaños, 2011). The festival has provided artists 

with great media exposure and also allowed people to freely exchange ideas. However, 

while the festival is being used as a marketing tool, the organiser would also have to 

consider the negative impact and its responsibility to local residents who are the owners 

of the space in which all the events take place (Creatividad y Turismo, 2012).  In the 

interview with Robles, the co-organiser of Sónar, Sherburne (2012) has raised a 

problem that creating a spectacle in a limited space can be a struggle even for an 

internationally-renowned festival brand like Sónar. With the growth of audiences each 

year, a fixed location can restrain and limit the size of the festival. However, Robles has 

responded that it is critical not to lose the ‘old spirit’ of the brand.  

The Barcelona International Festival of Advanced Music and New Media Art, also 

known as the Sónar Festival, is a great example of coordinating ‘creative industries 

strategy’ in cities and ‘creative events’ as a form of creativity in tourism. There are 

hundreds of events and festivals held in Barcelona each year (Oh-Barcelona.com, 2013). 

Sónar enjoys the most renowned fame for its dance music and electronica type of music, 

it began in 1994 as a ‘hobnobbing opportunity for the music industry’ and now has 

turned to an iconic event in the world of electronica music and multi-media festival 

(Lonely Planet, 2013). Tens of thousands music fans have flocked to the city and 

transform the city into a creative milieu. The spectacle that the festival creates can not 

only attract ordinary music aficionados, but also promote the international exchange 

opportunities among musicians, DJs, dancers, performers, designers, and other creative 

minds (Tourist Guide Barcelona, 2014).  

The festival has planned to target at different participants, therefore, both Sónar by 

Day and Sónar by Night event are crowded with audiences from all over the world. 

From the figures, Sónar in Barcelona has reached to more than 1.2 million visitors, 50 
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% of them are foreign visitors, With over 7000 artists, groups and soloists, DJs and 

artists from around the world, Sónar is a platform for music and art industries to flourish, 

a network to accumulate socio-cultural capital between Barcelona creative industries 

and world creative industries. The job creation for the city can also help to alternate the 

economic structure of the society (Urbanfire, 2013).  

To resonate the concept of events functioning as ‘brands’, Quinn (2010) believes 

that festival can also be viewed as a creative tourism destination itself. In this case, 

Sónar portrays the new picture of ‘prosumption’ which was raised by Richards and 

Wilson (2007b) and also it meets the following criteria and can be interpreted as a 

prototype of creative spectacle, the first form in creative tourism development. They are: 

‘… based on the consumption of creative media; … based on the 

creative input of the consumers themselves; … traditional forms of 

tourism consumed or produced in a more creative way.’ (Richards 

and Wilson 2007b, P16)     

Probing into the Sónar Festival, it is not hard to find that the creative media is 

being widely used in the events, whether in Rave 3D Shows or in interactive art 

exhibitions in MACBA. (Sherburne, 2012) SónarKids offers children and their parents 

to enjoy the collective experiencing moment and co-create the input creatively. All in all, 

as a festival tourism form, Sónar is produced and consumed in a more creative way 

(EFE, 2012). As Richards (2013b:10) suggests,   

‘….cities can develop events as a creative force, ….some major 

creative festivals such as the Edinburgh Festival, London Festival 

Week, the Sundance Festival or the Cannes Film Festival, are 

capable of configuring their own environments, bringing together 

actors to discuss and shape the creative fields they operate in.’ 

 The city of Barcelona, not only enjoys the tourism and economic benefits 

brought by the Sónar Festival, it also brings actors (i.e. performances, employees in 

creative industries, artists, creative tourists and local creative class) altogether and 

rejuvenates the field with more creativity (Coachella.com, 2013). Sónar demonstrates a 

good example of applying creative industries strategies in the making of a ‘creative 
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event’ and a destination of ‘creative tourism’ (Sónar.es, 2013). In addition, with 20 

years of experience, Sónar Festival has been established as an international brand. It has 

built a network of the media and music industries among different cities. In Sónar 2014, 

this creative event goes on tour from Europe, to America, to Africa, and finally to Asia 

(Sónar.es, 2014).  

To sum up, the creative elements in a creative event such as Sónar festival can be 

viewed from ubovementioned features. The festival itself is hosting several festivals 

within the main one, and Sónar+D lab is showcasing the collaboraion among local and 

international creative industries; meanwhile,  Sónar On Tour has been creating a brand 

for this event, and Sónar Kids is providing younger generation opportunities to be in 

touch with creative minds.  

 

Figure 16.  Sónar on Tour 2014 

Source: http://Sónar.es/en/2013/ 
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4-4.  CREATIVE PLACES IN BARCELONA 

4-4-1. Creative Places in Barcelona: Policy, Practices, and Implementation  

A Lived Place? 

Being one of the most often-cited cities regarding urban planning, Barcelona has 

established a ‘model’ in using culture in urban regeneration.  Smith (2006) has pointed 

out that Barcelona has set an example to build new places based on the previous 

Olympic fields. However, consumers are becoming more demanding so only places 

with creativity and innovation can keep (re)branding a place to thrive. Creativity 

embedded in cities is studied widely, from the whole city scale to creative clusters even 

to a small venue such as a rebuilt art factories in Barcelona or ruined bar in Budapest 

(Evans, 2006, 2009b; Richards, 2013b).  Richards and Wilson (2007b) has defined 

creative spaces as: “Creative enclaves populated by cultural creative to attract visitors 

(often informally at first) due to the vibrant atmosphere that such areas often exude”.  

The DUMBO (Down Under Manhattan Bridge Overpass) in Brooklyn is an example of 

creative spaces. As a post industrialised area, DUMBO has used arts and culture to 

change its original look. It now has its DUMBO Arts Centre and DUMBO Art under the 

Bridge Festival. Holding the highest concentration of technology firms in New York 

City, BUMBO also creates a model for waterfront development. Combing its industrial 

heritage, creative industries are supporting to build the economy of the area. It also 

exemplifies the effect that R&D and enterprise clusters to facilitate creativity for the 

place  (Evans, 2006).  

Besides showcasing the importance of creative industries and creative clusters, 

creative places in tourism discourse are often being discussed with the creative cities 

strategy in an urban context (Landry, 2010). In later years, Richards (2012c, 2013a, 

2013b) has evolved his conceptual framework regarding the development of creative 

tourism. The second phase ‘creative spaces’ can be used interchangeably with the term 

‘creative places’ now. The examples of creative places are growing in several aspects. 

For example, places that are cool and attractive to foreign students or tourists who are 

on a gap year, places where guests can live like a local or have many opportunities to 
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meet with the locals. By adopting Soja’s Thirdspace, Richards and Wilson (2006a, 

2007c) have had a relatively vague definition regarding creative spaces: 

‘…spaces that are multifunctional and that can be flexible for any 

particular narrative-and spaces where representations of just about 

anything can flourish’. (2006b:1218) 

Viewing the illustration of Richards and Wilson (2006b) on the concept of creative 

spaces, we can find that creative spaces are arguable manifestations of ‘thirdspace’ in 

Soja (1996) account on the trialetics of spatiality. In their explanation: 

‘… it is beyond the ‘spatial practical’ (perceived space, or firstspace) 

and the ‘representations of space’ (conceived space, or secondspace) 

that lie the ‘spaces of representation’, at the point where perceived 

and conceived spaces become lived space, or ‘thirdspace.’’ 

(Richards and Wilson 2006b:1217)  

That is to say, creation of spaces where material and mental spaces are no longer 

confined to the traditional dualism. In Barcelona, the embodiment of such creative 

places is growing rapidly. From creative clusters to creative districts which focus on 

creative production and consumption, from ethnic communities to creative hotspots 

such as bars and clubs (Richards 2013b). These spaces provide different needs for both 

tourists and visitors. They can be modified and are mobile within the city. Creativity 

can flow around in such spaces providing the city the nutrition to flourish.  

Embedding Creative Places in Barcelona 

        Barcelona was interpreted as spaces of design, spaces of renovation, and spaces of 

people (Marshall, 2004). Hundreds of plazas are scattered around the city. It is not hard 

to find that creative spaces have significant meaning and power for local residents. 

Meanwhile, many Erasmus students enjoy hanging out with friends in open-air spaces 

like plazas in shopping areas or big avenues, e.g. Plaza de Catalonia and Las Ramblas  

(Richards & Wilson 2006b). For urban tourists, central public space is where the major 

impression of the city is generated and residents are able to read the city’s image. Also, 

according to surveys of tourists of Barcelona, 58% of tourists considered the city as a 
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creative city. Interviewees further pointed out that they considered CCCB and the Raval 

area to be ‘creative spaces’ (Richards, 2004; Richards & Wilson, 2007a).  

    According to Richards (2013b), temporary city and pop-up phenomenon are new 

discussions in urban spaces, this can be referred as the ‘thirdspace’ which transform 

space into an event. In Barcelona, many places are therefore ‘creative’. The Barcelona 

City Council promotes public spectacles by advertising a new aestheticized image of the 

city. Marketing in Barcelona’s mega-events have often been linked with the 

establishment of a new infrastructure and redevelopment in a run-down area (Richards, 

2007). 

    As Evans (2007) has stated, a creative place needs to be cosmopolitan.   Barcelona 

official strategies are developing a close and intimate relationship with the city. 

Campaigns want to make residents can feel they belong to their beloved city by 

stimulating the collective ideology. As local hosts, welcoming tourists with passion is 

what makes Barcelona unique. Also, the city can certainly emancipate the feeling that 

tourists get to live like locals. The cosmopolitan Barcelona is home to many foreign 

dwellers and this has led to the cosmopolitanism in the city. Resonant arguments can 

also be found in the book of  Kageyama (2011) where he emphasises the mutual love 

affair between people and their city. He humanises cities as personae and believes that 

people need to love their city like they love their significant others. The emotional 

engagement of citizens to their city can reflect on how the city is presenting itself to the 

world. All the strong dedication and commitment of city residents can help contribute to 

the creation of ‘live-like-a-local-feeling ’, directly or indirectly. The live-like-a-local-

feeling is also an advantage to build a creative place, according to Richards (2013b).  

   In Barcelona, architecture has always been a major factor that attracts tourism and 

also an essential image for the city. For this study, many local residents have reported 

that they are very proud of having overwhelming architecture as a world heritage. For 

tourists, a current report of  (Turisme de Barcelona, 2013c), architecture tops the list of 

the most highly appreciated features in the city with a score of 9.09 out of 10. Through 

tourism consumption on the valuable heritage regarding architecture and design, 

knowledge can be exchanged and cultural capital can be well played and accumulated. 
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Creative tourists are pursing the ‘work-leisure mix’ pattern in tourism experiences. 

Meanwhile, clustering can provide creative industries a better network to freely share 

and exchange resources and ideas. As Richards (2012a, p5) articulated: 

‘Creativity and the creative industries are therefore embedded in 

particular social networks and therefore in specific places. This 

explains on the one hand why they formation of specific physical 

clusters become so important in the creative industries’  

     Barcelona’s urban planning has successfully transformed the city and successfully 

publicise for image of the city. However, a human’s need for a city does not fully rely 

on the beauty of its monuments and buildings but also on the city’s ability to make 

every inhabitant’s need to be satisfied and make everyone can be included in.  

In addition, playfulness is essential for human beings.  People like to play with 

their partners and the act of playing can enhance intimacy. In Barcelona, many places 

are designed as ‘playground for its residents and visitors’. Not only showcasing the 

original Gaudí work piece, but cheerful and colourful Guadí’s style of architectural 

ornaments can be spotted everywhere in the city (Pla Estategic Metropolita de 

Barcelona, 2005). Tourists like to gaze upon or rest on Gaudí’s fairy-tale style of 

pedestrian benches. It is also understood in the city that local residents should have an 

intimate relationship with Barcelona. Creativity is essential to design a space with buzz 

and invite people to interact with the space. One can find Barcelona indeed is a 

picturesque place, but the playfulness is what keeps the city alive and attractive to its 

visitors (Ajutament de Barcelona, 2013a). As Evans (2007) has indicated, one of the 

elements for a place to be creative is showcasing the design in a city. 

    While applying culture in creating spaces, many scholars have carefully discussed 

and examined multi-dimensional impacts and some of them are interrelated. Therefore, 

issues regarding social regeneration, social inclusion and cohesion have been taken into 

consideration while planning for neighbourhood renewal. A creative space could 

promote well-being, identity, and accumulation of social capital; furthermore it helps to 

ensure the governance as well as localism through promoting active citizenship. The 

case in El Raval provides a good example to multiply use different strategies in one 
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place, this can enhance the favourably of the space and satisfy the needs of both hosts 

and guests in the area (Battaglia & Tremblay, 2011b). 

However, creative spaces need to be used by creative industries and tourists. 

Unavoidably, such spaces would, to a certain degree, perhaps differentiate themselves 

from other spaces and be problematic in creating conflicts among users; however, it 

could also foster local cultural autonomy and pride. Creative spaces should avoid 

becoming enclavic spaces for so-called creative class or tourists (Campbell, 2010). 

Creativity should be freely born, shared, and negotiated in such spaces. Creative spaces 

in Barcelona have to constantly negotiate and form a simultaneous status quo for new 

ideas, new talents and creativity to flourish.    

Government Approaches in Creating Places 

    Many images of Barcelona come from its colourful urban landscape and the artistic 

and cheerful buzz in spaces. The following Table 9. tries to showcase the approaches for 

creating spaces in Barcelona from event-led regeneration to cultural infrastructure, from 

iconic buildings to culture in space-making. The authorities have adapted these first 

three to implement in various places in Barcelona (22@Barcelona, 2012; Ajutament de 

Barcelona, 2008, 2013b; Barcelona Institute of Culture). Subsequently, in the following 

figure, alternative approaches appeared later to build ‘creative spaces’ as shown in the 

second part of the Table 7., such as clustering and spectacle-led regeneration.  
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Table 7. Approaches of Creation of Spaces in Barcelona  

Approaches Practices in Barcelona Space Created 

 Cultural 

Infrastructure 

 Iconic 

architecture 

 

-Prestigious Catalan and Spanish architects  

-Design infrastructure for multiple functions 

 CCCB-MACBA 

Complex 

 Camp Nou 

 Maremagnum   

 Art and culture 

for space-

making 

-Elaborate design of modernisme style 

-Street art and public decoration with 

creativity 

 Public spaces with 

design 

 Major avenues and 

Gothic downtown 

 Cultural 

Clustering, 

 Cultural and 

Creative 

Quarters 

 

Small-scale Festival in clusters  

Creative arts programming 

 

 Major plazas for 

tourism 

 El Raval  

 @22 Poblenou District 

 Arts Factory 

 Spectacle-led 

regeneration for 

creative spaces 

SÓ NAR Festival 

Primavera Sound Festival 

La Mercè, Grec Festival 

Sant Joan 

 Venue for 

representation of 

lifestyle : Workshops, 

studios, cafés and bars 

    

 During the peak of the industrial revolution in Europe, Barcelona had many districts 

devoted to industrial production and was home to a large number of immigrant workers 

and was known as ‘Spain’s Manchester’. After the decline of industrialism in Barcelona 

after the war, the rise in unemployment rate had generated other social issues in the city. 

Among others, the Ravel district became the hotbed for criminal activities such as drugs, 

robbery, and prostitution. El Raval was famous in Europe as a red-light district. El 

Raval, located in the centre of the city, represented poverty, working class, rebellion and 

sexuality (Battaglia & Tremblay, 2011b). 

    The Government in Barcelona had to find a different strategy to regenerate this 

place and alleviate social issues such as drugs and prostitutions. It was also critical to 

reshape its dark image left from the post-industrial trauma. The establishment of 

cultural infrastructure like museums and galleries can enhance the artistic appreciation 

of neighbouring areas and reorganise spaces for citizens for a better quality of life. For 

example, MACBA (Museu d’Art Contemporani de Barcelona) and CCCB (Centre de 
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Cultura Contemporània de Barcelona) and other concert halls have provided working 

opportunities and spaces for the community. Criminality has now decreased and the 

favourability of the place has dramatically increased. The Ravel district now highlights 

its excitement and tempting cafes, restaurants and bars. Its vibrancy can be reflected in 

its historical, authentic, and controversial character. After the establish of cultural 

infrastructure and iconic buildings, this area is known as the touristic centre in 

Barcelona, right next to the most symbolic destination- Las Ramblas avenue (ACRE, 

2010; Balibrea, 2007). 

    Besides applying the event-led and the infrastructure-led approaches, Barcelona 

has also adopted a third way, as we categorise a ‘cultural clustering’ strategy (Russo & 

Van der Borg, 2008). The design of this model can be utilised ideally by an old town 

area due to its lack of large spaces for an extensive construction program. Meanwhile, 

the collective identity of local residents towards their community could hardly be 

altered and also the authenticity of the replacement of old space would be questions. In 

another scenario, this model could alternatively be implemented in a suburban area 

which has many factories or old housing. According to a report by the International 

Congress and Convention Association (ICCA), the proliferation of creative clusters in 

Barcelona has promoted the city as the number three global destination for meetings and 

conventions, after Vienna and Paris. Spain also ranked the 3rd in worldwide rankings 

among other countries, after U.S.A and Germany (International Meetings Review, 

2013). 

    With social and culture intervention, this regeneration method has aimed mostly at 

attracting the creative class and the creative tourists. For instance, El Raval, is 

recognised as the best illustration for a successful tourism destination rejuvenated from 

area regeneration. El Raval has not only adapted this strategy to build its cultural 

infrastructure, but also many “bohemian-like” cafes are these for youngsters to gather. 

Crowded with touristic shops and bars in narrow alleys, “Ravalejar” has become a 

newly coined term to describe the wandering and spending time around El Raval. This 

manifests a lifestyle brand for both local and foreign young people; it also reflects that 

this “third way” can contribute to the clustering of bohemian artists and tourists 

(Battaglia & Tremblay, 2011b). 
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    In addition, festivals, fairs, and folkloric celebration all help to create an enclave to 

bring people together, fostering collective ideology, enhancing social and the cultural 

capital of the city, and attracting tourists and media attention (Quinn, 2005, 2006). 

Apart from staging mega-events or establishing new infrastructures, small-scale 

festivals and celebrations have widely been staging in the city. Even though they could 

also be criticised because many of these festivals are one-off events; however, these 

alternative formats can attract a lot of attention during a short period and also enlist 

Barcelona into a vivid, eventful city (Richards & Palmer, 2010). 

The Bohemian Vibe 

The accessibility of a place can also define it as a creative place. Accessibility is 

not confined to the geography but is an emotional and psychological factor. More and 

more people do not travel in a group. Instead, they choose to enjoy backpacking 

traveling patterns or to become a ‘temporary resident’ (Richards, 2012b; Richards, 

2012c). Many cities are promoting themselves as ‘a city to work in’, ‘a city to have fun’, 

and ‘a city to live in’ to attract potential tourists and hopefully the creative ones can 

become potential immigrants. Places are now designed and marketed as ‘where you can 

live like a local’. More and more tourists choose to rent an apartment for two weeks in 

‘creative suburbia’ such as Sitges in Catalonia, close to the city of Barcelona. On the 

contrary, people no longer find a ’10 cities in 7 days tour’ attractive. Creative places for 

tourism need to provide visitors with the chances to ‘live like a local’. In Barcelona, a 

company called ‘Trip4Real’ is a successful example for building a network for creative 

tourists to work with local creative industries (Trip4real.com, 2014). Meanwhile, 

tourists can choose to shop with the local chef in a traditional Catalan market and enjoy 

self-cooked dishes, they also can find a temporary dancing partner to have Rumba class 

in a local dance studio. These places can be interpreted as the ‘creative hotspots’ which 

create the creative milieu for tourists, as a result, turning themselves into the creative 

places for both city guests and hosts. 

Creative ‘hotspots’ such as bars and clubs with strong a character also can be 

considered as a type of creative places. In a special bar like El Bosc de les Fades in Las 

Ramblas, Barcelona, tourists wait in a queue to consume the creative experience 
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(thundering and raining) inside a bar rather than regular beverage consumption 

(Barcelona Blog, 2012). ‘Having the best bars in the world’ nowadays has become an 

alternative way to advertise a city. In Budapest, ruined bars are quoting the remarks of 

‘the best bars in town’ by Lonely Planet to attract many young students and 

backpackers.  According to Richards (2013b), creative places are linked to creative 

production of experiences. Popular pubs, bar, clubs, and cafes are now being considered 

creative places. Florida (2002) also noted that these creative hubs can be very attractive 

to the creative class- the New Bohemians. However, this creative hotspot strategy tends 

to focus more on creative experience consumption than creative production (Richards, 

2012c).  
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4-4-2. The @22 Plan and Creative Clusters in Poblenou  

The Economic Rationales of @22: The 5 Clusters 

Poblenou is located in the eastern side of Barcelona. After Ensanche’s Plan in 

1859, this area enjoyed its fame for being the ‘Catalan Manchester’. The intensive 

factories and industrial facilities had fallen into the ‘obsolescence and degradation’ from 

1960 to 1990. Based on the opening of the waterfront in the city from 1986 to 1992 and 

the opening of Diagonal Avenue from 1996 to 1999, Barcelona has raised a debate 

regarding the future of these industrial heritages. According to an official statement, 

Barcelona wanted to use the power of the knowledge economy to rejuvenate the district 

and also to renovate the hardware and software (22@Barcelona, 2006).  

Three steps of the plan were focused on not only the physical environment such as 

town planning, buildings and infrastructure, but also at the corporate environment such 

as projects and personal environment such as relationships with the space. The concept 

was to inject the idea of ‘green’ and ‘smart’ into the area. Furthermore, while the plan 

was focused on the upgrade of the infrastructure and public spaces, it has also preserved 

an industrial heritage (22@Barcelona, 2006). Chimneys remained as an emblem of the 

glorious past of industrial era, while factories were refurbished with modernism and 

edgy design for artists and performers to use as an art factory or a creative stage to 

interact with audiences. Green spaces, bio-medical, hi-tech, and energy SMEs were 

introduced into the district as clusters. Clustering of these industries in a concentration 

of interconnected businesses, associated institutes and suppliers can increase the 

productivity and these firms can cooperate and compete with other clusters. Before the 

implementation of @22 Barcelona, the government was viewing the example of high-

tech clusters such as Silicon Valley, agglomerating high-tech firms with universities and 

research centres to generate a knowledge economy (@22Network, 2012). 

As Evans (2006) suggests, a creative quarter has three rationale regarding its 

economic, social, and cultural aspects. He went on to illustrate that its economic aspects 

of a creative space need to boost city-regional economic development and knowledge 

economy, creative production and innovation effects can spill over to attract creative 
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tourism. @22 has been an official project in the Poblenou area since 2000 and it aims to 

transform a brownfield after the industrial decline. With city-scale planning and 

governance, the @22 area is now home to several creative clusters of Information and 

Computer Technology (ICT), Media, Bio-Medical, Energy, and Design (22@Barcelona 

2006). However, before the project, the neighbourhood was once post-industrialised 

brownfields with abandoned carpenter and craft factories. A blogger in Barcelona 

reported : 

‘I remember when I was in Barcelona for the first time in August 

1997, that the district to a large extent looked abandoned. There 

were some highlights, wonderful small restaurants and bars close to 

the sea, but in general it was an industrial wasteland. ’ (Eriksson, 

2012)  

The Metropolitan Master Plan for the refurbishment of the industrial areas of 

Poblenou, known as the @22 Plan, was decided by the Barcelona City Mayor at the 

time -Joan Clos. The project was able to gain the agreement and consensus from all the 

political parties, and that is one reason that this large scale plan could be implemented 

smoothly (22@Barcelona, 2006). Holding the agreement for this project is critical 

because the legitimacy of government can be ensured and concordance among other 

stakeholders can be reached (Richards and Palmer 2010). To sum up, examining the 

economic aspect in the model for a creative industry quarter raised by Evans (2006), 

@22 Plan is a city-region economic development that aims to generate the knowledge 

economy for creation of innovation spill overs and production chains.   

According to Montgomery (2003), creative quarters are usually built from large 

tracks of public space, a variety of building stock, permeability of neighbourhoods, and 

active frontiers. To exemplify, Poblenou provided near 200 hectares of industrial 

housing and factories with many public spaces. Moreover, Poblenou was not a highly 

populated area, and the territory contains 115 city blocks. This has given the designer 

and organisers more space to renovate. 69% of the territory was rearranged and 

approximately 1500 firms and institutions have been established after the project 

(22@Barcelona, 2006). 
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Five clusters in the @Barcelona plan, Barcelona Media Park (Media), Network of 

R+D Centres (ICT), Interuniversity Campus of Besos (Energy), Medical Technologies 

(MedTech), and Design Cluster (Design), have replaced the abandoned housing and 

factories in the industrial wasteland. Clusters are being led by different agents such as 

Centre d’Innovacio @Barcelona Media, Barcelona Digital Centre Tecnologic, 

Barcelona Innovacio Tecnologica, BioRegio de Catalunya, and Barcelona Centre de 

Disseny. Most leading agents are subsectors of governmental organisations. They are 

responsible for assistance in the development of firms of a smaller size. Meanwhile, 

research centres and universities are cooperating with the planning, organisation, and 

evaluation of various projects. Within the area of Poblenou, 10 universities are situated 

in the regenerated area, providing a research environment and accommodation for 

25,000 students (22@Barcelona, 2006). This can be reflected in the theoretical concept 

raised by Florida (2002) regarding the creative class. Poblenou hosts 10 universities and 

this could contribute to better education and research opportunities for students, the new 

bohemians, i.e. the future creative class. Talent can be more likely retained after 

graduation, within such a creative environment of 1500 newly established firms in five 

clusters of different industries.   

The Social Rationales of @22: The @22Network 

Socially speaking, the diversity of land use can increase the employment rate for 

the ICT, Media, Design, Biotechnology industries. The project has hosted 12 research 

and design technological centres, and also provide 4 residences with more than 800 

beds. For creative tourism, the knowledge-led development of the district has also 

added some factors to attract creative tourists. According to a local blogger, Drewnicki 

(2012a), the previous industrial district now can provide…  

‘...activities include video projections at Laboratorio Symbolon, a 

“laser brunch” at MQ Creative Lab, open graffiti at La Escocesa, 

lithography tutorials courtesy of Quadrat 9, a lesson in art and 

gastronomy at La Plataforma and experimentation around a dance 

floor at renowned arts center Hangar. Check the TOP website for 

the full program which also includes activities by Can Felipa (the 
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official information point), DeeBee, Espronceda 164, Jiser, La 

Fundició, NauART, Niu, Vinent, Antoni Yranzo and Zona.’ 

Form the voice of the local media and online forums, one can feel the creativity 

and innovation spurred in the district (Armora, 2004; Cátedra Municipios Sostenibles, 

2011; Eriksson, 2012).  

Depicting the background, Mommaas (2009) has conceptualised the following 

three notions about creative clusters. First, science, engineering and technology sectors 

can be included in creative clusters. Second, a cluster opens its spatiality for physical 

and non-physical concepts. Buildings, streets and open spaces can be included in a 

cluster; companies can be large conglomerates or micro sized firms. Third, intricacy and 

a versatile mechanism in a cultural field should be taken into account in developing 

creative clusters.  To illustrate, the @22 Network has focused on assisting the 

development of clusters for ICT, R&D, and other Hi-Tech industries. Each cluster 

allows its target industry to grow and network and strives to conceptualise its intricate 

mechanism. As its official webpage displays,  

‘We are promoting the integration of companies and institutions 

placed in the district, as well as that of their employees, and also 

exploring the relations between them and the Poblenou 

neighbourhood with its rich social fabric.’ (@22Network, 2012) 

Having a mixture of creative business such as design, IT, music and art factories, 

22@Barcelona project was tailor-made for the regeneration of the Poblenou 

neighbourhood in Barcelona (Richards & Wilson, 2006a). This project took place in 

Barcelona’s previously industrialised area of Poblenou, in the district of Sant Martí. 

With the nickname of ‘the Catalan Manchester in the 19th century’, the government has 

aimed at stimulating innovative capacity in the region. New industrial policy was then 

implemented to alter its post-industrial image. The 22@ project has targeted the 

technology and innovation industries and has hoped to transform this area into a new 

creative space and a creative district (Evans, 2006). 

As one of the biggest European urban regeneration projects, Poblenou has aroused 

much debate on its urban policy, cultural strategies, economic impact, and its socio-
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cultural influence on residents. Approved by the city council in 2000, 22@ is not only 

an urban transformation plan which has renovated abandoned factories and housing, but 

also a thorough urban upgrade in the hardware and software of the region of Poblenou. 

The official territory of the 22@zone is situated in the south-eastern quadrant of the city, 

from the Gran Via to the beltway and from the Olympic Village to Rambla de Prim 

(Aibar, 2013).  

Public spaces are turning into green areas. Old factories are transformed into arts 

factories for modern artists, old housing is now serving as office buildings for 

companies running technological, innovative and creative businesses. The landowners 

of the original brownfields are assisted with the transformation process. The designation 

of the area has changed its industrialised face and turned it into a mix for residential and 

working purposes. The most innovative companies, research and development facilities, 

university campuses, and technology industries. The Poblenou district is considered a 

model neighbourhood linking industrial heritage to creative resources. It is home to new 

born firms contributing to creative production, such as multimedia and digital 

companies; it also houses many arts factories, as well as small experimental theatres for 

young artists and performers (Cátedra Municipios Sostenibles, 2011). 

To resonate with Mommaas’ (2004) theory on the creative cluster, 22@Barcelona 

district has high-end companies from technology to creative industries. It has also 

opened its spatial and non-spatial concept by strengthening its infrastructure and its 

social network and creative resources. Finally, 22@ district has also strived to balance 

the intricacy and complexity of the core of culture with an urban planning strategy. 

According to their official website, the 22@ creative cluster is a ‘coexistence of 

innovative and dynamic companies with local districts- shopping, small workshops, and 

service sectors configuring a rich productive fabric’ (22@Barcelona, 2006). 

The Cultural Rationales of @22: Poblenou Urban District & Mapa Creatiu 

Having various creative firms, innovation is being instilled into the knowledge 

economy in the @22 District. Due to their possession of talents and new ideas, the 

continuous supply can likely be ensured (Bagwell, 2008).The government has supported 



 

117 

 

those industries by workplace provision, business training and managerial advices, and 

loans and grants (@22 Barcelona 2006). By linking other public sectors, private firms 

can be cultivated and developed to generate more economic benefit as well as socio-

cultural impact. As Evans (2009a) suggests in his four stages of Creative Cluster 

Development, @22 Barcelona is adapting an ‘emergent’ rationale to develop its creative 

industries and non-creative industries. Using his illustration to examine the creative 

clusters in Poblenou, we can see that the 10-years project indeed is, not only being 

supported by the public and private sectors in the city, but also being ‘Initiated by 

growing number and scale of creative enterprises with infrastructural investment from 

the public sector. Developing local and regional markets. Visible cultural consumption, 

internationalisation of market reach’ (ibid: 49).  

The transformation of Poblenou has received international attention for several 

reasons. First, due to its large scale of redevelopment and its social fabric with the 

historical heritage, many debates have occurred from different perspectives, such as 

economic, environmental, ideological, sociocultural aspects, etc. (Balibrea, 2001b). 

Second, with strong governmental support and great Public-private partnerships (PPPs), 

many researchers have strived to identify a pattern or a model on the governance and 

planning of this project. Third, in most of the media coverage regarding the @22 plan 

tend to focus on the positive impact such as economic growth, the clustering effect for 

attracting more FDI opportunities, and the physical face-lifting of the neighbourhood, 

whether in the Great Barcelona Metropolitan, in Catalonia, even in Spain. Lastly, in 

concord with the ‘era of creativity’, the strategies of using creative industries, creative 

clusters, or cultural quarters to build such ‘creative spaces’ for cities are popular for 

many policy-making officials and academia (Graell, 2014; Martin 2013; Vera, 2014). 

In Poblenou, it is not just the physical appearance was being changed, the planning 

of the ‘software’ such as creativity and innovation are manifested in the building of a 

larger network. Except for the @22 Plan itself, a network, @22Network, has risen to 

include relationships in Poblenou’s sociocultural fabric. The Association of Companies 

and Institutions 22@Network, known as the 22@Network, is a civil society initiative to 

ensure a dynamic synergy in the development of the district 22@. With 104 companies 

led by a General Assembly and a board of directors, the @22 Network aims at 
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providing a platform for all the actors, agents, and stakeholders to interchange resources 

regarding sustainability, entrepreneurship, human resources, territory, and innovation 

(@22Network, 2012).  

As it states, the main mission of @22Network does not focus on the economic 

rationale of the project, but on the social rationale. According to the official statement, 

the network hopes to create a platform for attracting both local and international talent 

and also to create a new market targeting social responsibility. Furthermore, the focal 

industry cluster – ICT sector- ‘is emerging as central as that promote circulation, 

activation and processing of information necessary for change’ (@22Network 2012). 

Based on the analysis of creative industry quarter by Evans (2009), such a network has 

built an ecosystem for diversity with mixed-use of both tangible and intangible 

resources. Meanwhile, the quality of urban design is ensured by the collaboration of 

main agents in the human resources regarding design industry, such as Barcelona 

Centre de Disseny (BCD; Escales, 2014; Immobiliario, 2014) Barcelona Activa, Bau, 

Centre Universitari de Disseny (Alcon, 2014).  

Figure 17. Map of Arts Factories in Barcelona 
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Source: http://fabriquesdecreacio.bcn.cat/ 

As for the cultural rationale of the @22 district, one can feel the thriving creativity 

through its design and architecture. (Mapa Creatiu del Poblenou, 2013; Poblenou Urban 

District, 2014) As Torre Agbar soars over the renovated industrial factories, this 

illuminating glass-façade skyscraper has given itself the new iconic and emblematic 

status in the neighbourhood of Poblenou. The renovating design of the previous 

abandoned factories has provided local artists and designers a chance to showcase their 

artistic ideas and opus. Three art factories in Poblenou area, La Escocesa, La Central 

del Circ, and Hangar, are acting as the leading agents for other art studios and SMEs of 

creative industries. (Barcelona Institute of Culture) The convergence of art factories and 

other creative companies has led to a better chance for them to showcase its rich arts-

based creativity; the creativity which can contribute to the development cultural tourists 

and arts tourists (Aparici, 2012; Hola.blog, 2013; Martin 2013). 

 

Figure 18. Arts Factories in Poblenou 
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Source: http://www.laescocesa.org/sites/default/files/Escocesa%202011%20037.jpg 

 

 

Figure 19. Interior of Arts Factories in Poblenou 

Source: http://www.laescocesa.org/docs/talleres2.jpg 

http://www.laescocesa.org/sites/default/files/Escocesa%202011%20037.jpg
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The Barcelona City Council has stated that the eight arts factories in the city (three 

in Poblenou) collaborate regarding holding exhibitions, artists exchanges, holding 

events, and opening for workshops for visitors and residents can be seen as the ‘new 

city management’. Arts factories can link the local resources to the international artists, 

with provision of workplace, governmental grants and funds, the ‘creative minds’ can 

freely express their heart (Ajutament de Barcelona, 2008). The creative production in 

the arts factories can support artists, creators, and researchers a platform to share. Each 

year, Poblenou has an “Open Day” in all the arts factories and arts studios, which can 

allow residents and visitors to consume creative experiences and arts appreciation 

(Poblenou Urban District, 2014; Sendra, 2013). Except for enhancing the employment, 

the cooperation among those arts factories can enhance the cultural capital of the region, 

reshaping the image of its image from the grey sky in the industrialisation time 

(Ajutament de Barcelona, 2008). 
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Another example of cultural institution in the @22 district is called Poblenou 

Urban District, an association of creative minds and entrepreneurs that targets at 

implementing smaller scale activities and workshops for residents to participate. Several 

famous workshops such as The Platform, Nyam Nyam, L’Scottish, Bee, and Bike Route 

from Can Felipa are targeting at people who are not so art-oriented; therefore, activities 

such as biking, dancing, craft-making are provided to spur everyone’s creativity, not 

just in the traditional high art terrain (Aparici, 2012). Also, Mapa Creatiu, an online 

database to display all the creative sectors and creative nodes is also created to meet the 

demands of growing number of international tourists and locals (Mapa Creatiu del 

Poblenou, 2013). 

All in all, in physical transformation of @22 creative district, the main policy 

imperatives includes appropriate land use and reorganisation of brownfield sites, 

discovery of larger yet open space, diversification of landscape, multi-utilisation of 

cultural infrastructure, conservation of heritage and historical sites, increasing inter- and 

intra- accessibility and mobility, and revitalisation of the town centre (Gdaniec, 2000; 

Hola.blog, 2013). 

Poblenou@22 project has indicated that cultural and creative clusters need to adopt 

strategic plans before implementation. First, solve the unemployment problems 

influenced by the dramatic industrial decline and structural economic change. Secondly, 

ensure job quality and attract inward investment in order to maximise regional 

development and wealth creation. Thirdly, assist the establishment of SMEs and micro-

enterprises, highlighting innovation and knowledge in an urban context. Finally, 

emphasise importance of skills and knowledge, and collaborate to create clusters for 

networking, attract tourism (Guillamon, 2003). 

4-5.  CREATIVE TOURISM IN BARCELONA  

4-5-1. Creative Tourism: Policy, Practices, and Implementation  

Tourism Policy Transition 

According to a recent annual report of the United Nations World Tourism 

Organisation, Spain ranked second in the world, first in Europe, in terms of receiving 
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tourism revenue, and also ranked the 4th in the world by numbers of international 

tourist arrivals (UNWTO, 2013). The second biggest city – Barcelona also has received 

great attention regarding its success in tourism development, especially after the 1992 

Games. Barcelona Tourism Board has reported that the number of tourists visiting the 

city for leisure increased 437.8% between 1993 and 2012 (Turisme de Barcelona, 

2013a). A rising international profile and better city image has contributed to the growth 

of 285.3% in foreign visitors to Barcelona. As the 5th European tourism destination, 

Barcelona knows how to combine its cultural resources and city branding, and has 

succeeded in terms of tourism planning and tourism policy (Turisme de Barcelona, 

2014). 

Generally speaking, research on tourism policy is still relatively sparse in contrast 

to urban policy and cultural policy. Large number of tourism studies are based on 

descriptive case studies such as experiences and the motivation of tourists and tourism 

impact on a certain region. However, in Barcelona, professionals in cultural governance 

have noticed the significance of conceptualising frameworks to extract the typologies of 

tourism policy. This can lead to more managerial approach to govern the city’s tourism 

industries. Based on tourism policy in Spain,  Fayos-Solá (1996) proposed a model that 

contains three generations of tourism policy: 

-First generation policies- focused on the increasing numbers of 

visitors and activities in order to improve income levels.  

-Second generation policies- understanding social, economic and 

environmental impacts of tourism activities; reconfiguration of 

objective of the contribution of tourism to the well-being of 

residents and other aspects of social development.  

-Third generation policies- aimed at achieving sustainable profits 

and competitiveness through better quality and service 

While many popular tourism destinations around the world depend on international 

tourism industry, domestic tourism is often neglected in the policy and marketing of a 

few destinations (Mascarell, 2008). Turisme de Barcelona serves a significant role in 

enhancing regional economic growth. In Barcelona, the role of public sector is as an 
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initiator for collaboration among private sectors such as the tourism and creative 

industries. It also needs to encourage tourism industry to participate in the opinion 

formation such as policy-making (Turisme Pla 2015, 2008). 

Barcelona’s urban authority has placed culture at the centre of its tourism and 

urban regeneration policy. In addition, Casellas (2003) has suggested that an urban 

regime that promotes tourism and urban redevelopment in Barcelona shapes the tourism 

industry outcomes. To conclude, cities must understand tourism within its complex 

nature in order to implement culture policy and urban strategies. 

Creative industries and Tourism 

It is common that cities are seeking ways of distinguishing themselves from others 

through the making of places and (re)building of image. Not every city has rich cultural 

assets like London and Paris; therefore, some strive to develop their creative industries 

to bring innovation and creativity to the cities, e.g. Helsinki and Santa Fe, USA 

(Wurzburger et al., 2010). To survive this global competition, economic benefit of 

culture and creativity seems to be gaining more attention than other impacts. In addition, 

Foord (2008) has examined the primary policy rationale for creative industries and 

discovered that such policies aim firstly at economic development employment. 

Physical development such as infrastructure and regeneration rank the second. Tourism, 

education and training and alleviating social issues are the third.  Tourism, being placed 

after economic development, however, is viewed one critical issue in policy making. 

Nevertheless, tourism is highly associated with economic development within an urban 

context. As Richards (2011a) argues Tourism contributes a lot in the cultural and 

creative discourse concerning economic aspect. In some studies, tourism is even 

considered as one of the creative industries (Bagwell, 2008). 

This has displayed the direct connection among tourism and creative industries. In 

Spain, according to its Ministry of Education, Culture, and Sports in Spain (MECD), the 

dominant focus while viewing creative industries is still on the ‘economics of culture’ 

(Ministerio de Educación Cultura y Deporte, 2008). The MECD differentiates between 

cultural industries and intellectual property intensive industries. The former include 
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heritage, archives, libraries, printing and publishing, performing arts, film and video; 

the latter include printing and publishing, performing arts, film and video, software, and 

advertising. However, it also implies that, in Spain, not much attention has being paid to 

distinguish the term ‘cultural industries’ from ‘creative industries’. In most of the 

government document, the most common term appeared is ‘las industrias culturales y 

creativas’ (the cultural and creative industries). However, many governmental bodies 

are also using these two terms interchangeably (Ajutament de Barcelona, 2013b; 

Barcelona Institute of Culture; Turisme Pla 2015, 2008). In general, intellectual 

property intensive industries are usually recognised as ‘creative industries’ (Boix, 2012).   

    In Spain, from national to regional, from country to cities, much attention of policy 

has been focused on the development of cultural industries and fast-growing creative 

industries. The interrelationship between tourism and creative industries highlights the 

potential of development of creative tourism. As Richards and Marques (2012a, p. 8) 

suggested:  

The networks are important in the sense that they join together 

(glocal) partners with different interests, in this case from the 

tourism field, the cultural and creative industries and government.  

    The MECD has launched a Plan for the Promotion of Cultural Industries (2008) In 

Catalonia, the Catalan Institute for Creative Industries has launched a policy regarding 

creative industries (Ministerio de Educación Cultura y Deporte, 2008). The Institute of 

Culture in the Barcelona City Council has further stressed the importance for 

developing ‘creative policy’ to conceptualise creativity embedded in cultural industries. 

In Spain, cultural industries can be interchangeable with creative industries, these two 

also share very similar traits and sub-categories of industry (Mascarell, 2008). 

Assets of Creative Tourism in Barcelona 

    Creativity has been conceptualised and applied in the development of creative 

tourism. According to the Creative Tourism Network® , assets of creative tourism are: 

ensuring cultural richness and creating new demands in existing cultural infrastructures; 

establishing a new fashion of tourism activities and attracting tourists with higher 
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creative talent and art potential; arranging activities to boost residents’ sense of pride 

and fulfilling needs of tourists at the same time; creating a ripple-effect in economic 

revitalisation regardless of the size of the territory (Barcelona Turisme Creatiu, 2012a). 

    The Creative Tourism Network®  is an international network and platform for cities 

that is eager to develop creative tourism around the world. This project was born in 

Barcelona, organised by the FUSIC foundation, which has established the Creative 

Tourism Barcelona on a city scale and; after few years, it launched a larger platform to 

promote creative tourism on an international level (LABKultur, 2011). Implementation 

of these projects in Barcelona, therefore, can easily be endorsed by a supportive 

tourism-oriented government and by local university’s research institutions. In addition, 

having cross-sectoral cooperation is beneficial for full development of a new project 

influencing different stakeholders (Barcelona Turisme Creatiu Facebook Page, 2013). 

    In view of the objectives of the Creative Tourism Network® , we can categorise the 

focus into four domains: cultural capital, heritage and tourism development, social 

capital, and economic impact. The details of each domain are shown in the following 

table 8.  

 

 

 

 

 

 

Table 8. Categories of Creative Tourism Assets     

Sources: Creative Tourism Network®  and Own Elaboration 

Categories Assets of creative tourism  

(Creative Tourism Network®  2010)  

Cultural capital - Cultural enrichment  
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- Authenticity and sustainability 

- New demand and positive effects together with the 

profitability of the cultural infrastructures 

Heritage& tourism 

development  

-  Tangible and intangible heritage recovery 

- Diversification of tourism activity without previous 

investment  

-  Attraction of a new pattern of tourism, endowed with a high 

added value  

Social capital - Better distribution of the activity throughout the year                  

- Positive effect on residents’ self-confidence 

- Possibility to highlight at international scale with a proposal 

based on quality and authenticity, regardless of the size of the 

territory 

Economic impact -  Economic activity growth and possible jobs creation 

-  New funds of resources for the artistic sector and the 

companies of services 

- Attraction of a new pattern of tourism, endowed with higher 

purchasing power 

- Attraction of talent 

   

  Barcelona is the home to the Creative Tourism Network® , before creating this 

international platform for other creative tourism destinations in the world. The city has 

already created a network for itself, the Barcelona Turisme Creatiu, which strives to 

connect creative resources for developing creative tourism and also provide a platform 

from creative industries which promote Barcelona’s cultural and creative products and 

services through tourism channels (Barcelona Turisme Creatiu Facebook Page, 2013). 

Focus of Creative Tourism 

    This study divides the focus of creative tourism policy into four the 

abovementioned categories: cultural capital; heritage and tourism development; social 

capital; economic impact. Creative tourism originally emerged as a new form of cultural 

tourism. It is now believed that creative tourism can provide solutions to the serial 
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reproduction issues and other problem such as over-commodification of culture in 

cultural tourism. The first focal point of creative tourism still remains in the application 

of the cultural assets of a city. Cultural enrichment, authenticity, and sustainability are 

three obstacles for cultural tourism to overcome. People are concerned that cultural 

infrastructure could be only used for a one-time event and can easily become ‘white 

elephant’. Therefore, in creative tourism strategy, another means is to create new 

demands and generate positive effects on cultural infrastructures.  

    The second focus is the management of cultural heritage and tourism development. 

According to the official website of Barcelona Turisme Creatiu, promoted activities 

such as:  

Workshop of mosaics ‘Gaudí-style’ making, Catalan cooking class, 

the Catalan Rumba studio, photographic and cinematic routes, the 

possibility to perform a concert in a singular venue, etc.  This is an 

innovative way to preserve tangible and intangible heritages in the 

city.  

Creative tourism can easily be implemented in a destination with rich tourism 

resources, such as Paris, Barcelona, and Thailand. It is also ideal for destinations with a 

smaller scale, for instance, villages and rural areas in Portugal. This is because 

developing creative tourism does not need rich cultural heritage or resources, because 

human talent is the best resource which can diversify tourism activity without much 

financial investment. Creative tourism aims at high value interaction between the host 

and guest communities, this can further reinforce the network.  

    The third focus is on the social capital of a destination. Creative tourism can stage 

new activities easily; therefore, tourists can participate tailor-made events. A better 

distribution of activities all year can easily balance the seasonality. Implementation 

ensures that all participants can interact with local residents and learn with local, 

creative people. Interaction can enhance the mutual understanding and also generate 

positive effects on residents’ self-confidence. On the other hand, tourists can enjoy 

authentic experiences, such as preparing Catalan cuisine on their own or dancing 

Rumba with the locals.  
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    The last focus is on the economic impact. Without a doubt, tourism was originally 

an industry that emphasised on the economic benefit for its destination. With the advent 

of high technology and new transportation, tourism has been the fastest growing 

industry in the world. Tourism can shape a city’s image and create positive and negative 

socio-cultural effects for the host community. It is always difficult to balance between 

economic income and cultural preservation. Creative tourism aims at establishing more 

business-related activities and creates more employment opportunities for local creative 

industries. Creative tourists are those with great enthusiasm to learn about local culture 

and who pursue more meaningful experiences than mass tourists. In Barcelona, the 

general profiles of creative tourists are those want to participate than experience artistic 

and creative activities. Tourists need to be ‘prosumers’ and cooperate with local artists 

or mentors. Most likely, creative tourists can benefit the destination because they 

perhaps have higher purchasing power or higher artistic appreciation.   

 

4-5-2. Creative Workshops in Barcelona  

I Solves, President of the Turisme de Barcelona’s Executive Committee, affirms 

that ‘tourism is one of Barcelona’s economic strengths.’ Even when Spain is suffering 

from a nationwide economic crisis, tourism can still recover to its pre-crisis 

performance. Turisme de Barcelona has been viewed as an ‘engine for all of Catalonia’. 

For Turisme de Barcelona, the core concept of directing successful tourism 

development and generation of high employment depends on its ‘high standard with 

professionalism’, and the building of the ‘Barcelona brand’ (i Solves, 2011).  Tourism 

development in Barcelona is also commonly recognised as a strong power to increase 

job opportunities and economic growth. New generation tourists now come to 

Barcelona not only for its diverse culture and architectural heritage, but also for its 

gastronomy, shopping, festivals, and lifestyle. The rise of a creative tourism discourse 

has brought different campaigns and marketing strategies. This has explained how 

Barcelona could be the birthplace for two major creative tourism projects- Barcelona 

Turisme Creatiu and International Creative Tourism Network, both created by FUSIC 

foundation under the lead of Caroline Couret (Turisme de Barcelona, 2012). 
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According to Couret (2014), Barcelona Turisme Creatiu is a pioneering project for 

new tourists who seek a unique and more creative tourism experience in Barcelona. It 

mainly functions as an agency bridging local creative industries and potential tourists. 

Tailored programmes and activities can be designed for individuals. For example, if a 

tourist worries that he is perhaps not that ‘creative,’ he can ask for a classical route of 

Barcelona with several extra activities, such as Paella-cooking with local chefs or 

dancing Rumba with local dancers (Barcelona Turisme Creatiu Facebook Page, 2013). 

Couret (2014) confirms that everyone can participate in the creative tourism 

programmes, but they don’t have to be good at arts or be as ‘creative’ as those who 

work in the cultural and creative sectors.  

Couret (2014) continues to explain that even though some activities are designed 

with different levels which might have minimal requirements, the idea of this project is 

‘to propose a wide range of activities for people that are interested in living creative 

experiences in a destination.’ However, if, in any case, a potential tourist has a specific 

interest, Barcelona Turisme Creatiu can design and organise art tours, handcraft 

workshops, singing with an orchestra or culinary classes. An individual tourist can buy 

the creative experience product online and the payment goes directly to local artists and 

schools (Barcelona Turisme Creatiu 2012). However, groups are advised to consult 

Barcelona Turisme Creatiu in order to ensure the tailored programmes can satisfy all 

the needs of a group.   

On the other hand, the official tourism board in Barcelona, Turisme de Barcelona, 

has now promoted Barcelona as a diverse city which has offers for people with different 

interests and backgrounds (Turisme de Barcelona 2012). From its website, we can see 

another platform- Barcelona Turisme Creatiu is being introduced under the category of 

‘city of artists’. It has been introduced as an organisation that: 

‘…provides an excellent showcase that makes Barcelona a city of 

artists and helps to raise awareness and promote art and culture 

projects by artists from all the corners of the wor ld.’       

This indicates that the Turisme de Barcelona has categorised Barcelona Turisme 

Creatiu as a more ‘artistic’ form. This might generate some doubts in potential tourists. 
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For instance, a tourist might worry about if he is ‘creative’ enough to participate in 

these creative activities. Nevertheless, the Spanish press and media still are successfully 

delivering the message that creative tourism is a new generation of tourism and 

everybody can be a creative tourist. As well, Richards (2007b) has affirmed that the 

core of creative tourism is active participation, authentic experiences, potential creative 

development, and skills development. Barcelona Turisme Creatiu has been striven to 

create activities for tourists to join actively and acquire genuine experiences from 

interaction with local residents. In addition, workshops such as culinary lessons, 

sculpturing classes, or fashion design shows, can also contribute to the development of 

creative skills and potentials in tourists.  

Apart from promoting Barcelona as a creative destination, another project launched 

by the FUSIC Cultural Foundation- the International Creative Tourism Network has 

also aroused much discussion. Different from Barcelona Turisme Creatiu, the Creative 

Tourism Network functions as a platform for other destinations around the world. It 

promotes collaboration among these ‘creative tourism destination wannabes’ and 

provides a platform for these destinations to exchange ideas on theories or practices 

regarding creative tourism development. The Network helps its members to reorganise 

and redistribute tourism resources in the destination, so that the agents can offer this 

new form of tourism with better quality and authenticity. As an agent linking the 

demand side and supply side of creative experiences, the Network has endeavoured to 

distribute resources within the consumption and production of authentic experiences. 

Furthermore, the involvement of creative tourists can trigger the residents’ self-esteem 

towards their own traditions and it will be more likely that traditions can be preserved in 

this way. As a member of a network, one destination can benefit from successful stories 

from other destinations regarding their planning and promotion strategies. The network 

can also ensure the share of information, contacts and experiences 

(CreativeTourismNetwork 2012). 

The management of a creative tourism destination might be challenging. Due to the 

different social fabric of each destination, there is not a certain model that fits all. As for 

the managers and operators of a programme in member cities, it is crucial to be able to 
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share information and brainstorming with other managers. Members can obtain useful 

information and be inspired by others in regular gatherings and conferences.  

   El País, the national newspaper with the largest circulation in Spain, has a series of 

report on the growth of creativity in cultural strategies in Barcelona from 2007 to 

nowadays. The city itself is trying to embed creativity at every level. Developing 

creative industries is the top priority. Blanco (2006) has reported that tourists are now 

looking for new sensations; this can be interpreted as the city marketing campaign 

wanting to collaborate the creative industries concerning the economic benefits.  

       In a series of reports on creative tourism by El País, a profile of creative tourists in 

Barcelona and interviews with the individuals are depicted in detail and in depth. The 

tourism form that some European cities are undertaking has a strong relationship with 

the local creative industries. Tourists nowadays have more options than visiting 

museums and common sightseeing places. They can choose to do pottery making in 

Barcelona, to arrange flowers for perfume making with Creative Paris, to have a 

provisional friend in Tokyo, to live with monks in South Korea, and even to work with 

rice farmers in Thailand (Saile, 2013c). Human relationships are not as limited as 

tangible tourism recourse and this is the key factor why cities are building creative 

industries strategy for themselves. 

A local company in Barcelona, Trip4real, has created an online website for potential 

tourists and provides more than 500 different activities for tourists to choose from. The 

category of activities included from creating a sculpture with a sculptor to a unique 

photo tour with a local photographer; from deadly sins route of the city to all the spice 

markets of Barcelona; from picnicking through vineyards to shepherding with local 

farmers. The variety of tourism activities indicates that tourism is not tourists-

exclusively anymore, but the host, especially those who are working in the creative 

industries, is playing an essential role in the process, because people are now seeking 

‘unique activities hosted by locals’ (Trip4real.com, 2014).  

Therefore, it is becoming harder to please a tourist without internalising creativity 

within the design of a tour. More and more similar companies are working on bridging 

the gap between tourists who seek a creative experience and hosts who are employed in 
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the creative industries, such as Plus 1 Berlin, Spotted by Locals.com and Trip4real 

(Richards, 2013a, 2013d; Saile, 2013a). Such companies or networks have established a 

tourist-friendly surface online and provide a great deal of information, such as Trip 

Advisor and Travelocity. In addition, the idea of assisting tourists to meet with locals is 

similar to Couchsufing.com but focuses more on creative locals, not just some random 

local residents providing backpackers a sofa or a place to stay (Baquero, 2013). The 

bondage between guest and host through a creative industries strategy is stronger and is 

being manifested in the creation of creative events (Saile, 2013b). 

Who Can Benefit? 

Creative tourism is a projection of a new tourism in which natural, 

cultural and personal resources are not manipulated and exploited 

but valued and enriched’.  (Jelincic & Zuvela, 2012a) 

     For potential tourists, creative activities such as learning in courses and workshops, 

creating their own work with local artists, exhibiting their own art opus, or performing 

and acting in a local venue. Barcelona Turisme Creatiu provides customised solution to 

meet specific needs of tourists and tourists who wish to discover Barcelona creatively 

(Barcelona Turisme Creatiu, 2012b). In addition, tourists can also have a double identity; 

those who might be artists in their home country, who travel to Barcelona to exert their 

talents. Creative tourism not only serves as an alternative form of cultural tourism, it 

also allows people with talents from both host and guest sides to meet and exchange 

ideas and experiences (Couret, 2010). 

    The Municipal Action Programme (2008-2011) highlights the need to involve 

community to participate in Barcelona’s tourism planning. The involvement of local 

people in a tourism model should strengthen the balance between residents and visitors. 

Creative tourism’s basic idea of ‘co-creation’ and ‘co-existence’ are the foundation of 

creativity emancipation.  This is the manifestation of creativity as Richards and 

Raymond (2000) explained:   

‘Creativity involved in tourism should be embedded in the 

destination in some way. Otherwise it is very difficult to benefit 
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directly from highly mobile flows of creativity, creative ideas and 

creative people’  

   Through active participation of guests and hosts, authentic experiences can be co-

created. Through learning and collaboration, people can sharpen their skills and present 

their talents; finally creativity and potential can be created 

   However, it is noteworthy that we should avoid too much ‘consumption of other’s 

everyday life’. Tourism resources such as tangible and intangible heritages need to be 

commoditised for tourists. Even services and experiences also have to be consumed. It 

is alleged that creative tourism can balance the consumption and production of culture, 

due to its concept of ‘pro-sumers’ and ‘co-creation’ (Couret, 2010). However, we still 

need to worry about practicing local cultures to a certain degree could perhaps make the 

local people believe that they have become the products of commodification in their 

everyday lives.  

Collaboration between Tourism Sectors and Creative Industries 

    Creative tourism offers living, cultural, human experiences; it aims to create a 

‘Creative Friendly Destination’. The network seeks to provide a unique experience to 

tourists and draw attention to tourists from different segment. 

 Blowing glass in Biot (French Riviera), dancing the Rumba in 

Barcelona, baking a croissant in Paris, performing a concert in a 

church in Rome, participating in a cooking class in Galicia or in 

Bangkok, weaving in the  Mayan Tradition or finally producing chill 

out music in Ibiza. (Barcelona Turisme Creatiu, 2012a)  

    As Barcelona Turisme Creatiu states, architecture, design, fashion, performing art 

supplies, circus and theatre-related art, creative hostelling, dance, gastronomy, literature, 

music, plastic arts, popular culture, schools of languages, science and technology, street 

arts, theatre, visual arts are all included in the directories of creative tourism service. 

Even though, there is not much emphasis on assistance for creative industries, the 

creative sectors are the main ‘creativity output’. It is obviously that almost every 

directory is listed under creative industries (Couret, 2010). Another issue to be 
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concerned about is, there are endless ways of living and tourism. If we create a 

campaign on every category, such as wine tourism, language tourism, slow tourism, 

bike tourism, it would be dangerous if creative tourism lost its main focus.  

Networking among Tourism Sector and Creative Sector 

    It is argued by Richards (2012) that the rapid growth of cultural tourism has led top 

destination cities to the common problem of ‘serial reproduction’ of culture; therefore, 

cultural tourists would consume similar experiences and the same products as mass 

tourists. Perhaps, some tourists are eager to seek alternative forms of tourism in a new 

place while there are no other tourists. This study has found that in order to strive for 

better networking in a Creative Tourism Network®  (2006), cross-sectoral cooperation is 

necessary. Cross-sectoral cooperation needs to balance and satisfy the needs of:  

- The creative sector: wants to get access to the economic capital of 

the tourism industry 

- The tourism sector: borrows creativity from the local creative class 

as an attraction 

- The network platform (media): provides a platform for 

communication and negotiation, empowerment of both sectors by 

theoretical research and practical implementation, and also can have 

economic benefit 

    The concept of the Creative Tourism Network®  is built on this concept. Creative 

tourism offers a platform on which demands and proposals of creativity-led tourism 

development can fully collaborate, in both its theoretical and practical manifestation. 

New communication channels and information technology enable tourists to acquire 

more power to access knowledge about the destination. As Creative Tourism Network®  

(2006) promotes: 

The networks are important in the sense that they join together 

(glocal) partners with different interests, in this case from the 

tourism field, the cultural and creat ive industries and government…  
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    Networking is quintessential in any Creative Tourism Network® ; this functions as 

a web-fashion and can benefit all the stakeholders. Due to the rich cultural resources 

and proliferation of creative industries in the city, Barcelona has great potential to shape 

itself as a creative tourism destination.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

5. CONCLUSION  

5-1.  SUMMARY  

Creativity is now in the centre of spotlight in urban policy for many cities around 

the world. From Landry’s Creative City to Florida’s Creative Class, from Howkins’ 

Creative Economy to Richards’ Creative Tourism, many contemporary theories are 
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focusing on the role of culture and creativity in urban planning and social development. 

This reflects that manifestation of urban regeneration and urban development has 

become the central attention in governmental agendas.  

The background of this study lies in the interdependences among urban 

regeneration and tourism in the city of Barcelona, followed by the debates of how 

creative tourism evolves from cultural tourism. Consequently, the purpose of this study 

is to conceptualise creativity in an urban context and examine the trajectory of the focus 

of tourism industries shifting from cultural tourism to creative tourism. Extracting 3 

evidences in creative tourism development in Barcelona (e.g. The Sónar Festival, 

Poblenou @22 District, and Barcelona Turisme Creatiu), its unique experience in 

building a creative tourism network has also been examined under its urban context.    

First, this study has presented a theoretical framework to frame three dimensions 

of creative tourism- creative events, creative places, and creative tourism. Second, the 

emergence of creative tourism in Barcelona and how the platforms such as Barcelona 

Turisme Creatiu and International Creative Tourism Network are leading Barcelona to 

become a leading creative tourism destination. Third, Barcelona case with various 

layers within this field of creative tourism is discussed in order to analyse how demands 

and supplies from stakeholders are being put to create ‘creativity’in an urban context.  

Discourse regarding creative tourism was born under this circumstance which 

cultural tourism could have possibly lead to serial reproduction and growing similarities 

under the influence of globalisation. This study has discussed relevant theories 

regarding creative class, creative city, and creative industries proposed by various 

scholars and then constituted a theoretical framework to further examine three examples 

in Barcelona. The foundation of the theoretical framework was developed by Richards 

and Wilson (2006a) and Richards (2013a, 2013b). However, lack of hard evidences and 

hypothesis, the definition of the three elements in creative tourism– events (spectacles), 

places (spaces) remains vague. This study has reinforced the theory by configuring 

creative industries strategies (DCMS, 1999) in staging creative events, adapting creative 

city indexes (Landry, 2008) to the building of creative places, and combining the 

discourse on creative class (Florida, 2002) with the rise of creative tourists. It is also 
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addressed in this study that the development of creative tourism is a convergence of 

creative events and creative places (Richards and Wilson, 2006a). 

In addition, this study has demonstrated the evolution of the theory on the 

development of creative tourism. From the early stage of the coinage of the term 

‘creative tourism’ to the earlier definition on three creative elements, this study has 

utilised empirical data in Barcelona to forge a more solid theoretical structure. Creative 

tourism has generated better advantages than cultural tourism, and it also can help to 

prevent negative impact. (Richards, 2013a) As for the interrelationship among events, 

places, and tourism, the complex interrelationship can be illustrated as following:  

 ‘Creative spectacles and creative spaces still may suffer from 

problems of serial reproduction, whereas creative tourism seems to 

have the potential to develop new, distinctive experiences at a more 

individual level.’ Richards and Wilson (2006a: 1217) 

The primary focus of creative events, creative places, and creative tourism is 

illustrated in the following Table 9. As in discussion in Chapter 4, three examples under 

three categories were in concordance with the illustration of primary focus of time, 

culture, consumption, and learning which provided in the theoretical framework in the 

work of Richards and Wilson (2006a).    

 

 

 

 

 

 

 

Table 9. Cultural and Creative Corms of Tourism in Barcelona  

Source: Richards and Wilson (2006a, p1217) 
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 Time 

focus 

Cultural 

focus 

Consumption 

focus 

Learning 

focus 

Example in 

Barcelona 

Creative 

events 

Present 

 

Arts, 

performance 

Performance Passive Sónar Festival 

Creative 

places 

Present 

and 

future 

Arts, 

architecture, 

design  

Atmosphere Interactive @22 District, 

Poblenou 

Creative 

tourism  

Past, 

present, 

future 

Creative 

process  

Experience, co-

makership 

Active skill 

development 

Creative 

Tourism 

Network, 

Barcelona 

Turisme 

Creatiu 
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5-2.  THEORETICAL IMPLICATION   

    This study has attempted to explore the creative tourism development in Barcelona 

through a conceptual framework developed by Richards and Wilson (2006a, 2006b, 

2007a) and Richards (2012b, 2013a, 2013b). Holding rich cultural heritages and natural 

tourism resources, Barcelona had enjoyed its fame as one of the top destination for 

cultural tourism. Subsequently, the government has reorganised its resources and 

repositioned its images through a series of strategic cultural planning and instrumental 

cultural policy. Adapting various ways to revitalise its urban landscape, the Barcelona 

City Council targets at attracting more tourists and reshaping itself as a top destination 

for cultural tourism, arts tourism, MICE tourism, and creative tourism. (Ajutament de 

Barcelona, 2013a). 

Vibrancy in the art sector and creative industries in Barcelona provide talent and 

opportunities for creativity to disseminate. The Creative Tourism Network®  and 

Barcelona Turisme Creatiu both were born in Barcelona. This implies that Barcelona 

has rich resources for establishing such a network and creativity-driven organisations, 

not only for itself but also for other destinations around the world. (Barcelona Turisme 

Creatiu, 2012c) Creative tourism, as a more relatively new concept, has attracted the 

attention of academia and policy-makers. However, despite lacking of strong evidence 

such as field notes and vis-à-vis interviews, this study has indicated that more empirical 

data required to construct and saturate a theory to interpret the model of creative tourism 

development.  

In the original theoretical framework of development of creative tourism proposed 

by Richards and Wilson (2006), there was not much debate about the connection 

between creative tourism and creative sectors in the city. However, this study argues 

that creative tourism should be viewed as the collaboration and synchronisation of 

tourism sectors and creative industries. By extracting other theory, such as creative 

industries strategies (DCMS, 1998), the creative city approach (Landry, 2000), and the 

creative class model (Florida, 2002), this study can use empirical data from the case of 

Barcelona to further illustrate the development of creative tourism in the city regarding 
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three aspects in events, places, and tourism. That is to say, it is not sufficient to analyse 

data from Richards’ perspectives regarding creative tourism development model.  

For instance, examining the directories of Barcelona’s creative tourism service, we 

can find: architecture, design, fashion, art, performing art supplies, circus and theatre-

related art, creative hostelling, dance, gastronomy, literature, music, plastic arts, popular 

culture, schools of languages, science and technology, science and technology, street 

arts, theatre, and visual arts (Barcelona Turisme Creatiu 2013). Almost every category 

in the directories of creative tourism is included in the list of creative industries. 

Therefore, data extracted from the Sónar Festival need to be analysed with the creative 

industries approaches.  

    The challenges for those industries within such a network are the lack of visibility, 

permeability, and flexibility (Richards 2012a). However, since Richards and Raymond 

(2000) first coined the term ‘creative tourism’, the discourse of creativity in tourism has 

grown rapidly. Across Europe, cities such as Biot, Sitges, Vienna, Ibiza, Barcelona, 

even Paris are striving for reposition it as a destination of creative tourism. This trend 

has now appeared in several Asian cities, such as Bangkok and Taipei  (Hung, Lee, & 

Huang, 2014; Tan, Luh, & Kung, 2014; Wattanacharoensil & Schuckert, 2014). 

Whereas, the theory of creative tourism needs to be improved with more empirical 

evidence. Since the first conceptual framework concerning creative tourism 

development developed by Richards and Wilson (2006a, 2006b), leading organisations 

such as Barcelona Turisme Creatiu, International Creative Tourism Network, UNESCO 

Creative Cities Network, and Santa Fe Creative Tourism started to work closely to form 

an international database and network for generating creative tourism. According to the 

newest articles regarding creative tourism written by Richards (2013a, 2013b), the name 

of three categories has been changed, such as, from creative spectacles to creative 

events and creative festivals, from creative spaces to creative places and creative milieu. 

The definition of each term also varies in different articles, this could generate 

misleading interpretation of the theory and perhaps lead to a hardship of planning and 

marketing for creative tourism in different cities.  
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Table 2.  Evolvement of the Creative Tourism Theory and Key Elements Mirroring 

Existed Theory on Creativity in Cities.   

Relating to 

existed theory on 

creativity in an 

urban context 

Creativity in Tourism  

(2006,2007,2011,2012) 

Creativity in 

Tourism (2013) 

Interchangeable 

Keywords shown in 

the articles (ibid) 

Creative Industries  

(DCMS1998, 2001) 

Creative Spectacles   → Creative Events Creative Festivals 

Creative Moments 

Creative Activities 

Creative Force 

Creative Industries 

Development 

Creative Cities  

(Landry&Bianchini 

1995,Landry 2000)  

Creative Space       → Creative Places Creative Fields 

Creative Suburbia 

Creative Milieu  

Creative Hotspots 

Creative Class  

(Florida 2002) 

Creative Tourism     → Creative Tourism  Creative Travel 

Creative Tourists 

Creative Host 

Creative networks  

Creative 

relationships  

 

As illustrated earlier, Table 2. illustrates the evolvement of the creative tourism 

theoretical framework developed by Richards (20121, 2012b, 2013a) and with 

references from other researchers. This study has found that a clearer, a more consistent 

definition and empirical evidence only existed in the third category- creative tourism. 

As for creative events and creative places, clearer definition and more empirical 

research need to be done regarding these two concepts in order to create a theory. This 

study has added other relevant theory such as creative cities, creative industries 
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approaches, and creative class to discuss creativity not only in tourism, but in a larger 

scales, in an urban context.  

This study has displayed the building of a network for creative tourism to flourish 

in Barcelona. By drawing the background of its cultural policy, Barcelona has 

experienced rapid success in attracting millions of tourists each year mostly due to its 

urban regeneration and tourism development were being emphasised at the same time.  

However, a recent online documentary – Bye Bye Barcelona has aroused great debate 

on how mass tourism should be managed properly. In the documentary, many local 

residents from the most touristic area in Barcelona such as Ciutat Vella, Barceloneta, 

and Parc Guell were expressing their opinions towards the mass tourism phenomena in 

the city. Strong opposition against ‘massification of tourism’ is displayed in the 

interviews, for instance, many claim that it is a shame for the city that has to adapted 

itself to the monoculture of mass tourism.  According to the survey in the documentary, 

8 out of 10 people walk in Las Ramblas are tourists. Seeing many tourists wearing 

Mexican sombrero in the street, or eating Paella Valenciana, many local residents have 

been complaining: ‘They are selling Barcelona like what it’s not’ (Chibás, 2014). 

 Despite presenting different voices from local residents who have been 

influenced negatively, almost all the interviewees still want to clarify one point- that is, 

they are not against tourism, but against how it is being managed by government. This 

has exemplified that residents still are proud of their culture, and by not making their 

city into a theme park, creative tourism could be a way to balance the needs of tourists 

and the rights of hosts. Creative tourism stresses the active participation and stronger 

link among guests and hosts; this could avoid just attracting people who come to 

Barcelona just for beers on the beach or for bachelor’s parties. However, in many 

studies of Richards (2011, 2012a, 2012b, 2013a, 2013a), vis-à-vis interviews with local 

residents are lacking. This could be difficult to develop a theoretical framework by 

merely outlining different examples in several European countries.  

  Another theoretical implication of this study lies in the emphasis of 

interrelationship of creative industries and tourism industries. In the study, creative 

events, creative places, and creative tourism were examined in different cases, from the 
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perspective of creative industries, creative clusters, public sectors, and private culture 

institution. Furthermore, creativity has been discussed under the context of events, 

places, and tourism. However, it is believed that the original conceptual model of 

creative tourism development could be studied further by providing more specific 

definition and examples. It is crucial to probe into the rising discourse on creativity in 

order to development a theory regarding creative tourism. Viewing the rising debate on 

clustering effect of cultural and creative industries, Mommaas (2009) has stated four 

steps in the development: First, the UK government has replaced the use of Cultural 

Industries with Creative Industries to extend its field into the entertainment and leisure 

business and free its discourse from political intervention. Second, cities are 

undertaking projects to make themselves more creative under and this has reflected 

under the influence of Landry’s (2000) notion of the ‘creative city’. Stretching from 

arts-led and culture-led urban regeneration, cities are hoping to ‘think, plan and act 

creatively in addressing urban issues’. Third, Florida (2002) has emphasised that 

creativity should have been shifted to technology, organisation and economics from 

pure culture. Finally, based on the economic business cluster development theory raised 

by Porter (1990) and the notion of ‘creative economy’ by Howkins (2002) which mainly 

focus on the copyright and trademark economy, business development strategy has 

gradually permeated in the field of cultural industries.    

  Drawing the case in Sónar Festival and @22 District, the discussion needs to 

delve into the four abovementioned steps in the development of creative industries. It 

would not be sufficient to just provide examples to define what a creative place is and 

what a creative event is. Also, naming terms such as ‘creative places’ or ‘creative 

events’, the connection of these two concepts with creative industries needs to be 

reconsidered. For example, by adapting the creative industries strategies (DCMS, 1998), 

the Sónar Festival case has outlined the management of the event and how the event 

became an international brand and turn Barcelona into a site for multimedia aficionados’ 

pilgrimage site.   

 As for creative places, a clearer definition also needs to be provided with support 

of empirical data. Richards and Wilson (2007b) has defined creative places as: ‘Creative 

enclaves populated by cultural creative to attract visitors (often informally at first) due 
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to the vibrant atmosphere that such areas often exude.’ From literature review, the 

illustration of a ‘creative place’ might also need to be reviewed. Other studies regarding 

creative clusters (Mommass, 2009), creative quarters (Evans, 2006), and creative cities 

(Landry, 2005) can be referred in redefining the concept of ‘creative places.’  This study 

also suggests that the definition provided concerning ‘creative places’ could lead to a 

possible generalisation.  
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5-3.  MANAGERIAL IMPLICATION  

‘Indeed, it would be hard to imagine Barcelona without tourism… ’ 

(Ajuntament de Barcelona, 2010) 

   Developing tourism in an urban context is a specific domain that awaits to receive 

more valid and more critical research. The significance of urban tourism as argued by 

Ashworth and Page (2011) has only received a disproportionately small amount of 

attention. Policy makers need to consider the multiple purposes which tourists visit 

cities for and also their intensive use of urban facilities and services.  

Notwithstanding those cities need tourism for economic benefit and social 

development, few cities have planned their urban environment for tourist use. This 

further highlights the importance for tourism to interconnect with a wider domain of the 

social sciences, such as urban studies and the notion of world cities. Barcelona’s urban 

planning experience has indicated that it has integrated its strategic tourism planning 

into urban policy and cultural policy.  Analysing Barcelona’s Strategic Plan, it is not 

difficult to find a description and debate are based on the cross-sectoral contexts in 

city’s urban development.  

    According to this study, overlapping positioning between Turisme de Barcelona 

(Barcelona Tourism Board) and Barcelona Turisme Creatiu (Barcelona Creative 

Tourism) also needs to be considered and avoided. Generally, Turisme de Barcelona is 

promoting general tourism and cultural tourism, while Barcelona Turisme Creatiu 

focusing on the creativity and active participation. However, this confusing status will 

hinder any potential cooperation between companies and local creative sectors. They 

would not know what the right channel is for them.  One should also pay careful 

attention to the management of creative tourism because it involves too many 

stakeholders. Each category represents a new industry. Flexible conversation is critical 

and a must in such a scenario (Bilton 2010). 

On the website of Turisme de Barcelona, it is difficult to find information about 

creative tourism. The website leads visitors to other ‘must-dos in Barcelona’ which 

overlap with the categories within the promotion of Barcelona Turisme Creatiu. 

Furthermore, Turisme de Barcelona categorises ‘creative tourism’ as a form of arts 
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tourism; it is presented within the art sector (Turisme de Barcelona, 2013). This could 

be avoided by clarification and a more detailed explanation on the official website of 

Turisme de Barcelona.  

    In an urban tourism context, community participation is a key factor that influences 

a place becoming a popular destination. Tourists travelling in cities do not necessarily 

interact with nature, but they cannot avoid having contact with the local community. In 

general, tourists need to negotiate and learn how to respect the culture and people in the 

community. However, some researchers believe that involving community participation 

in tourism planning is a process of ‘community commodification’ (Castells, 1986). If so, 

the members of a community can be viewed as an attraction for tourists, even though 

some of them might consider it is not their responsibility. In Barcelona, the passionate 

and cheerful personality of local residents and their devotion to maintain traditions are 

what tourists think of as ‘Spanish blood’ or ‘Catalan heritage’. If policy makers or 

planners in Taiwan, with a big cultural difference, the feel-good factor and pride of local 

residents need to be paid to a lot of particular attention. 

    However, when the commodification process is established, local residents are 

labelled as ‘commodities’ and tourists as ‘consumers of community value’; this might 

lead to a series of debates (Chang, Gibson, & Sisson, 2013; Nunkoo & Gursoy, 2012; 

Richards, 2007). On one side, local residents fulfilling the needs of tourists for 

economic reasons cannot last long and also it creates social problems and a cultural 

dilemma, such as gentrification, commercialisation, conflicts among stakeholders, and 

less of authenticity. Thus, it is crucial for local communities to be included in the 

process of decision making and also have their choices of how to host their guests. We 

can find several examples in the projects of Barcelona Turisme Creatiu, for instance, 

learning Flamenco with local dance teachers and having other local students in the same 

class; having a local chef take tourists to a traditional market to pick fresh food to make 

their own Catalan cuisine and dining experiences with the family of the chef.  

    On the other side, tourists consume everyday life experiences of the local 

community and this symbolises that they have more participatory interaction. This ‘act 

like a local’ feeling can positively generate respect toward the local culture because they 
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are playing as ‘one of them.’ Therefore, commodification of everyday life can arguably 

enhance the likelihood of mutual understanding between the community and tourists.  In 

the future, if many tourists are fond of creative tourism experiences, such as enjoying a 

folk dance class or traditional cooking, those tourists are also going to consume more of 

the similar experiences. (Couret, 2014) This can be put into consideration in tourism 

planning and tourism policy; this can also be seen as a new opportunity to bridge a gap 

between creative industries and tourism industries.  

    Going to one country, tourists participate in dance, craft-making, or cooking 

classes. The recipe is the same; what is different are the ingredients. For example, 

making Paella in Barcelona could become making your own wine label in Reisling; 

having Kung-Fu lessons in China could become learning Thai Boxing in Bangkok. This 

can be a good phenomenon, in the managerial perspective, urban planners or tourism 

policy makers can easily sell a city’s unique industry from developing creative tourism. 

However, government and tourism sectors need to continue to produce unique 

experiences at all time to ensure creative tourism can develop with sustainability.  
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5-4.  LIMITATION AND FUTURE RESEARCH 

    From the emergence of theory to the establishment of a creative tourism network, 

one decade has passed. Creative tourism has gained worldwide attention, despite the 

fact that the understanding toward creative tourism in many countries and cities remains 

ambiguous, such as Thailand, Bulgaria, South Africa, and Taiwan (Alvarez, 2010; 

Lindroth et al., 2007; Ohridska-Olson & Ivanov, 2010; Rogerson, 2006; Tan, Kung, & 

Luh, 2013).   It is dangerous that there are hundreds of websites promoting tourism and 

use the word ‘creativity’ or ‘creative tourism’ but mean something very different. For 

example, In Taiwan, some city official tourism boards define creative tourism as: 

‘creative use of tourism resources’ or ‘doing tourism activities in a fun way’. The 

overuse of the term ‘creative tourism’ and ‘creativity’ can puzzle the potential tourists 

and also decrease favourability.   

    The limitation of this research derives from: First, weak comprehension of Catalan 

language, which is the official language in Barcelona and used in all the official 

document and governmental report. Second, geographical limitation decreases the 

likelihood to revisit the city of Barcelona and conduct face-to-face interviews with local 

residents and other stakeholders. Last, this study has tried to examine three examples in 

creative events, creative places, and creative tourism respectively within a conceptual 

framework developed by Richards. However, this conceptual framework lacks much 

empirical evidence, and this study argues that a ground theory approach needed to be 

undertaken to form a theory regarding creative tourism. Also, the theoretical framework 

developed by Richards (2012a, 2012b, 2013a) might not be sufficient to examine 

whether a city is a creative tourism destination.  

    Like any other form of tourism, one would probably like to envision a future of 

creative tourism, one could ask ‘Can creative tourism be sustainable?’ The importance 

of sustainability should be the major aim for creative tourism. However, the one 

potential crisis is that ‘forms of creative tourism in historical and cultural contexts are 

generally lacking’ (Marques, 2012a). Therefore, this study argues that policymakers and 

network organisers should follow the following three steps in order to sustain a creative 

tourism destination in an urban context. They are:  
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 To examine policy on creative tourism and its implementation and demonstrate 

how this relates to the achievement of more sustainable results 

 To outline and understand the potential threats and barriers to achieving 

successful implementation and raise possible solutions 

  To create a framework which aims at achieving sustainable creative tourism 

policy implementation for policy makers, creative sectors, tourism sectors, urban 

planners in other destinations in the future development 

    City-tourism technical commission creation aims to enhance coordination to fit 

tourism into the city (Turisme de Barcelona, 2012). This commission strives to include 

all service managers of the city, involving public, private, and the third sector. Its 

functions are to ensure consistency in tourism projects and district planning.  

    Barcelona is the leading city in the world regarding development of creative 

tourism. It is where the concepts and theories evolved. The city holds three major 

tourism promotion organisations: Turisme de Barcelona, Barcelona Turisme Creatiu, 

derived from FUSIC Cultural Foundation, promoting creative tourism concept among 

potential stakeholders and tourists), and the International Creative Tourism Network®  , 

a project also implemented by the FUSIC foundation.  Meanwhile, Barcelona has rich 

tangible and intangible resources for the development of creative tourism. Vibrancy in 

the art sector and creative industries in Barcelona provide talent and opportunities for 

creativity to disseminate.  

    However, policy-makers and governmental authorities should not confuse the 

definition of cultural tourism and creative tourism. Creative tourism is not just creative 

utilisation of tourism resources. Genuinely, creative tourism should be viewed as the 

collaboration and synchronisation of tourism sectors and creative industries. This new 

form of tourism can bring great opportunities for local creative sectors to grow with 

sufficient economic support and a sense of achievement. On the other hand, it offers 

unique learning experiences for creative tourists. Creativity can be truly embedded in an 

urban context as a form of tourism; the network organisation itself serves as a conduit of 

knowledge and also a manager of creative tourism resources. With the practice of 

creative tourism evolving maturity, the network can establish a set of toolkits that can 
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assist other cities and destinations to develop their own creative tourism industry. 

Nevertheless, it is notable that the toolkit does not necessarily represent taking another 

model and using it despite the differences in cultural background, urban context, and 

social fabric. The toolkit can also be flexible; it can establish a reference for further 

development.    

    Communication is one final key ingredient in developing a successful creative 

tourism destination. A Creative Tourism Network®  has to offer conferences, workshops, 

and meetings for creative minds to gather and constantly adapt strategies to fit the 

concurrent situation and changeable urban context.   

    However, Barcelona has too many images as a destination; therefore, it is likely 

that Barcelona being a creative tourism destination can be neglected and disappeared in 

many images of Barcelona. City like Santa Fe in New Mexico is an example for full 

development of its potential as a creative tourism destination. The city does not enjoy 

the fame like big metropolitan Barcelona; however, the practices in Santa Fe symbolise 

the full embodiment of the spirit of creative tourism. High participation of local artists 

and various workshops for tourists to choose, creative sectors and urban environment 

both benefit from this development.  

        Overall, Barcelona has played a leading role in the establishment of creative 

tourism projects around the world; the city is home to both Barcelona Turisme Creatiu 

and the International Creative Tourism Network® . In general, it is difficult to reshape 

Barcelona’s image into a ‘creative tourism destination’ in the minds of mass tourists, 

cultural tourists, and sports tourists. But without any doubt, Barcelona itself reminds in 

the heart of many tourists and residents as a top tourism destination with great creativity.   
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