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ABSTRACT

EVALUATION OF CREATIVE INDUSTRY CLUSTERS THROUGH
THE ECOSYSTEM APPROACH: INVESTIGATION OF WEDDING
WEAR SECTOR IN IZMIR

The emergence ofeww economy has brought the creative industries onto the
urbanresearcltagenda. Despite the extensive literature on the subject, there is need of a
more indepth approach to investigatidhe unique formations of creative industry
clusters. The aim of this dissertation is to explore the particular organizational and
spatial structures of creative industry clusters from the ecosystem perspective.

This presenstudy recognizes the fashion industry as a creative industry and the
wedding wear sector as its subset. Then, it investigates how the cluster of wedding wear
sector operates as an ecosystem in terms of the diversity, interaction, competition and
evolution in the case of Mimar Kemalettin Fashion District.

The methodology awsists of the literature review, preliminafield studies,
development of the DICE modelhich explores the diversity, interaction, competition
and evolution of ecosystemsanparticulr space pilot study fortesting the modeldata
collection via site visits, DICE survey and additional interviews on site, data processing
through descriptive analyses and regression analyses, and conclusions.

The findings reveal that the existing chlustis young and emery. This
ecosystem currently sefiperates with shortage of diversity in a concentrated spatial
structure. The role of geographical proximity and the existing local buzz are substantial
on excessive internal interactions. The existiampetitive atmosphere is portrayed as a
win-lose situation and there is a considerable disinterest towards to collaborations. For
evolution, the ecosystem mutually-egolve with mutation occurred inside the firms.

Also, the crossover is found primardylocalized phenomenon.
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CHAPTER 1

INTRODUCTION

1.1. Problem Definition

The emergence and diffusion of new economy and inevitable process of urban
restructuring at the very late of the twentieth century, hasdit new focuses for urban
research on the creative industries and creative industry clusters.

The first decade of the twenfyst century was associated with increasing
attention in the relationship between creativity and cities, and with the risewof n
economy famed also asreative economy or/and knowledge economy) (Landry &
Bianchini, 1995; Scott, 1997; Begg, 1999; Leadbeater, 2000; Hall, 2000; Florida, 2002;
Uzun, 2003; Hutton, 2004). At the heart of the new economy, there are new urban
developmets came along with emergence of the creative industries. Urban
restructuring has been a process involving decline of manufacturing and rise of service
sector specifically in cities. For urban restructuring, Brenner (1998), Soja (2000),
Sassen (2001) and &@tet al. (2004) underline the emergence of service sector in 1970s
and the shift in 1980s, and centrality of cities in new economy with urban structuring
that has brought about the revival of inner city. In this respect, creative industries and
related lnsinesses have become increasingly important in powering city, national, and
world economies today (Caves 2000; Florida 2002; Markusen & King 2003; Markusen
et al. 2004). Creative industries have been receiving considerable attention in the
scientific reain for the last few years. Polieyakers and scholars around the world
have started to employ creative industries as favorable tools for local and regional
development and as a source of competitive positioning in the global competition of
cities and evenauntries. On the other hand, the term has been criticized, due to the
changing economic structure of, and the urban policy implications in the city, as being
only the rebranding of cultural industries and further evaluated in terms of economic
returns andoenefits that indeed not corresponding the role of the cultural industries.
Regarding, creative industries drighlighted as being attached to notions of the new

economy and reductionist where cultural production becomes significant when only



provides eonomic contribution. Under the external environment to focus of this study,

new forms of work, new relations to place and space, new forms of consumption,
extensive social networking new kinds of social relations and networks and mixing of
creativityba®ed business objectives have all suggested a new kind of relationship
between urban environment and economics are indicated in the creative industries.

Such restructuring process has also enabled clustering of creative industries, and
accumulation of finacial and service sectors in city centers. The production of creative
content is today increasingly concentrated in a series of localized agglomerations and
networks, often in inner city districts. Such agglomerations of specialized industries, or
their rebted sectors, are often described as creative clusters which refer to certain
proximity of firms to each other within a particular value chain. Multiple other concepts
have been developed that describe proximity of economic activity concentration
differing by the degree of spatial and nspatial proximities. For spatial clustering, the
theories of agglomeration economies seems the most powerful framework of spatial
concentration of design industries (see. the California School and Classic Economic
Approach Storper, 2000; Storper & Scott, 1988; Scott, 1988b; Gordon & McCann,
2000; Feldman, 1999; lammarino & McCann, 2006). Complementary to those merely
spatial clustering discussions, some of the scholars have also developspatiain
theoretical approachder the clustering economic activities (see. Storper & Venables,
2002; OwerSmith & Powell, 2002; Grabher, 2002; Bathelt et al., 2004; Boschma,
2005; Torre & Rallet, 2005; Asheim & Gertler, 2006; Maggioni et al., 2007; Gertler,
2008; Storper, 2009; Sheanm2011; Mattes, 2012).

In practice, there is a considerable body of practice that illustrates clustering of
creative industries in different geographies in different scales, particularly fashion and
related industries (e.g. Central Milan and Quadritaterd 6 Or o i n 1t al y; Ce
the City Fringe and Nottingham Lace Market in UK; New York Fashion District and
Los Angeles Fashion District in USA; Istanbul Fashion Industry Quarters in Turkey;,
Toronto Fashion Design Cluster in Canada; JohannesbufgoRaBistrict in South
Africa; Auckl andods Fashion Districts an
Dongdaemun Fashion Cluster in South Korea; Antwerp Fashion Cluster and
Amsterdam World Fashion Centre in the Netherlands). Therefore, such external
environmentwhich has considerably influenced the creative industry cluster formations
is needed to be comprehended for conducting such urban research and construct its

focus.



Rather than investigating the clusters of creative industries through economic
and/or politcal economic perspectives excessively already engaged in the international
literature, there is a need for andapth research with focus on their particularly
internal dynamics and their very nature. Despite the availability of diverse literature on
creative industries, creative cities, and creative class, the forces that drive the
development of the organizational and spatial structure of creative industries are little
known. Our understanding of the nature of creative industries as clusters is of aeed
more indepth approach to its unique structure in relation to urban environment.

Creative clusters are generally portrayed through an economic or political
economic perspective, with only limited acknowledgement of connections to the
broader creativand knowledge individuals in which they reside. Creative clusters are
also described as a package of activities occurring in a physical environment that reflect
the tensions between the planned and the organiciaep or bottoraup, creatoded or
creatie coalitionled project designs. However, the question of how the inner dynamics
and systems of creative industry clusters operate and respond to the given physical
environment has little been touched upon. Also, how creativity and knowledge flow and
exchange are generated within the creative industry framework, more importantly their
operational structure has been disregarded. Districts as agglomerations of their unique
structure of creative industry are considered as sites of ecosystems in where different
components in different levels stimulate the business and physical environment. The
ecosystem metaphor widely focused in many previous creative ecology, business
ecosystem and ecosystem management literature (see. Moore, 1993; Pirot et al., 2000;
Argote & al., 2003; Dvir & Pasher, 2004; Shorthose, 2004; lansiti & Levien, 20044,
2004b; Teece, 2007; Hearn et al., 2007; Duxbury & Murray, 2010; Chen et al., 2010;
Chan, 2012; Winden et al., 2012; Kannangara & Uguccioni, 2013) has not been
reconsideredrom the planning field nor yet employed to describe creative environment
and creative industry clusters.

Comparing to the international literature on the same subject, creative industries
is relatively new to Turkey in termef practice and research. Despite tp@wing
interest on the subject in the international context, there is a need for adding to the
limited number of research on creative industries and creative industry clusters in
Turkey. From the creative industries perspective, the latest developnmecteative
industries are noteworthy in Turkey. However, available information has been

disintegrated and benchmarking studies with other countries and creative cities have not
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adequately been developed (e.g. Aksoy & Enlil, 2011; Guran & Secilmis, 2013;
Lazzeretti et al., 2014). Besides, previously conducted researches on different localities
in Turkey are relatively new that date back to 2008. More importantly, there have been
only a limited number of research studies and theses which focus on the city and
sectoral/industrial levels in Turkey (e.g. Gulcan and Akgungor, 2008; Durmaz et al.,
2008; Ozkan, 2009; Ozturk, 2009; Durmaz et al., 2010; Uckan, 2011; Dogan, 2011;
Enlil et al., 2011; Evren, 2011; Cetindamar and Gunsel, 2012; Incekara et al., 2013;
Lazzeretti et al., 2014).

The spatiality of creative industries has been growing interest among the scholar
in Turkey for a decade. However, many of the conducted studies and organizations have
concentrated in the case of Istanbul. There has been a con®deladd for Istanbul
among the prime cities with a potential for the development of the fashion industry in
Turkey. Regarding its central position in commercial and economical activities and its
global reputation, Istanbul can be described as a centeurkish fashion where
creative activities are located, various related fairs, activities and fashion shows take
place, where the initial attempts have been made and where many institutions of
education have been situated. On the other hand, along withaWweng educational
opportunities, recent design city attempts in city through the creative industry
promotion, the historical path and the spatial agglomerations of the production and retail
sites of weeding wear firms as well as the established;kweln fairs, 1zmir appears
as a secondary centéhere is a need for a comprehensive research to explore and
evaluate the spatialities and structure of the emerging wedding wear cluster as sub
sector of fashion industry in Izmir due to its current major eslea sectoral driver of
Turkey and its place in the global trade markei. the wedding wear sector within the
fashion production of the country, Izmir dominates the Turkish market. The conditions
of the wedding wear sector specific to Izmir have beediedtiuin the recent research
reports (IZKA 2009; 2010; 20L31EU, 2013 However, these studies are rather
conventional, restricted to economic sphere of anafysiorganizational structure and
particular locational distribution of the sector clusteFstill unexplored

Consequently, there is growing concern to acknowledge these needs and
obstacles with a research taking the currently emerging creatively potential sectors into
consideration under the creative industry theoretical framework and warténsgt their
internal dynamics and unique structure through particular and more sensitive

approaches.



1.2. Aim of the Study

The aim of the study is to evaluate organizational and spatial structure of the
wedding wearcluster through the ecosystem apptoadhis study underlines the
ecosystem approach, focusing on the internal dynamics of creative industry cluaters in
particularspace.

This rather broad aim could be further broken down into a more specific
research question which also evolved during ¢berse of this study. By taking the
wedding wear sector as a sséctor of fashion industry and approaching to creative
industry clusters from the ecosystem perspective, the research of this study is seeking
answers to the question of how the cluster ofidieg wear sector operate as an
ecosystem in terms of the diversity, interaction, competition and evolution measures.

I nitially, the present wor k construct s
chapter flow through the structure this dissertation. Ittstaxploration from the
individuals, creative industries, cluster resources, external environment and reaches to
its own unique ecosystem for analyzing and contextualizing the interrelationship and
dynamics of the wedding wear sector and with the surrogndnvironments. Here,
various theoretical concepts and previous researches as well as recent creative industry
practices are investigated. Secondly, ecosystem approach is grounded through the
necessary tools and definitions predominantly derived from ctieative ecology,
business ecosystem and ecosystem management fields in order to build the model and
survey. Following, wedding wear sector clustered in Mimar Kemalettin Fashion
District, I1zmir, Turkey is analyzed through the proposed DICE model indicthtieg
measures of ecosystem characteristics as diversity, interaction, competition and

evolution.

1.3. Methodology

The thesis is specifically seeking an answer to its research question of how the
wedding wear cluster operate as an ecosystem, througbeasttady. The case study
analyzes the wedding wear sector, as asagbor of the fashion industry, clustered in

Mimar Kemalettin Fashion District in Izmir, Turkey in terms of the ecosystem



measures; diversity, interaction, competition and evolution. Theayaluates and
relates its measure to each other and the given spatial condittmeerning the
particular characteristics of clustering. The below-gubstions have been answered in
line with the following four chapters;

AWhat is a creative industry®hat is the role of creativity in creative industries,
specifically in the fashion industry? What are the different stages of creative
production? How has the fashion industry evolved as a creative industry? What are the
intermediaries, related business@sl sectors associated with the fashion industry?

AWhat is the concept of clustering? How are the spatial environment and
proximity evaluated in clusters? What aifee different types of creative clusters
available in urban environment? What kind of digfetr characteristics and formations
do the existing clusters of fashion industry and/or itssadiors have?

AWhat is the framework of the external environment for emergence of creative
industries and creative industry clusters? What are the conditiomeative industries
in Turkey in terms of research and practice? How has the fashion industry developed in
Turkey and what is the role of wedding wear sector in Izmir?

AWhat does the creative ecology mean as a metaphor? How have the ecosystem
approaches beeemployed in different scientific fields researches? What are the key
concepts in such ecosystem researches? How can the ecosystem approach be
constructed and employed for an urban research on creative industries, particularly the
fashion?

The methodologysed for this dissertation and its evolution can be broken down
into the followingstages of data collectiorrontinuous literature review, preliminary
studies for constructing the focus, establishment of the research approach with a set of
measures of thproposed model, pilot study for testing and enhancing the system of the
model, and lastly the case study to employ the model through proposed variables,
analyses and extraction of conclusions. The empirical work was based on the collection
of literature formal meetings with the related NGOs, site visits, direct observations and

field surveys and additional interviews.

|. Literature Review

Library research: The libraries of 1zmir Institute of Technology, Dokuz Eylul

University and Izmir University of Eewmmics have been used to access related



literature as the books, theses and magazines as well as the research papers in the recent
publications.

Online research: For the egournals, reports, recent research and design
projects; the digital library of IzmiUniversity of Economics and Izmir Institute of
Technology as well as the standard and academic search tools have been utilized to
reach the literature concerning the subjects similar to the content of this study.
Additionally the recent theses completedthin last 20 years in Turkey have been
searched on the web archive of National Thesis Center of Council of Higher Education.
The theses search has been limited to the related fields as city planning and architecture.

The research with the review of prews studies has led us specifically to gain
the knowledge of the measures as well as of how to integrate them, which should be
taken into account in a research coping with the internal dynamics of creative industries.
Hence, the case study has been basmedhe investigation of those measures. In
addition, through the constructed DICE model with major components (diversity,
interaction, competition, evolution)so-called measures, this study has illustrated the
correlation between those measures as weillewpresenting the ways how the insights
from creative industry ecosystems are transferable to urban planning decisions. The
literature review has also helped us with defining the problems in relation to the subject

of this study.

Il. Preliminary Study

Following the emergence of the research idea on creative industries, a more
specific set of goals and research questions related to the creative industries (and also to
the case) has been evolved exclusively to the organizational and physical distribution o
the fashion industry. Fashion industry has been chosen as a particular focus of research
to be carried out in Izmir. How the fashion industry operates in Izmir has initially been
investigatedrom December 20110 August 2012. The preliminary researchs lmeen
carried out through the snowball sampling method. This qualitative research has aimed
at drawing its business network and locational organization as well as bringing out the
problems and suggestions. The data for business network has been prosesyed
components involved in the network and considering some actors with their major and
minor roles, and their connections in creating such business network and the data for its
locational characteristics have been analyzed. The details of the prejirsindy are

given in Chapter 6 prior to the case study. After having investigated the role of
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networks and physical allocations of the fashion industry, the concentration of this study
has moved to the wedding wear sector. Since the overall finding has et there is
hardly a formed and absolute fashion district in Izmir and Izmir rather consists of
wedding wear sectoral firms and their concentration in the inner city, as well as
outsourcing and manufacturing based organized zones, wedding weartisectbias
become the focus for the present dissertation.

The reason for shiftinghe concentration to the wedding industry has also been
due to the lzmir Development Agency (IZKA) 2012 funding became available for
project applicationUpon project applicain to the funding, the focus has again been
discussed and refined considering the opinions of the project coordinator, project group
and extended members from | zmir Devel opme
(EI B) , and Aegean Cl ociatlon (cGSDMHoweveradue tor er s ¢
some reasons, the proposed project focusing orcltieter of wedding wear sector
could not be commenced. Yet, an immediate need for such research has been realized
throughout the application process with regard to thenpireary interviews withpolicy
makersand organizations as well as with the chambers during the fourtith project

application period.

Ill. Research Approach and the DICE Model

After these investigations including interviews began the process of cgangin
the overall research objectives and the methodology. In particular, the research began to
move away from a focus on index based research towards an engagement with the
ecosystem dimension of the creative industry clusters. The ecosystem approaches to the
creative industries have brought a method which intends to examine certain
components. The approach in such subject is based on the application of appropriate
scientific methodologies focused on levels of workers and firms that indicated very
specific inernal and external processes and interactions among each other and their
physical spaceEcosystem approach may be pertinent to researchers who are interested
in studying dynamic process in creative clusters. For the concern of the present study,
the ecosgtem of creative industry clusters contains spatial crehtiged activities of
creative industries. It suggests that the creative activities include socialization,
externalization, combination, and internalization and many contepis mentioned in

Chapter 5 in details



Regarding the ecological approaches, the ecosystem of a cluster, as well as the
general structural flow of this dissertation, is composed of foursegments:
individuals, creative industries, cluster resources, external environméstebt types
of creativity and creative knowledge have been taken granted within the ecosystem of
creative industry clusters since the conception of the creative industries are claimed
indicating creativity and intense knowledge. Individuals with crégtisnerge core
component of the cluster. They have a central in the system for creativity. Individuals
can influence where, when, and how creativity is generated. On the other hand,
individuals are free from the industry boundaries in the search forwitgasind they
can compete with eaatthers and even with companies for creativity and knowledge
extraction at multiple points of exchange. The products designed, processed or produced
by the creative individuals in firms form the structure of creativestets. Cluster
conceptually also indicates these firms, their value chain, culture, and intermediaries as
well as the spatial and napatialities of their concentration which all together are
considered as the ecosystem resources. On top of the clusiarces, there are the
external environment that among others mainly contains new economy formation,
shifting urban and sectoral policies according to continuously growing urban
environment. These maintain a balance with the external and internal envitarinae
cluster to maximize their interests through the fegological measures: diversity
competition, and evolution. The following figure (Figure 1.1) illustrates their
relationships;

Ecosystem approach addresses many factors that produce today'ssdynam
rapidly changing structure, especially the way how creative industries ofdgefbee
start, it should be mentioned that the 0c¢
success of creative habitats. It is the core entity of creative industgmn. The role
of creativity in relation to creative industries, fashion industries in particular and the
classification of creative sectors in different models are discussed at Chapter 2. Since
the urban environment is seen as a prerequisite condiidnhe basis for the physical,
social and economic contacts between different measures of ecosystem, the role of
space for the creative industry clusters is discussed in Chapter 3. Ultimately, each four
components of analysis will be quantified and quedifwith regard to the given urban
environment based on the data collected through the empirical work and related
investigations carried out on the site (Figure 1.2).



Ecosystem of Creative Industry Clusters
Diversity, Interaction, Competition, Evolution

External Environment
New Economy and Urban Restructuring,
Sectoral Development and Policies

Cluster Resources
Creative Industries, Value Chain, Intermediaries,
Urban Environment, Spatialities and Non-Spatialities

Creative Industries
Firms, Individuals, Products

Individuals
Creativity

Figure 1.1. Conceptual lllustration of the Ecosystem of Creative Industry Clusters

Figure 1.2. Conceptual lllustration of the DICE Model

Along with the review of previous studies employing the ecosystem approach in
different fields, the key ecological concepts and how those concepts are examined under
the significant factors and aed into the development phase of the DICE model (for
details see Chapter 5). Development of four key measures of the DICE model; namely,

diversity, interaction (externahternal), competition (competitiveooperative), and
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evolution (mutatiorcrossover) n terms of their general definitions and their crucial
uses in the model are described and each measure are considered and specified with the

fashion industry perspective in Chapter 5 in details.

IV. Pilot Study
This pilot study intends to partially applthe method of the proposed

dissertation on a case study to see the possible outcomes as well as to notice likely
problems and needs in order to improve the quality of the work. Pilot study covers
guestionnaires and interviews only witB firms (eitherwith the experiencedmployee

or employers) regardless their scales. The research has indicatedtrsetared
interviews with the firm representatives located in the wedding wear cluster, Mimar
Kemalettin Fashion District Izmir, and the data processingeaatliation stages via the

DICE model measures. The data collected through an intense and dgt@ittidnnaire

has been conducted from December 201due 2013. The questionnaire has been
carried out with 12 large scale wedding wear firms located almgnain boulevard in

the Mimar Kemalettin Fashion District where hundreds of firms in various scales are
clustered in the entire district. Locationally, main boulevard, as a very vivid core of the
cluster, has been taken under focus since the firmsoamedfhere behaving more
professionally in the sector. In addition to that, relatively larger size firms have been
selected randomly and each owner of the firms has been questioned for 30 minutes with
regard to the preliminary DICE survey. Some of the goesthave been left open
ended in purpose and their responses have been interpreted within the ecosystem
approach. The questionnaire containing 30 questions have enabled the formation and
development of the core analysis model of present study.

Such pilot study has provided a new perspective to the understanding of
wedding wear sector. More importantly, it has considerably contributed to the
methodology testing and developmeahd has constructed series of queries to
investigate the DICE measures in theteahof wedding wear sector as a séztor of
fashion industryThe pilot study was, all in all, a base fewisingthe DICE Model as a

method and DICE survey as a questionnaire.

V. Case Study
Rationale of theCase Study SelectionThere is a need foregerating adequate

information based on understanding of the ecosystem of emerging wedding wear under
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the fashion industry in Izmir for planning decisions in order to achieve a possible role
for the city within the conditions of new economy and urbanuestring.

The role of fashion in identitformation has created a situation where fashion
can be taken seriously in city planning. For cities, fashion can be a powerful marker to
lead and shift the consumer culture. Throughout the past years, the tiyioffell
behind in the global intemrban competition and began to lose its appeal among the
other Mediterranean cities. Consequently, Izmir Metropolitan Municipality
collaborating with the representative from different sectors, -guMernment
organizatbns, and universities has intended to gain its previous reputation and
envisioned a creativithased development to overcome this deficit. Paving a new path
for its future development is now seen urgent by the city managerial. Fashion industry is
thus fourl in the core of such intention for I1zmir, regarding the creative potential. With
the recent developments, Izmir has started to see the fashion industry as creative
potential, increased profits and opportunities for exclusively on wedding wear sector as
a subsector. That brings the existing wedding wear sector and its ecosystem to a vital
point for development. For the last three yedrfas been observed that the died
wear sector has been evolved into a developing clustetZEée 2009; 2010; 2013)
Previous research based on the statistical data and conducted with the key actors in the
region by the Izmir Development Agen¢iZKA, 2010) has presented three major
clusters for the Izmir metropolitan area; mature clusters, developing clusters and
potential clusters (IZKA, 2010).

The data has been collected fréme records of Ministry of Finance, The Union
of Chambers an€ommodity Exchanges of TurkeyOBB, Aegean Exporters Union,
Aegean Region Chamber Of Industry, Izmir Chamber of Commerce, TuPatnt
Institute and Turkish Republic Social Security Institutior2@®8. The strength of such
metropolitancluster in an industrial category has been appraised through asthree
methodology based on the size where tivenber ofemployment within the ane
cluster is greater than 6% of all the same sectoral employment of Turkey received a star;
the focus where theumber ofemployment within the same cluster is greater than 1%

o f al |l l zmi rds tot al empl oyment rtkec ei ved
employment ratio othe same clusteto thel z mi r 6s t ot al i he gr eat
employment ratio of the same sector to the total employment in Tuekeywed a star

According tothe findings welding sector has been evaluated as a promising wte a

included in the potential cluster categorization (Table 1.1).
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Table 1.1. Izmir Clustering Categories with Sectors
(Source: 1IZKA, 2010)

Mature Clusters Developing Clusters Potential Clusters
Sector Cooling, Canned On-Car Chemistry Wedding Logistic
Industrial Food Equipment (usedin Wear
Ventilation and ceramic,
Air leather, glass
Conditioning sectors)
Place ¢iJli| Kemal g ¢i gl Konak Konak Konak
Bornova Tor b al Bornova Bornova Bornova
Konak

Therefore, wedding wear sector is now under focus for the future development.
Very recently, Mimar Kemalettin Fashion District has become a focus regarding various
desgn-related intentions of the city in the progress of constructing a new role for its
future. One of these intentions involves promoting the district as a wedding wear capital
spatially and organizationally. This aspiration brings the existing sector tand i
ecosystem in attention, and wedding wear sector and Mimar Kemalettin Fashion
District has been chosen as a case study area.

The case study area of this study covers the wedding wear firms located around
the Mimar Kemalettin Fashion District and adjacanea. The district is located in
Konak Cankaya District surrounded by Cumhuriyet Boulevard in the west, Fevzi Pasa
Boulevard in the south and Gazi Boulevard in the north, and positions along the west
east axis.

Rationale of the Sub-area Selection at theCase Study Area:lf the ultimate
goal here is to investigate the components of ecosystem, the sample space should not be
limited to a certain criteria. However, since the general characteristics of the ecosystem
here are basically composed of the weddirgmmanufactures, they have been selected
as the target of the present case study. That is heavily based on the assumption that there
is a significant role of the scalled ecosystem of the wedding wear sector in Mimar
Kemalettin Fashion District and thexisting manufacturers are the founders and
primary, structural, functional, and biological units of this ecosystem.

Unlike the previous creative industry cluster researches in the field of city
planning focusing on merely on the creativity, creative classeither physical
dimensions, the present study takes its roots from the ecosystem approach. Rather, the
ecosystemhere, should be investigated through all its units in order to achieve the facts
about the current situation Mimar Kemalettin Fashion Birict and to eliminate the
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possible obstacles likely to be made on the sample space selection criteria with the
existing constrains. Therefore, all 266 wedding wear firms locatbtintar Kemalettin
Fashion Districthave been reached in the data collecpoocessParticular locational
distribution of the investigated firms and the firms surveyed with are given in Chapter 6.
Field study - Data collection: The field study has been conducted in two
different periods. Thdirst field studywas conducted beteen 10- 27 May 2014. In
total 331 wedding wear firms including wedding dresses, wedding suits and evening
gowns, and 31 suppliers of buttons, yarns, fabrics, laces, beads which associated with
the sector was recognized. The findings of the site andigsis been updated through
second field study where the previously investigation findings have been updated and
further observations for the site analysis were conducted. More importantly, the final
version of the DICE survey has been carried out on itee Bhe time period for the
second field study wasarried out2 February- 12 March2015. In general, irough
these stages.ath collectionprocessconsists of three major stages of site analysis, the

DICE survey and additional interviews.

A Site Analysis In terms of the siteralysis of the wedding wear cluster in Mimar
Kemalettin Fashion District, the following items have been investigated through the
field study and also through the literature review;

U Development of the District: The history of thetdi® has been presented to
give insights for its development as an inner city trade center through years and its
evolution into a fashion district with the recent planning and design intentions. The
findings that derived from the additional interviewsncerning the management issues
around the area and the role of the association have also been investigated.

U Spatial Structure of the District: Location of the site and the Implementation
Plan, Coservdion Plan, Laneuse Plan and Building Heights has beetrieved from
the existing Mimar Kemalettin Implementation Plan in use. These data has been
employed to explore the general understanding of urban settings and structure of the
district. That is complimented and visualized by the pictures taken daengphducted
several field studies.

U Cluster of the Wedding Wear Firms: Several mappings and use of the illustrative
methods and following figures in this section show how locationally the wedding wear
sector is distributed and clustered in Mimar Kemald&ashion District. Initially, the

number of wedding wear firms per urban block has been analyzed around the case area.
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That gives an overall view of the cluster in terms of density. Following, distribution of
wedding wear firms have been analyzed accorthntheir positions as ground floors,
first floors, second floors and third floors and up within the buildings separately. In
addition to the firms, the locations of the suppliers which have very close ties with the

sector have been mapped.

A The DICE Surve (Questionnaire)The DICE survey has been designed as a very
detailed questionnaire for the case study of this dissertation. The measures of the DICE
model; diversity, interaction (externaternal), competition (competitiveooperative),

and evolutionmutatiorrcrossover) have been researched through particular inquiries on
the DICE survey. For each inquiry, five ordered response levels (tjfertscale) are
employed for design of the DICE Survey (s&ppendixA).

Each research queries proposednigestigate the details of each DICE model
measures have been complemented with insights from the fashion industry context (see
Chapter 5). All theproposedjueriesderived from the pilot study and literature review,
and reviewed by the committee membbeve beenastly tested with chosen firms
which are relatively maturgeveral times on the site 20 - 23 January 201%ust before
the second field study order to make sure the DICE survey at the questionnaire was
applicable and assessablll the tesed inquireshave been revaluated and re
designed prior to conducting the final version of thuestionnairen the second field
study. The finalized research queries are given at the end of the description of each
measure in tables in Chapter 5.

With the start of the second field study, it has been observed that @4e of
previously investigated firms had already been cloBed.the data collection through
the DICE surveythus,each ofremaining266 firms located in different spots in Mimar
Kemalettin Rshion District have beaontactecandasked foibeing a respondent to the
prepared questionnaifeom 2 Februaryto 12 March 2015All the respondents were
either the owner or manager of each firm. In case of owner or manager could not be
reach on the & or for those who have workplace in somewhere efser than the
firm, questionnaires have been sentthem by responsible of firms. Thus, all the
guestionnaires have beéitled with owner or manager of each firrivajority of the
ownerswere merwhile almost all of theesponsiblesvorking in the firmwaswomen
Among those 266 wedding wear firms, 28 of them are only engaged in wedding wear

retailing and have been excluded from the DICE survey due to the sample space
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selection rationale. With the imtgon of reaching all the manufacturing firms, several
requests have been made in different time periods to those firms which refused to
participate (maximum seven timasdifferent times or weelksEventually, there have

been 132 manufacturers as resporid that accepted to participate to the questionnaire
(approx. 55% rate of return). The reasons of why the other 106 manufacturers refused to
take part and other field study issues will be discussed afotlosving section of

limitations and shortcomingf the methodology

A Additional Interviews:For further investigations on the cluster developments around

the case study area, a series of interviews have been carried out by the representatives of
Mimar Kemalettin Fashion District Association and by tigily more mature wedding
wear firms.The interviews have been conducted individuallgt only for the physical
cluster in terms of its history and development, but also earlier and more recent relations
among the firms situated at the area has beervietged and explained at the section of
Development of the District. These data have been employed complementary to the
literature reviewon the development of the district and segioenin the beginning of
Chapter 6

Data Analysisand Evaluations As astarting point of analysis of the wedding
wear cluster, distribution map of the all manufacturer firms, retailers that have been
excluded and finally the survey respondents in the case study area have first been
mapped. The exact locations of the firmstiggpated to the DICE survey has been
identified. The findings collected via the DICE survey for each those firms have been
processed through detailed analyses to show the role of the diversity interaction,
competition, evolution measures of the DICE nlodethin the wedding wear
ecosystem in Mimar Kemalettin Fashion District.

Taking into consideration these four measures and space within the ecosystem,
the study specifically presents the data setprasented at the following tables Table
1.2 and Tabld.3 (see the AppendixB for full list of variables definitions and unit of

measures
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Table 12. Data for Descriptive Analysis of Ecosystem

DataName | Indication Nr. Of Questions

Data Set1 | DICE Model Measures Diversity 5 variables
Interaction 62 variables
Competition 11 variables
Evolution 38 variables

Data Set 2 | Advantages of Sectoral Cluster: 12 variables

Data Set 3 | Advantages of Spatial Clustering 12 variables

Data Set4 | Locational Distribution of Manufacturing and Retailing | 4 vaiables

Data Set5 | Occupational Distribution 16 variables

Data Set 6 | Services Outsourced by Firms 9 variables

Data Set 7 | Environmental Obstacles 11 variables

Data Set 8 Firm Characteristics 7 variables

Data Set9 | Planning of the Spatial Environment 4 variables

Total

191 variables

Table 13. Regression Analysis for the Relations of the DICE Components

Dependent Variables Definition Unit of Measure
Int_1 Internal interaction Likert scale 1to 5
Int_2 External interaction Likert scale 1to 5
Comp 1 Collaborative competition Likert scale 1to 5
Comp_8 Conflictive competition Likert scale 1to 5
(Evol 11 é Ev o| Mutation Likert scale 1to 5
(Evol 18 é Ev o] Crossoverfrom the cluster Likert scale 1to 5
(Evol 24 @&velgeo | Crossover from outside the cluster Likert scale 1to 5
Independent Variables

Designer Employment The role of design Likert scale 1 to 5
Outsourced Design Consultanc

Org_3 Firm characteristics 1-0

Org 4

Org_1 Nr.

Org_5

Org_6

Int_1 Scales of interaction Likert scale 1to 5
Int_3

Int_4

Int 5

Int_6 Geographical proximity Likert scale 1to 5
Int_32 Mediums of interaction Likert scale 1 to 5
Int_33

Comp_1 Scales of collaboration for competition | Likert scale 1 to 5
Comp_3

Comp 4

(Evol vd 1® Toml Attempts for evolution 1-0

Cluster_1 Benefits of sectoral clustering Likert scale 1 to 5
Cluster_2

Cluster_3

Cluster_5

Cluster_6

Cluster_7

Cluster_8

MK 1 Spatial clustering for proximity Likert scale 1to 5

17




All thesemethodological stepsave enabled us to evaludtew wedding wear
cluster operate as an ecosystem in a given space, regarding the diversity, interaction,
competition and evolution measurés.addition,from the urban planning perspective,
this study contributeto how creativandustry clusters can be approached, understood
and intervened in order to realize a more concrete plan on a creative urban development.
For the weeding wear sector, understanding of its structure evaluated regarding its
ecosystem will therefore be verygsificant to the planning field for delivering a

creative future as well.

V1. Limitations and Shortcomings

Refinement of the Preliminary Research Objectives:The first set of
limitation started with a possibf@oblem of data collectiofor what has beeproposed
in thepreliminary research objectivéssed on a more inddased research to creative
industries in Izmir. Amore specific set of goals and research questions related to the
creative industrieshave then been evolved exclusively to the organtmanal and
physical distribution of the fashion industry. The preliminary research (Mengi &
Vel i bey ojhdsbeercazriedloft)with the snowball sampling method. Fashion
industry has been chosen from the given creative industries for this studyh#\fieg
investigated the role of networks and physical allocations of the fashion industry
preliminary investigated, the concentratimasmoved to the wedding wear sectafter
these investigations including interviewsms begunchanging the overall reaech
objectives and the methodologVhe invitation as consultant from the academy and
involved in the research on the same subject have been made by the research group in
the Aegean Exporters Unioffhe schedult meetings were conducted betweime
and July in 2013 Such meetings with an external research group in this non
governmental organization haatowed different issues to emerge and have pushed the
research questions into different directions. In particular,résearch hasegunto
move away fom a focus on index based research towards an engagement with the
ecosystem dimension of the creative industries.

Locational Mapping: The locational distribution of the existing wedding wear
firms have had to be generated via convenient mapping techrogllested from
different stages of field studiedue to the lack of information their positions both
vertically and horizontally on the sitdéany of the firms have currently no sign of

existence at the street level. All theildings have been visited afidns in upper floors
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have been investigatad generate such data. The only information for the case study
selectionhas beerthe findings for the sector in the previous research projects (IZKA,
2009; 2010; 2013; IEU, 2014) as well as observable aggiiioes of the wedding
wear firms.There were not such locational data before this study started.

Wedding Wear Firms and Registrations: Complimentary to the identified
wedding wear firmsd |Iteedad forthe manufaoturingtfiens f i e |
registered in the wedding wear sector or segment have been tried to be reached.
However, it has been observed that each firms located in the Mimar Kemalettin Fashion
District is registered in different institutions, namely, Aegean Export Association, lzmir
Chamber of Commerce, Aegean Clothing Manufacturers Association, Izmir Union of
Chambers of Artists and Artisans and under several different codes and sectors. For
instance, o the official web page of Izmir Chamber of Commerce, there was a research
tool to find the commercial registers based on their businesses activities within the
NACE codes. Yet, the results were gnfoundingthat the firms shown in the results
werehardly identifiable since it was unrealizable to detect the exact business profile as
well as location of firms based out of this information. Accordothis data, any given
location other than the Mimar Kemalettin Fashion District might be involved in the
research, and also any given firms on the web page might be dealing with some othe
business other than the wedding wear.

Previous Data Retrieval: Some refined dataconcerningthe firms (export
volume, firmscales, employee number and some similar quantitative Idatted on
the sitehas been tried to beontactedhrough previous searchesn order to make a
sampleselectionfor the casestudy.Firstly, regarding the previous research conducted
by Aegean Export Association on the competitiveness of this sector (unpublished), their
collected data and/or some littlefenmation abouthe firms thathow they chose as a
sample grouphavetried to beretrieved Unfortunately, Aegean Export Associatiodid
not agree to share their data and their selection method. The only informatidraveey
shareds that the interviews have been conthacwith only 25 firms located on the site
and the firms were selected randomly among the registered ones to the Mimar
Kemalettin Fashion District Association. The findings of this research are also yet
available and unpublishe&econdly, zmir University of Economics in collaboration
with 1zmir Chamber of Commerce and Ministry of Econorhas also conducted
researchproject investigating the clustering the wedding wear sector in Izmir (IEU,

2014). Project group members have beeancessedvia emails to retrieve some
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information about the firms regardless the localities of firms, any data available in
numbershave been requestedowever, theyhavedisagreedn sharing or exchanging
any informationout of the project. After the publication process was meted, the
research report has been obtained. Yet, the methodological issues unforthaagely
notmentioned in detailat the publication

Data Collection via the DICE Survey:Before the survey, all the members of
the Mimar Kemalettin Fashion DistrictsBociation andegean Clothing Manufacturers
Association werecontacted via -nail and informed about the survey. Yet, only few
appointments have been taken from these firms. Therefore, many firms could only be
requested for the questionnaire instantlytioa site and in persoihe study was not
conductedveekdays and weekend mornindige to the work schedule of firms on the
site, and there have been some few cancellations andbydf due to the weather
conditions as well.

Data collection process for tlECE survey was carried out with the partial help
of two external assistants in order to ttmanage on the site as in the need of collecting
the surveys from different spots at the same time. These external assistants have only
been involved in the colléon of the questionnaires already distributed, given or
appointed in advance by the researcher.

For the data collection process through the DBEDEvey indicating a detailed
questionnaireany readymade online survey has not been adopted considering the
intention of the overall research and rationality of the DICE Model that focuses on the
internal dynamics of cluster@n the other hand, the online communication skills have
not also been selected due to the trust issue and not involved in the dat@onollec
While the intention was to investigate the very nature ofetisting cluster through
manufacturing firms with faceo-face relations, the DICE survey has been carried out
in person by the research@&hat also has enabled observations ndainexperience
about the sectoon the site.Therefore, facdo-face communications have helped to
convince respondents to acknowledge that they wengritmary source othe data, and
the importance of clustering on the site. Even that dkam interactionbetweenthe
respondents and the researchas created a very basic understanding on firms about
clustering and the value of the sector for urban research and city planning. Yet, such
awareness was not enough to be ablgetoreturndrom all of the firmsquestionedn
the site. By the time spent on the sabmost all of the firmsin general, had an idea of

this ongoing research however still was notingjlto cooperate or participate.
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Out of 238 manufacturer firmghe reasons of why 108 themdid nottake part
for several reasons. The overall reason has been that the firms located on the site do not
trust external bodies and are unwilling to get involved in such researeh. tegugh
different institutionnames and intentions have been mentioimedrder to convince
them they have not changed their minds. Secondly, it has been observed that there has
been a series of excusessed by firmdo not to participatéo the surveyat each visit
(max. seven visthas been donfr one firm). The most common excuse has been the
claim that the owner was out of country (in some cas@seowners was located in
other cities, and within the time period on the site, the survey hasbsta them and
collected back bytheir employerswho were comparatively rore anticipated for
contributing tosuch researchjn some other casespmeowness or managers have
been reached bg telephone call and they still refused to take pahirdly, great
number of firms believeshat the former researcprojectsthat they participate as
intervieweesor respondentdiave not worked out anlsave not been done any good to
their current situations. Lastlyyen though some of the firms have good relations with
the Mimar KemalettirFashionDistrict Associationand despite that éhresearcher has
been introduced tdhosefirms in advanceby the associatignfirms still refused to
participate.On the other hand, there are also said some further firms unregistered,
without any signs of existence in this cluster where they are looatéige upper floor
of the existing buildings and work as ateliers for some other firms and/or haute couture.
They have been difficult to be explored and identified as an individual researcher.

The otherchallengewith the data collection process basedtlo@ observation
and experience on the sites beerthe distribution of the DICE survey on the site.
While the data collection from the firms located at the ground flloassbeen relatively
easiercomparing to the one at the upper floors. The upper flabtse buildings have
been observed more private and hard to reach to the firms. However, surprisiagly,
firms willing to participate to the DICE survey has been the ones located on the upper
floors and relatively small manufacturing ateliers compato¢arge scale firms with
showrooms at the ground floor.

Another issue can bthe relation of the DICE survey through a detailed
guestionnaire and additional interviews as a possible limitation in the process of data
collection process. The design of DECE survey has been proposed after having done
the pilot studywith the ecosystem approasidicating a preliminary questionnaire and

openended interviewsintensified with the literature revieaf the fashion industry and
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previous creative cluster resehes reconstructed and then again tested with several
respondents from the firms, and eventually finaliZed the data collection. The
rationale of the survey has been kept in in accordance with the DICE measures. On the
other hand, additionahterviews with differentscalesof manufacturing firm$iave been
carried out. However, these two data has beendegmrateThe adlitional interviews
have only been used to present the development of the district and the current
conditions of the physical eneinment and sector. The comments that possibly
contribute to the understanding of the distrattisterand the sector are given at Chapter
6 to describe the development and the current conditions of the district prior to the data
analysis through the DICE&mponents

Linguistic and Terminology: Whenconductingthe prepared questionnaire
Turkish, some linguistic limitationeave beerencountered in terms of providing the
conceptual links which was originally set out in Engligtarticularly, hrough the
ecosystentiterature communicatingvith the DICE measures to the survey respondents

has been challenginghen conducting the interviews in Turkey.

1.4. Structure of the Study

After a brief introduction in chapter one, the second chapter defines the co
components of the ecosystems of creative industry clusters; creativity, creative class and
creative industries, and presents various creative industry classifications derived from
previous approaches and models. The chapter focuses on the fashiory iaduat
creative industry, firstfrom, the economic and manufacturing perspectigesond,
sociological perspectivegnd third, from the urban environment and then the chapter
explores the structure of fashion through particular value chain and necessary
intermediaries involved.

The third chapter argues the concept of the clustering of economic activities,
specifically of creative industries, and investigatiee role of space through several
proximity concepts by multiple scholars and thought schookenms of spatial and
nonspatial. Different stages of clustering and their evolution processes are examined in
this chapter. More importantly, previously emerged fashion industry clusters in the

world and their spatial features as well as their uniqueldgvents are reviewed.
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The forth chapter gives an overview of the external environment in which this
study is embedded. First, it discusses the conception of new economy that has driven
multiple urban restructuring, specifically in the inner cities alonth the creative
industry formations. Second, the chapter explores the shift from the Fordism to the Post
Fordism in the developed countries where such debates, on one hand, correspond to the
transition from the cultural industries to creative industraggd on the other hand,
define new relations between culture, creativity and economy regarding the post
modernism, spectacles and consumerism. Third, the recent and current issues of creative
industries both in theory and practice as well as related deweltp and organizations
in Turkey are presented. Lastly, the fashion system in Turkey and recent developments
in the wedding wear sector are described.

In the fifth chapter, the ecosystem approacheigplained, discussed and
presentedthrough the review ofthe previous studies from the fields of business
ecosystem, ecosystem management and creative ecology. Following, major ecological
concepts are examined under the significant factors, and possible measures have been
integrated into the DICE Model. Each aseire of the model is reconsidered from the
fashion industry perspective and specified to be employed in the DICE survey.

The sixth chapter, after having reviewed the overall fashion industry formation
in the city, investigates the cluster of wedding wssator in Mimar Kemalettin Fashion
District in Izmir/Turkey from the ecosystem perspective, through the diversity,
interaction, competition and evolution components of the DICE Model. The given
analyses are realized via evaluations of the regressionsanalyd comparisons of the
DICE model components. Those analyses are complimented and reconsidered though
further evaluations through sectoral clustering and spatiality of the wedding wear sector
in order to explore how the given sectoral cluster opeestes) ecosystem in the given
urban environment.

In conclusion, after reviewing athe findings derivedof this study, particular
outcomes and conclusions are presented regarding case Bulthwing, general
recommendations arsuggestedfor policy implications specific to its spatial and
organization natureof creative industry clusters and their ecosystehastly, the
suggestions for future research are given in the last chapter. The following figure

(Figure 1.3) summarizes the structure of this dtasen.
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CHAPTER 2

CREATIVE INDUSTRIES AND FASHION INDUSTRY

This chapter aims to discuss the core components of the ecosystems of creative
industry clusters; creativity and individualmd creative industries and their structures
and systems. Therefore, the chapter starts with necessary definitions of creativity,
creative class and creative industries. For the purposes of this dissertation, the general
definition of the creativity hasden adopted into creative industries where value is
primarily dependent upon it. Second, the chapter explores different definitions have
been put forward to provide a comprehensive understanding to the creative industries
through different approaches anaaels proposed in different reports, researches and
other contexts over the recent years. Third, the value chain as a group of sequential
activities to provide value to the end customer is investigated starting from the
conventional to more specific to thaeative industries. Additionally, the chapter
emphasizes the creative venture associated with the fashion industry practices. Thus, the
forth section highlights how fashion evolved as a creative industry, and how it expanded
as a global system. That gsva brief global perspective on the fashion industry. Next,
the structure of the fashion industry is discussed with regard to its particular value chain

and many necessary intermediaries involved in the fashion system.

2.1.Creativity and Creative Industries

From the urban perspective, creativity is an integrated process including social,
economic, political, cultural and environmental assets that together cover every aspect
of urban living. Such studies are likely to focus on spatially and tempordilyede
political, economic and social environments and their impact on the processes of
creativity (e.g. Hall, 1998). In the context of the creative industries, most of the existing
claims make emphasis to the role of spatially concentrated clusters ieckgarkers
(e. g. Ranti si, 2002a) . For example in Sc
particular places have been explored and found that their ability to promote aesthetic

creativity within clusters of creative economic activity (Drake, 2003jhéneconomic
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cont ext, creativity can be described as 0

of these id eas to produce original works of art and cultural products, functional

creations, scientific inventi DR%O0,pB8)d techr
For 30 years urban environment has been witnessing a growing understanding of

the mutuality between creativity, culture and economics in urban environments

Gospodini (2006). According to KEA (2006), creativity today refers to the production

of new ideas and their application built unique works of art, design and cultural

products, functional creations, scientific inventions and technological innovations

(Figure 2.1).

Scientific
creativity

Technological
creativity

Economic Cultural
creativity creativity

Figure 2.1. Creativity of Today
(Adapted from KEA, 2006)

Creativity

Landry (2000) has drawn attention to the significance of creativity in modern
cities and regions, where he makes emphasis on the combination of hard infrastructure,
or the network of building and institutions that constitute a city or a region, and soft
infrastructure as fAthe system of associati
and human interactions, that underpins and encourages the flow of ideas between
i ndividuals and institutionso (p. 133) .
as originality, capability to develop new projects, procedures or approaches, visionary
power, willingness and readiness to experiment and to take risks, mental and cognitive
flexibility and multirdimensional thinking. Creativity is not solely about sormegth

new, but also involves opening ourselves out to the ideas, influences and resources that
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are all around us. On the other hand, for Higgins and Morgan (2000), creativity in
relation city and its planning, is not an end in itself, rather a means whiclead to
development. Thus, creativity in relation to place is an integrated process including
social, economic, political, cultural and environmental assets that together cover every
aspect of creative place formation. On the other hand, for HigginMarghan (2000),
creativity in relation city and its planning, is not an end in itself, rather a means to
achieve economic development.

Creativity is regarded as mostly associated with the generation of products,
services, processes, or ideas that are hotel and appropriate (Woodman et al., 1993;
Amabil e, 1988) . Negus and Pickering (2000
used, and abused, terms in the modern lexicon. It comes laden with a host of meanings,
connotations and applications whicheaegularly imported into a range of varying
di scour ses, institutions and settingso (p
much of the literature makes use of the etymological base of creativity, seeing it as

about bringing something into exasice, generating, inventing, dealing imaginatively

wi t h probl ems. Landry (2000) defines t he
associative structures and social networks, connections and human interactions that

underpins and encourages the flow of gleab et ween i ndividuals a
133). Creativity has been both the driver

Along with the new economic, the emergence of the creative industries has enabled
entire creative sectors to develop productsumadocreativity, and creativity for the
management of business processes becomes critical (Hartley, 2005; Hesmondhalgh,
2002). However, in general, creativity does not simply reside in only certain industries,
but is a central and increasingly major inputbi all sectors where design and content
constitute a base for competitive advantage in global economic markets. The definition
of sector here becomes confusing if creativity is given as a somewhat associated with
the arts, and which does not involve otlsectors of production such as science or

technology. Rather, it should be approached in a raged where creativity is defined

inacrosssector and multidisciplinary way, mi
economic i nnovatnwlnddgiasal wdalnlnoasat iddare@.h K
creativity, especially in the industry er
splkover effects between different i nnovat.i\

No doubly, creativity is the main part of the system anacture of today. From

the fashion perspective, it is widely agreed that fashion is a language, yet a very
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ambiguous one since it as a system or structure changes and evolves very rapidly.
Within its dynamism, a single garment for instance expressegetiffeneanings at
different times according to the wearer and the observer (Maramotti, 2000). However,
changes in fashion correspond to macihanges irsocietiesand cultures. The capacity
of culture that drives creativity cannot be underestimated. @ulteiads fashion
designers to wide range of possibilities from history to the ideal future life. Despite the
fact that designers cannot make people to possess or acquire a particular product they
can create appeal in the fashion market and stimulate possit@rging or unnoticed
desire. The stimulation for creative ideas in fashion has always been rooted in vast
variety of sources.Specifically for the fashion system, popular culture, latest
exhibitions, films, writers, geographical areas, traditional cedtuand metropolitan
phenomenehave always beemfluential for creativity. Since the fashion product is
considered as being at the core of a man
related activities of idea generation, production, distribution, eteadx and promotion
planned accordingly and thus creativity becomes a positive interaction between
different functions around it. The designer carrying a creative along the process can be
be linked to the entire organization because the firm itself camst without such
aspect ( Maramotti, 2000) . AThe predictabl
fairly open and decentralized marketplace, enables talented and resourceful newcomers
to enter the market and succeed. No style is ever fixed andnooreged, once and
forever; no mar ket franchise |ives forever
Racine, 2005, p. 9). Fashion is a vital, dynamic entity living in an open, always evolving
environment. Therefore, it is no coincidence that fashilbows the appropriation of
creativity and modification of other peop
not only a matter of individual creativity, but also a process between individuals and
larger communities and othereativepeople

Themain emphasis around the academics has shifted to creativity as a collective
or social process directly led by the particular economic, social and political
environments within which creative workers are operating. In this regard, Negus and
Pickering (200 ) argue that an Orealize the ereation and c an
exhibition of a movie than be able to manufacture and raketion .. . a washing
machineo (p. 271) . Similarly, Bourdieu (1
gifts, rather it isa product of the social, economic and educational background or

environment of the individual. From a somewhat different perspective, Florida (2002)
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has been influential globally to diffuse the concept of creativity. The creative industries
form creativiy as a collective process, despite that there is some evidence that the
creativity of individuals have a crucial role within this collective process; namely

creative class.

Creative Class

Florida (2002) asserts that certain clusters where specific gemgpsdustries
accumulate are considered creative only when there is a high presence of the creative
class is available. Additionally, the access to human capital and creative workers fosters
creative industries to cluster (Glaeser, 2005). Also in trexaliire, the industries
indicating creative essence are increasingly highlighted as an important contributor to
the degree as much as they contain creative class.

The notions of human capital and creative class that regulate urban economic
development havbeen studied by Richard Florida. His research was carried out in the
broader context of the relationship between the creative class and regional economic
growth and he has produced a curiosity through a growing body of literature on the
creative class. Blida (2002) claims that the urban economy of the 21st century is
driven by the location choices of creative people who prefer appealing place that is rich
in cultural diversity. He emphasizes a social structure comprising new systems for
technological crativity, innovation and entrepreneurship, and new models for
producing goods and services. Florida (2002) suggests that the heterogeneity in
cosmopolitan cities is the spine of creativity and innovations. He defines the creative
class as those who createsw ideas, new technology, and new creative content.
According to him, the workers who invent and create new products, who apply
knowledge, who invent brands and designs associated with new life styles and
commodities are integral part of the creativeesitiThese creative workers are called the
creative class. This class is not necessarily highly educated but considerably engaged in
creative, innovative jobs. The creative class does not only include writers, designers,
musicians, painters and artists, lalgo scientists, managers and people in computer,
engineering, education, healthcare, legal and financial occupations (Florida, 2002).
FIl orida (2005) asserts that Acreative peoj
and these people preferplacesth ar e i1 nnovative, diverse atl
workers rely on the networks socially and certain locations and create clusters, spatially

for market building as their nature.
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However, this study does not measure the creativity, nor investigagesense
of creative class. Rather, within this dissertation creativity, and creative individuals

(creative class) have been regarded as given and core components of creative industries.

Creative Industries

In general terms, the collective termcreadi I ndustries is def.
businesses in the economy which focus on creating and exploiting symbolic cultural
products (such as the arts, films and interactive games), or on providing biiginess
business symbolic or information services inagrsuch as architecture, advertising and
marketing and design, as well as web, multimedia and software development (NESTA,
2008). Investigation of the creative industries has been carried out from different
perspectives as mentioned in the introductionfoiestart to define and explain the
creative industry conception, it should be mentioned there is still some consensus found
within academic research and policy implications on the meaning of the terms creative
industries and cultural industries. In boginounds, the term is now widely used
suggesting some areas of economic activity are perceived to be distinctive in some way.
The use of cultural and creative industries considerably varies in practice. Thus, there is
no authorized definition of the creadivindustries in use. Most countries adapt the
concept to meet their own needs. It varies due to different researches in different
contexts, and also many previous studies offer various approaches to the classifications
of the creative industries. Previoagailable classifications will be discussed in the next
section While cultural industries was used to emphasize the dynamics of the cultural
sector, originated on the symbolic or immaterial nature of its product in market, the
term creative industries wam attempt to change the terms of the debate about the
value of arts and culture. Since cultural industries were specific to rséitsn they
have been pressured by globally dispersed creative industries and by international trade
rules over time (due tthe new economy necessities), the policy usage of the term
creative industries is a key that emphasized by an internationally operational definition
in a global inteturban competition. As Throsby (2008) suggests, we can read through a
policy strategy exjcitly aimed at the creative industries that the primary focus would
likely be on the economic value produced by their industries. On the other hand, if the
primary purpose of a policy was to pursue
cultural irdustries would be admitted. This is, for him, what makes the cultural

industries different from the creative industries. Until the term creative industries was
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started to be in use vastly, it was the cultural industries that owned similar properties.
The altural industries were commonly regarded as the first generation of creative
industries utilized for economic and social development. The products manufactured
within the cultural industries context are custorade by masses, yet heads
consumption actiofAdorno, 1975).

The conceptual shift in terminology from cultural industry to creative industries
was realized by the early 1980s had given rise to a more empirically based
understanding of the complex structure and variable dynamics at work in thetpmoduc
of culture. It yielded the connections between technologies of production and
distribution, the changes in business models, the connections between symbolic and
informational goods, and between culture and communications systems. Such transition
broudht about a more clear understanding of the connections and contradictions
between the production and circulation of culture and the wider ideological needs of the
new economic structure. In 1998, the Creative Industry Task Force of the British
Go v e r n Departméns of Culture, Media and Sport (DCMS) introduced the term
creative industries in the Creative Industries Mapping Document. Its approach
di fferenti-adretserod chée aultti wrtal i ndustries fr
emphasis on teclofogical reproduction and mass accessibility. That approach
underlines the difference between traditional, publicly funded cultural industries, and
explicitly commercially oriented creative industries such as advertising, film and music.
Recent revisions fothe UK definition, and discussions in UNESCO (2008) and
UNCTAD (2010), has motivated a new conception of the cultural industries. For the
political reasons, the term 6creative ind
2005).

The term creative indiry takes its roots from the DCMS (1998) conception,
which was an extension fmnceptualization) of the cultural industries definition. The
shift of the terminology from cultural to creative was motivated by a specific political
context in the UK backotthe early 1980s. The term cultural industries were replaced
with the creative industries by the New Labor in the early 1990s since the latter had
more comprehensive and democratizing policy notion. Following, the contribution of
the creative industries ag recognized in the Creative Industries Task Force Mapping
Document (CI TF, 2001) i n-lidetalegovésitment suéh@as an
the UKOs New Labor who sought to continue

for economic strategy theseemw cr eati ve industries made
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(Pratt, 2001, p. 15). The general idea was the transition from the state to the market
under the Thatcher government. Tlhetbor Party (renamed as Nelabor) accelerated
this shift. Two essentials were ehgsized; predominantly those cultural industries that
are outside the public funding system and operate commercially are considered
important drivers of wealth and employment, and the great majority of the range of
cultural products and services such a¥, Tilm, radio, music, books, concerts that
people consume is also produced outside t
As a new conception, creative industries
which have their origin in individual caéivity, skill and talent, and which have the
potential for wealth and job creation through the generation and exploitation of
intell ectual propertyo (p. 512) . Furtherrt
industries as industries that produce goadd services whose primary value derives
from its aesthetic attributes. Similarly,
sectors in modern capitalism that cater to consumer demands for amusement,
ornamentation, sekiffirmation, social display a@h so on. These sectors comprise
various craft, fashion, media, entertainment and service industries with outputs like
jewelry, perfume, clothing, films, recorded music or tourist services. Unlike the
definition of the Creative Industries Task Force Mapmagument (CITF, 2001) of the
British government, Banks et al. (2000) and Scott (1999) underline the importance of a
high aesthetic, semiotic, sensory, or experimental content in creative outputs.

By its definition, creative industries merge art with coence. In other words, it
links what is publicly supported and what is commercial (Galloway & Dunlop, 2007).
As Garnham (2005) argues, using the term of creative industries instead of cultural
industries is rather a new policy making of the government ¢firdloe economic value
of culture. Regarding, Pratt et al . (200
positive feeling against to the variety interpretation of culture which carries with it
suspicions of high culture and exclusion, as well as antipath o0 busi nesso (
addition, Pratt (2001) claims that creative industries show more universal characteristics
by its wusage. It also amalgamates the fAhioc
as elitist) and al o populaccultural prodects(oftthe eulturah s s m
industries). Pratt (2008) asserts that the requirements of new markets and market share
are believed to only be attained through the creative solutions and traditional (we can
say cultural) tools may be reachecithlimits and creative ones can take over. For

Cunningham (2002), while cultural industries are by definition negtate specific and
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policy based, creative industries are less national and more global and local/regional.
According to his claims, it imow possible with creative industries to create culture
through the commercialization of creative activity and intellectual property since the

new world order within the new economy necessitates cities to do so. Besides,
Roodhouse (2006) refersto Cunniagiln  ( 2002) and cl ai ms that
term that suits the political, cultural and technological landscape of these times. It
focuses on the twin truths that (i) the coc
is produced, deployk consumed and enjoyed quite differently in podustrialized
societieso (p. 18) . Cunningham (2004) di s
cultural industries as delineated by the Frankfurt School. According ot him, although

there are obvious otinuities between cultural and creative industries, the creative
industries approach is considerably able to capture creativity further than the subsidized
public arts and broadcast, and refers to the transition into a convergent and incremental
environmet; interactivity, convergence, customization, collaboration and networks are
key. ACreative I ndustries are | ess nation
typical among publ i c broadcasting system
(Cunningham,2004, p. 6). Therefore, Cunningham (2005) makesdifferentiation

between the cultural industries and the creative industries as follows (Table 2.1);

Table 2.1. Cultural Industries Models vs. Creative Industries Model
(Source: Cunningham, 2005)

Cultural Industry Model Creative Industry Model
Nationstate Global/Local- Glocal
Analog Digital
Neoclassic economies applied to the arts New economy drivers (economics)
Rebadging large established popular industrieg Small and medium entreiipes
cultural
Established sectors Emergent sectors, and inputs into wider serviq
economy

The content of the cultural enables us to make a distinction between the outputs
of the cultural industries and creative industries. While the cultural industries are
derived from the technological advances of the early twentieth century the creative
industries emerged as a product of the technological advances of the late twentieth and

early twentyfirst centuries within the knowledge society.
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There also some reactions ttee abandonment of the term cultural in the new
economy context. From a theoretical perspective, Galloway and Dunlop (2006) question
the use of the term creative industries. According to them, the term creative industry
invol ves morebrandangpu¢Prahe, ie6e01) of cul
about the changing economic structure of, and the urban policy implications in the city.
They discuss that their use and contribution of creative industries are necessarily
evaluated in terms of ecomic returns and benefits. However, this is not always
compatible with the role and goals of the cultural industries. For Galloway and Dunlop
(2006; 2007), creative industries fails to concern the significance and distinctiveness of
culture. The value of dput in the creative industries depends on the creative
production means of individuals and the sort of organizations that they are associated.
Gall oway and Dunlop (2007) discuss -that
broadcasting, film, publisng, recorded musiewere incorporated into cultural policy,
in this new policy stance, culture has been subsumed within a creative industries agenda
of economic policy, and in the process I
19). They furthertheir discussions on the shift towards the creative industries. They
argue that the creative industries are very attached to notions of the new (creative)
economy and find it reductionist in a sense that the culture is evaluated in terms of its

economic ontribution.

2.2.Different Approaches to Creative Industries

Different approaches to the creative industry conception and formation of the
creative industries content influences academic and policy circles all over the world.
Many countries have so faiven their definition of creative industry, and that has
caused many disputes about their formations and medgs difficult to reach the
consensus. This section reviews some definitions that have profound influence in the
international. The purpose ofuslying and the history and the national condition is
different. Each definition has its own reasoning and depends on certain rationales.

The available models contents vary regarding their objectives and intentions, yet
they all are purposeful in their ewcontexts. They all are useful as a guide for
researches and policy making for the collection of information, the analysis of data,

trends and statistics, the conversation with key stakeholders as well as the identification
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of recommendations and policyirection. The major approaches reviewed in the

literaturehighlighted in following sections.

2.2.1.DCMS Model

Perhaps the bekhown usage of the term creative industries derives from the
Department of Culture, Media and Sport (DCMS) in the United #amg in the late
1990s. The DCMS is a department of the UK government. The role of the DCMS
within the creative industries briefly is to support the creative industries to boost their
profile and provide them help to explore their potential to achieve agono
devel opment I n urban areas. The first doc
industries as titled Mapping the Creative Industries was released by the DCMS in 1998.
The 1998 report was restructured and renewed in 2001. The DCMS (2001) definition
describes the creative industries 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, 2001,
p. 04). That document contains thirteen creative sectors; Advertising, Architecture, Arts
and Antique Markets, Crafts, Design, Fashion, Film and Video, Software, Computer
Games and Electronic Publishing, Music and the Visual and Performing Arts,
Publishing Television and Radio (DCMS, 2001).

It is widely accepted that the DCMS (2001) model offers a detailed classification
to the creative industries presenting which activities belong to certain creative
industries. The following table lists all the activétithat are related to every sector from
three aspects; core activities, related activities and related industries

2.2.2.Symbolic Texts Model

This model is based on industries concerned with industrial production and
dissemination of symbolic texts apdesented by Hesmondhalgh (2002). The symbolic
texts model has been emerged from the critcdtluralstudies in Europe and the UK
and quite different from other definitions. Rather, it focuses on popular culture other
than the arts as a concern of soaiadl political circles. This sees the production process

of creative industries through the industrial production, dissemination and consumption
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of symbolic texts or messages which are conveyed by means of various media such as
film, music and the publicetn (KEA, 2006). Their value comes from the viewer,
audience, reader or consumers who decodes and figurs out value within these meanings.
Symbolic text as a term therefore i s base
content and that value may wray not translate into economic profit (Bilton & Leary,

2002).

Hesmondhalgh (2002) investigates whether the shift in cultural production to
creative industries has led diversity and quality in cultural texts, and from the economy
approach he underlines tleentral relationship between symbolic artefacts and the
financing and organization of their production (Hesmondhalgh, 2002). Hesmondhalgh
and Pratt (2005) discuss the symbolic, cultural production anecuitural types of
producti on as alfapdaalabva, @nd toghink abous thesenboundaries in
terms of the relationship between the utilitarian functions and-utibtarian
artistic/laesthetic/entertainment) functio
Hesmondhal ghoés ( ,2 cbr@ 2cylturat Industries are oaeupied by
advertising, film, internet, music, publishing, television and radio, video and computer
games; Peripheral cultural industries are by particular creative arts; and Borderline

cultural industries are covered by somer electronics, fashion, software and sport.

2.2.3.Concentric Circles Model

The Concentric Circles Model proposes thet creative ideas locate at the heart of
the core creative arts and the model based is on origin and diffusion of creative ideas in
sound, text and image from core creative arts radiating out through a series of layers or
concentric circles presented by and best known is that of David Throsby (2001; 2008).
The model underlines the character of cultural goods that makes the creaisteiesd
have the value (Throsby, 2001). Throsby (2001) explains the creative industries through
circles in which the creative arts are at the core with two other layers expanding from it.
The model divided all the activities of creative industries intar fparts: the core
cultural expression, other core creative industries, wider cultural industries and lastly
related industries. First circle is core creative arts that contain literature, music,
performing arts and visual arts. Second, other core creaiestries cover the

industries of film, museums, galleries, libraries and photography. Third, circle where
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industries outputs accepted as cultural commodities othecultral products consist

of heritage services, publishing and print media, televiaiwh radio, sound recording,
video and computer games. Fourth, the related industries where the industries that
operate outside the cultural area, yet output still contain some cultural content like
advertising, architecture, design, fashion which design be regarded not merely
functional (Throsby, 2001).

This model has been updated by the Work Foundation in the United Kingdom
and the notion of expressive value has been placed at the core (Figure 2.2). This more
recent model of concentric circles indieacore creative arts in the first circle where
commercial outputs possess a high degree of expressive value and invoke copyright
protection. At the second circle, there are cultural industries that contians the activities
involve mass reproduction expra&s outputs. Outputs are based on copyrights. The
third circle is interpreted as creative industries and activities which the use of expressive
value is essential to the performance of these sectors. Forth circle is the rest of the
economy which manufactmg and services sectors benefit from and exploit the
expressive outputs generated by the creative industries. This updated version of the
model, essentially, makes a distinction between cultural and the creative industries,

placing them both within the meeconomy (The Work Foundation, 2007).
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2.2.4. WIPO Copyright Model

World Intellectual Property Organization (WIPO) Copyright Model involves
directly or indirectly in tle creation, manufacture, production, broadcast and distribution
of copyrighted works (WIPO, 2003). In the WIPO Model, the creative industries which
the product or service contains a substantial element of artistic or creative endeavor are
described as theopyright based industry WIPO (2011). Creative industries are mainly
related to the art, movie works, software, performance, music and so forth. According to
the report (WIPO, 2011), the proposed method to retrieve the data related to the
copyright and impct of the implement of the creative industries serve as important
inputs to promoting growth and development of the creative industries in the country.
There are three main aspects suggested here; first, the core copyright industries engaged
in creation production and manufacturing, performance, broadcast, communication and
exhibition, or distribution and sales of works and other protected sectors as advertising,
collecting societies, film and video, music, performing arts, publishing, software,
televisin and radio, visual and graphic art. Second, the WIPO copyright model covers
the interdependent copyright industries, which includes blank recording material,
consumer electronics, musical instruments, paper, photocopiers, and photographic
equipment. Thirdthere are partial copyright industries where main activities are not
copyright but rather components of products and services as architecture, clothing,

footwear, design, fashion, household goods, and toys (WIPO, 2011).

2.2.5. UNCTAD Model

The United Mitions Conference on Trade and Development (UNCTAD) XI
Ministerial Conference held in 2004 conceptualizes the creative industries as the cycles
of creation, production and distribution of goods and services that use creativity and
intellectual capital aprimary inputs; a set of knowleddmased activities, focused on
but not limited to arts, potentially generating revenues from trade and intellectual
property rights; a whole of tangible products and intangible intellectual or artistic
services with creater content, economic value and market objectives (UNCTAD,
2005). Therefore, the UNCTAD approach to the creative industries concentrates on the

concept of creativity and thuslaims that the creative industries have a strong
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component to any economic actwjproducing symbolic products with a heavy reliance

on intellectual property and for as wide a market as possible (UNCTAD, 2005). This
approach recognizes four creative groups. They are: Art; heritage; media; functional
creations. These groups includeitagye, arts, media and functional creations and they
are divided into nine domains. The model also presents the understanding to the

interactions of different industries (Figure 2.3).

CUMWAL SIS cuItuI;?‘t’zi):i;l.)l'zaslsions
Archaeological sites, -
museums, librarics, \__ Arts and crafts, festivals Heritage
exhibitions, etc. and celebrations
Visual arts Performing arts
Paintings, sculptures, Live music, theatre, dance,
photography and antiques opera, circus, puppetry, etc.
Arts
Publishing and Audiovisuals
printed media Creative industries Film, television, radio,
Books, press and other other broadcasting
publications Media
Design New media
Interior, graphic, Software, videogames,
fashion, jewellery and toys digitalized creative content
Creative services Functional
Architectural, advertising, :
creative R&D, cultural creations
and recreational

Figure 2.3. The UNCTAD Model for Creative Industries
(Source: UNCTMA, 2010

Heritage is identified as the origin of all forms of arts and the soul of cultural
and creative industries, and interpreted as traditional knowledge and cultural
expressions. Therefore it is divided into two subgroups; traditional cultural skpres
containing arts and crafts, festivals and celebrations; and cultural sites including
archaeological sites, museums, libraries, exhibitions, and so forth. For the second group,
creative industries are based purely on art and culture inspired bygbeidantity
values and symbolic meaning. There are two subgroups; visual arts including painting,
sculpture, photography and antiques; and performing arts as live music, theatre, dance,
opera, circus, and puppetry. Media covers two subgroups where theseuis to
communicate with large audiences through, first, publishing and printed media as
books, press and other publications; and second, audiovisuals as film, television, radio
and other broadcasting industries. The group of functional creations esempri

relatively demandiriven and servicesriented industries creating goods and services
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with functional as design including interior, graphic, fashion, jeweler, toys; new media
containing software, video games, and digitalized creative content; andethéve
services where architectural, advertising, cultural and recreational, creative research and
development, digital and other related creative services take part.

All in all, besides the most commonly used DCMS Model, there are Symbolic
Texts Model, ©ncentric Circles Model, WIPO Copyright Model and UNCTAD Model.

However, The DCMS model makes not much of a difference from the complimentary

models except their core industries definitions (Table 2.2).

Table2.2. Review of Major Approaches to the Creatindustries

DCMS Model Symbolic Texts Concentric Circles WIPO Copyright UNCTAD Model
Model Model Model
Advertising Core Cultural Core Creative Core Copyright Heritage
Architecture Industries Fields Industries Traditional cultural
Arts & Advertising Literature Advertising expresgns (arts and
Craft Film Music Collecting societies| crafts, festivals and
Design Internet Performing arts Film and video celebrations)
Fashion Music Visual arts Music Cultural sites
Film & Video Publishing Other core creative Performing arts | (archaeological siteg
Interactive Leisure | Television and radio industries Publishing museums, libraries,
Software Video and computer Film Software exhibitions)
Music games Museums Television and radio| Creative Industries
Performing Arts Peripheral cultural Galleries Visual and graphic | Visual arts (painting,
Publishing industries Libraries art sculpture,
Software & Creative arts Photography Interdependent photography and
Computer 8rvices | Borderline cultural Wider cultural copyright antiques)
Television & Radio industries industries industries Performing arts (live
Consumer Heritage services Blank recording music, theatre,
electronics Publishing material dance, opera, @us,
Fashion Sound recording Consumer and puppetry)
Software Television and radio electronics Media
Sport Video and corputer | Musical instruments Publishing and
games Paper printed media
Related industries Photocopiers, (books, press and
Advertising photographic other publications)
Architecture equipment Audiovisuals (film,
Design Partial copyright television, radio and
Fashion industries other broadcasting
Architecture industries)
Clothing Functional
Footwear Creations
Design Design (interior,
Fashion graphic, fashion,
Household goods jeweler, toys)
Toys New media
(softwae, video
games, and
digitalized creative
content)
Creative services
(architectural,
advertising, creative
research and
development, digital
and other related
creative services)
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For the focus sector of the present research, the approach of the DCMS (2002)
model becomes essential. It defines the fashion industry as a creative industry consisting
of core activities, related activities and related industries (Table 2.3). Regarding such
approach, wedding wear sector can be identified as clothing design wisere al

manufacturing is made for particular fairs and events can be counted as one of the core

activities of fashion.

Table 2.3. The Approach to the Fashion Industry

Sector

Core activities

Related activities

Related industries

Fashion

Clothing design;
Manufacture of clothes
for exhibition;
Consultancy and
diffusion lines;

Magazine publishing;
Design education;
Graphic design;
Product design;
Fashion photography;
Hair care and
cosmetics;

Textiles
Clothing; maufacture;
High Street clothes
retailing;

Accessories design;
Perfumes design;
Modeling

The fashion system and how its related industries and related activities operate
within the system will be explained in the following sections. However, as
complimentary to the taken assumption of this dissertasabout the wedding wear
sector, the research by the Danish Enterprise and Construction Authority, Division for
Research and Analysis (Rosted et al., 2010) is valuable. In their research Rosted et al.
(2010) argues the conception of creative industne&rieater Copenhagen in a broad
perception of creative industry and its clusters; apparel, footwear, furniture, jewelry,
leather products, equipment and textiles. In the industrial era it has been questioned
whether sectors like wedding wear, textiles,theear and jewelry should be part of the
creative industry. Il ndeed, in todayodos cr
branches is counted as increasingly design of unique products for the fashion industry.
Therefore, for the concern of this work and d¢sse study, the wedding wear sector
including wedding dresses, wedding suits and evening gowns can be included in the

fashion creative industry as a core activity.
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2.3. Creative Industries Value Chain

The conception of value chain is introduced to itidustrial based approaches
where each worker, firm and other related actors add value to the product. In a value
chain, organizations are horizontally or vertically linked to each other and each delivers
products or services to the next operator in thairc (Porter, 1985). Porter (1985)
proposes the value chain from a global perspective to describe how the activities of a
business contribute to its tasks of designing, producing, delivering, communicating and
supporting its products to create value. Ingal, the the global value chain consists of
the five primary activities of incoming logistics, operations, outgoing logistics,
marketing and sales, and service, and the four support activities of procurement,
technology development, human resources mamagt, and firm infrastructure (Porter,
1985) (Figure 2.4).

Firm Infrastructure

TN\

Human Resource Management

SUPPORT

/ ACTIVITIES

op

Technology

Procurement

Inbound : Outbound ~ Marketing & LS
Logistics ~ OPerations it Sales service <§"
\ PRIMARY ACTIVITIES /

Figure 2.4. The Global Value Chain
(Source: Porter1985)

On the other hand, the creative industry value chain can be understood where the
creator or artists begins with a creative ideathed this is combined with various other
inputs to produce a creative good or service flowing through sequential steps in which
value already added until the good or service reaches the consumer. More recent one
has evolved conceptually from the conceptmf supply chain (Rainbird, 2004) that
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