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The Venice Biennial

INTRODUCTION
TO THE CITIES PROJECT

CITIES Communication Team

CITIES (Creative Industries in Traditional Intercultural
Spaces) is a joint initiative generated by 9 partners
from 6 countries: Lithuania, Italy, Spain, Portugal,
Hungary and Slovenia. The project aims to promote the
growth of entrepreneurship in the creative and cultural
sectors through its network of participating cities and

to share this learning with cities beyond. Since the
project’s start in October 2008, we have done just

this through interregional co-operation — sharing best
practices, developing new support strategies and trying
out these instruments and tools at regional and local
levels. We are particularly interested in how to revitalize
abandoned, retrogressive areas, as well as ones
previously used for traditional and heavy industry.

The project is led by Klaipeda City Municipality
Administration in Lithuania and funded by the
INTERREG IVC Programme through the European
Regional Development Fund (ERDF), under the sub-
theme “Entrepreneurship and Small- and Medium-
Sized Enterprises”. The CITIES network consists of
the following project partners:

» Klaipeda City Municipality Administration, Lithuania

» Klaipeda Economic Development Agency,
Lithuania

* Municipality of Modena, Italy
* Municipal Centre of Enterprises of Gijon, Spain

« Inteli-Intelligence in Innovation, Innovation Centre,
Portugal

* Municipalities Association of the Danube and Pilis,
Hungary

 [nstitution for Cultural Events and Tourism Celeia
Celje, Slovenia

e Chamber of Commerce of Venice, Italy

» Sevilla Global, Urban Agency for Economic
Development, Spain

Our work has focussed on understanding the various
interventions in the partner cities which have aimed
to: strengthen the creative industries and support
their innovation; foster cooperation among state,
private and non-governmental institutions; promote
identipcation, documentation and public display

of cultural assets as potential drivers of economic

development; enhance networking among
people from different backgrounds in the

arts, business, culture and science to support
regional business clusters in creative industries
peld; and, promote research activities focussed
on the region’s creative industries.

The CITIES Project was organised in three
components:

¢ Management and coordination
¢ Communication and dissemination

» Exchange of experiences dedicated to the
identipcation and analysis of good practices

Local support groups, composed of each city’s
hand-picked group of creative business leaders
and cultural practitioners, helped inform on the
direction of our work. Online, we discussed and
uploaded our pndings on the CITIES Project
website, at www.eucreativeindustries.eu, and
distributed news and pndings in two printed,
emailed newsletters per year to disseminate
project results and to provide information

about the actions and activities. In the course
of the project, over 350 people from different
pelds of activities had a chance to exchange
their experiences face-to-face, sharing their
knowledge and increasing their capacities for
CITIES Project events.

Seminars:

» “Design and Visual Arts — Creation of Added
Value in Cities’ Public Spaces”, 22-23 July,
2009, Klaipeda, Lithuania

« “Visual Arts in the Age of Creative Industries”,
19-20 May, 2010, Celje, Slovenia

e “Creative Industries: Dependent or
Supported?”, 10-12 June, 2010, Szentendre,
Hungary

Study tours:

* Venice, Italy (26-27 October, 2009);

e Braga, Portugal (1-2 July, 2010);

» Seville, Spain (27-29 September, 2010).

The goal of these visits was to present a global
view of the main infrastructures, policies and
programs developed in the CITIES Project cities
related to cultural and creative industries.

Interregional conferences
and international workshops:

* “Regional Strategies for Cl Fundraising and
Partnership”, 1-2 April, 2009, Modena, Italy

e “Private Initiative in Cultural Creative
Environments”, 21-23 February, 2010, Gijén,
Spain

« “Creative Braga: Fusing Knowledge from Arts
and Science”, 30 June, 2010, Braga, Portugal

e “Creativity and Economic Development”,
4 November, 2010, Venice, ltaly

e “Creativity, Culture, Enterprise: A Challenge
for Venice?” Interregional conference,
5 November, 2010, Venice, Italy

Staff exchanges:

e Tampere, Finland (21-22 January, 2010)
e London, UK (10-12 February, 2010)

e Lisbon, Portugal (4-5 March, 2010)

These exchanges allowed visits to companies,
supporting institutions, spaces and projects
considered transferable examples in the creative
industries sector.

In addition, partners in Modena and Celje
undertook pilot activities to test new ways

of working, deploying intelligence learned

in the course of the CITIES Project. These

pilot activities were based on creation of
opportunities for physical and virtual meetings
among creative people in order to reinforce the
creative community at a local level and add new
opportunities for already existing and new SMEs
and start-ups.
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Alternative Art Festival,
Velha-a-Branca [Portugal] | @

EUROPEAN
CREATIVE CITIES
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Introduction

According to the European Commission’s

report ‘Culture and the Economy’ (2006), the
creative industries have a growing relevance to
European competitiveness, sustainability and
social cohesion; they represented 2.6% of the
GDP of the EU in 2003 and 3.1% of employment
in 2004.

It is with this background that Creative Industries
in Traditional Intercultural Spaces (the CITIES
Project) was formed. It has worked for over 36
months between October, 2008 and September,
2011 to improve regional and local policies,
addressing the promotion and support of
creative and cultural industries as one of the
most signipcant growth sectors for the European
economy in terms of GDP and added value.

This guide of practice is a collection of activity
across the eight partner cities and their regions.
When collating material for this document, we
asked partners to search for “best practice”
interventions, most often either at the

municipal level or involving the participation

of municipalities or strategic authorities. The
quick-and-dirty depnition that we used of dbest
practice” was practice that the city was proud
of and which it felt contained learning to be
shared with other cities and regions outside the
network.

In this document the types of intervention can
be summarised as falling into four main areas of
activity:

1. Developing clusters of activity (in terms of
exchange, trust, skills and infrastructure)

2. Fostering business opportunities
3. Developing cultural identity
4. Creating cultural assets

These headings were not imposed from

the outset, but rather emerged through the
spontaneous and self-generated choices of
what each city regarded as its “best practice”.
In hindsight, we can see that, when setting out
a planned intervention or set of interventions,
which aim to stimulate the creative and cultural

industries, or aim to deepen their effect on the
wider economy, these four areas form a sensible
starting point.

Given the nature of the cities, our document also
explores how cities can intervene to their best
effect as “second” (and third) tier cities.

Whilst united in their interest in pnding how
culture and the creative industries can make a
greater contribution to 21t -century economies,
the cities of CITIES themselves are as diverse
a collection of urban areas as you may pnd in
Europe: from Celje, a town of barely 40,000
people in Slovenia, to Spain’s Andalusian
cultural, pnancial and artistic capital, Seville, with
over ten times the population; from the Italian
world heritage city of Venice to Lithuania’s
Baltic seaport of Klaipeda. While this diversity
could be viewed as challenging, it has perhaps
also been one of the project’s strengths.
Conclusions about good practice in this report
had to stand scrutiny by the other partner cities.
If good practice was transferable across the
CITIES network, it's safe to say that it could be
transferred across any European urban context.

We hope that you pnd this document interesting,
enjoyable and, above all, useful, and look
forward to receiving your feedback via our
website: www.eucreativeindustries.eu.

Andrew Missingham

CITIES Project Creative Industries Advisor
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VENICE
[ITALY]

Meeting Creativity

Engaging local people in an international

cultural brand

The Venice Biennial has for over a century been
one of the most prestigious cultural institutions
in the world. Ever since its foundation in 1893-5,
it has been at the avant-garde, promoting new
artistic trends and organising International
Exhibitions and Festivals in contemporary arts,
which are amongst the most important of their
kind in the world.

The Chamber of Commerce of Venice believes
that the international exhibitions, which the
Biennial organises annually, have extraordinary
educational potential, both for younger
generations and for adults, not only for those
who live in the region, but for all visitors.

As a result the Chamber of Commerce of Venice
has worked with La Biennale di Venezia since
2009 to develop its education programme,
offering activities and initiatives linked to the
exhibitions, in order to better involve young
people, families and the general public and both
to get them better acquainted with contemporary
art and to support and stimulate interest in
creativity.

The education initiatives, developed through an
interactive and innovative approach, present
the exhibitions and venues as research and
testing areas, and offer visitors talks, meetings,
creative workshops and thematic and study
tours. “Meeting Creativity” is one such education
project.

The Chamber of Commerce of Venice believes
that “Meeting Creativity” is noteworthy for two
main reasons:

« Firstly, because the project has proved
pnancially independent and therefore
sustainable. The Biennale di Venezia's
0Meeting Creativityd project was pnancially
supported by the Chamber of Commerce
from the Chamber’s own budget without any
external support at any level, neither regional
nor national nor European.

e Secondly, because the Chamber of
Commerce is aiming to strengthen and
enrich connections with the territory and its

citizenry which can support the creation of
a wider community of active participants in
the Biennale di Venezia exhibitions. The
involvement of Venetian citizens will broaden
and range from those who, through the
“Meeting Creativity” project, will have their
prst acquaintance with contemporary arts all
the way through to a deepening of skills for
those who are more specialised and have
an existing relationship with the arts and
creativity.

Meeting Creativity

The “Meeting Creativity” project features four
complementary sections:

¢ Educational activities for primary and
secondary schools through:

a) Study tours
b) Theme-based workshops held by experts

¢) Advanced workshops and laboratory
activities in order to deepen the creative
tools and skills of the participants

« Educational activities for university students,
families, adults and the general public,
organised for the International Art Exhibition
and for the International Architecture Exhibition
through:

a) Exhibition previews where the professors,
teachers, representatives of the institutions
and operators involved were trained in
order to develop and manage the right
formative and professional pathway to
creativity across the Venetian province

b) Study tours and specipc thematic itineraries

c¢) Creative workshops and laboratories
dedicated to families, aimed at exploring
and practising new language experiences
following the exhibitions’ themes

¢ Lectures and talks addressed to students
and the general public as tools to deepen
their understanding of the themes of the
exhibitions;
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A Special initiatives for professionals and prms,
pivoting on art and architecture’s capacity to
open new scenarios for graphic designers,
photographers, stylists and trend-setters in
general and to work as telescopes exploring new
tendencies of desire and imagination, available

in two versions: ‘The Challenge of Creativity’ and
‘Frontiers of Style’.

During the International Architecture Exhibition in
2010, there were a total of 24,864 participants in
these educational events and activities, with around
3,000 being comprised of teenagers, families and
adults from the province of Venice. In addition, over
2,500 people attended promotional public meetings,
workshops, open space meetings and public
speeches by professional speakers.

The effect of the project

The outcomes of the project can be summarised as
followed:

» A better developed and more active involvement in
art and creativity by a broader range of local people

B sestPracTIcE GUIDE

throughout the Venetian area, particularly by school
and university students

Increased local public awareness, particularly
among the youngest, towards discipline-based

contemporary art. This increased awareness has
stimulated active participation

Increased involvement in contemporary arts by
children, teenagers and students, encouraging
development of their creative skills

An increase in the perception amongst local
businesses (across sectors) that working with
arts and creativity provides a real opportunity to

enhance entrepreneurship and craft products in the
professional arena

Development of a permanent creative network
where creative people, craftsmen and
entrepreneurs (and also representatives of creative
industries) together carry out R&D workshops and
laboratories in order to support competitiveness
into the territory of the province of Venice.

*Sharing
our learning

The project was aimed at involving students,
institutions and enterprises - particularly small and
medium-sized ones - in order to develop “creative
citizenry”. In Venice and its province, the Biennale
di Venezia was the natural institution for promoting
these activities aimed at bringing contemporary arts
to the general public. Finding the natural partner for
this kind of initiative (with the required scale, expertise
and reputation) is crucial to the success of such an
initiative.

Similarly, we believe the right approach for
implementing the project has been to involve the

Venice Architectural Biennial 2010

management of the Chamber of Commerce in

the support and implementation of the Biennale

di Venezia education project concerning all
entrepreneurial matters, hence aiming to involve the
entrepreneurs directly. This is because the Chamber
of Commerce has networks of businesses across
industry sectors that allow such an education project
to resonate among the widest group.

We would recommend that projects such as ours
(which aim to broaden cultural awareness and skills)

have similar partnerships outside of the creative and
cultural sector.

BesT PrACTICE GUIDE |



VENICE
[ITALY]

O

Please Disturb

‘ Unearthing Veneto s creative riches

Each member of the CITIES network has a

local support group of creative and cultural *Sharin
industry contacts. This best-practice case study g ;
illustrates a piece of mapping carried out by our learning

a member of Venice's local support group,
Fuoribiennale, in 2007 and its subsequent effect. This networking and communication

Called the Please Disturb project, seems to be going both ways. We have
Fuoribiennale’s mapping showed, we believe noticed more and more entrepreneurs

for the prst time, the extraordinary quality of from other industrial sectors taking an
the local and regional creative network in and interest in local creativity, for instance,
around Venice working in art, architecture, by attending art exhibitions and openings,

design, fashion, innovative production, theatre, el takmg_ Tl [ BIEEEIES ,current_s
events which concern Veneto’s creative

P L E AS E | dance, cinema and literature. .
culture. For instance, new uses for the

DlSTU RB The pndings of Please Disturb were important region’s historic warehouses, which
because they shone a light upon contemporary have characterised the entrepreneurial
g home-grown creativity. This must be seen in area of our province, are becoming
'., : -'““"’-.-*.'-.2— : opposition to historical creativity, as seen by the an important matter for discussion on
- - T T many millions of tourists who visit the city every how to manifest urban renewal - for
=43 - year, or to the creativity on show at the Venice example, by giving these over to new and
- - S Biennials, which are mainly imported. creative businesses. Refurbished, these
" . [ . . warehouses could be the places where
! . : Plea§e Disturb tgld anew story about Venice young creative people and new creative
s 2 . and its surrounding region. It was a story that we industries might emerge. Properly
g s o were keen to share with local people. resourced and marketed, they could even
& ._:'-“:._;9 o | be places which act as breeding grounds
e © i~ Find the message; for young talent who either have cultivated
43 : share the message their creative talent abroad (e.g studying
- design, architecture, art) or would
_ In the last few decades the Veneto Region, and consider moving abroad after graduating
e particularly the city of Venice, despite having from local universities.

: an active local creative economy, has not been
— 3 i _ able to effectively disseminate and communicate
' ' its network of knowledge. This has resulted
in both a poor level of support of the creative
sector by local consumers and, to an extent,
poor servicing of this sector in local policy.

Above all, Please Disturb “unearthed”

the individual creative people who

make up Veneto’'s creative community.

These talented individuals are the best

advocates for Veneto’s creative economy

and it is through them that our region’s

; The mapping in Please Disturb underlined the future can be secured. Our role is to

T region’s high level of creativity and innovation. network them as best we can, highlight
Our priority was to make local people better their stories, listen to their concerns and
acquainted with this reality so they could better draw up policy which best supports them
support their creative industries. Therefore, in and best cross-fertilises their contribution
June, 2007 Fuoribiennale produced 80,000 across our region’s society and economy.
copies of a magazine outlining the pndings from
the mapping and illustrating case studies.

BEST PRACTICE GUIDE BEST PRACTICE GUIDE (ki



Of the print run, 50,000 were distributed for free along
with “Corriere del Veneto” and “Corriere di Verona”,
which are the local editions of the national “Corriere
della Sera” newspaper. This targeted medium-high
level qualiped readers (mainly with a diploma or a
degree), including managers and entrepreneurs, with
a smaller proportion of the readership being students,
ofpce workers and housewives.

Following this initial distribution, the remainder
was circulated amongst professional associations,
institutions, universities and selected prms in the
Veneto Region.

Beyond this national audience, 1,000 copies of the
publication were disseminated to international visitors
of the Art Biennial.

And keep on sharing

The effect of the report and the distribution of the
magazine have signipcantly elevated the visibility
and reputation of local creative and cultural
industries. The reportis pndings are frequently
cited in meetings with local stakeholders, in shows,
exhibitions, national and international workshops
and conferences in order to highlight the richness
of the Veneto creative and innovative offer. It
also underlined the need to develop an ongoing
marketing strategy for the creative industries and
to communicate a “brand” for a creative Italian
Northeast amongst press agents, journalists, pr
consultants and industry associations.

Communicating the presence and strength of your
creative offer in clear, simple terms is one of the
most effective ways of supporting a local creative
economy and of showing its strategic importance
amongst other better-known, better-supported
industrial sectors (for instance, in the Veneto region,
these include agriculture, commerce, construction
and services).

Armed with the pndings of Please Disturb, the
Municipality of Venice and the stakeholders’ network
have undertaken refurbishments of important cultural
buildings and institutions.

Moreover, with their enhanced visibility, active
members of our creative community have not only
increased their demands for better facilities and
policies to support the creative economy, but have
also contributed to other local and regional priorities,
for instance, innovative and creative approaches to
climate change, environmental protection and waste
recovery.

i3 BEST PRACTICE GUIDE

LA MAPPA DEL VENETO IMMATERIALE
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Linea Dasign
Linea Arte

Linga Moda

Linea Attivith Performative
Linea Architattera
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DICE Project

The ingredients
of a Cultural Cluster

Venice, in the Region of Veneto, is home to

IUAV University of Venice. Working towards the
region’s recent focus on culture, the University was
commissioned to undertake a survey of the region’s
cultural activity as an instrument of development

as part of a project co-pnanced by the operational
programme “Italia — Slovenia” (2000-2006). The
survey would explore the assumption that culture
(and, in particular, a critical mass of cultural activity,
which would denote a “cultural cluster”) could be the
primary platform of communication between all the
economic and social agents in a particular area. If our
survey found this assumption correct, we would aim to
use our pndings to promote two outcomes:

1. To indicate to us what the elements were that
needed to be in place to best foster the chances of
a cultural cluster forming;

2. To use our pndings as the basis of a model that
could guide the Region as to which interventions
would be most helpful in forming cultural clusters.

Our survey focused on mapping the existing private
and public cultural agents working in the region,
absorbing the qualitative data that these cultural
agents gave us and using the mapping process itself
to train young people in how to survey the creative
industries using a strong methodological model.

In previous studies we have found that in post-
industrial economies, culture tends to become the
basic platform for the construction of individual and
collective identity and tends to assume the character
of a public good where it is the core of the production
and circulation of knowledge.

The project was in two stages:

A In the prst stage we mapped cultural activities and
infrastructure which were either hosted or planned
to be hosted in the region. This created a map of
cultural activity throughout the entire region.

» On the basis of the data gathered in stage 1, the
second stage focused on the individualization of
12 cultural clusters that exist in the Veneto region.
A SWOT analysis of each cluster was then carried
out, which aimed to pnd out how best to enhance
networking activities such as communication,
dissemination of information and coordination
within each cluster.

In putting together the report, our researchers
identiped twelve strategic indicators that form a
“menu” of activity that must be present for a cultural
cluster to thrivel . These are:

a) Quality of Cultural Supply
b) Quality of Local Governance

BEST PRACTICE GUIDE

¢) Quality of the Production of Knowledge

d) Development of Local Entrepreneurship

e) Development of Local Talent

f) Attraction of External Firms and Investments

g) Attraction of External Talent

h) Management of Social Criticalities and Marginalities

i) Capability Building and Education of the Local
Community

j) Participation and Involvement of the Local
Community

k) Internal Networking
[) External Networking

We believe that if a region or city wishes to develop
effective intervention to support the growth of the
cultural sector, it should look for evidence of these
twelve indicators. Benchmarking the “cultural footprint”
of an area against these indicators offers a region

or city the ability both to frame public policy (e.g.

to strengthen areas where the indicators show a
weakness) or to track the effectiveness of policy
interventions.

1“Progetto DIiCE, Distretto Culturale Evoluto della Regione del
Veneto - Rapporto pnale per Analisi ed elaborazione di un sistema
di distretti culturali nei territori veneto e sloveno”, a cura di Pier Luigi
Sacco e Guido Ferilli.

Picture courtesy
of Fotomacs

*Sharing

our learning

Our research has provided Veneto’s various public and
private cultural agents with the knowledge and a critical
tool to re-read actual and potential cultural resources.
In Veneto, this step has led to the depnition of policies
which could be suitable to the start of innovation and

creativity processes, taking culture as a key factor of
local development.

It's an obvious point, but clusters don’t coincide with
administrative borders. The edges of clusters are
bounded by the evidence of cultural neighbours and a
critical mass of activity (e.g. to support a value chain

in a creative activity) or by the ability to effectively and
continuously network with other relevant cluster actors.

We must consider clusters as territorial areas with
ongoing and changeable borders (therefore once
they are depned, this depnition should be seen as a
snapshot of something dynamic).

With the presence of cultural clusters, and armed with
the evidence that they exist, the choice of practical
intervention is dependent upon the nature of the cluster
itself and the intended outcome. Either way, given

the dynamic nature of cultural clusters, it is important
to quickly move from theory and analysis to specipc
intervention.

BEST PRACTICE GUIDE i}
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r Celje Old Castle,
by Gregor Katil’

CELJE
[SLOVENIA]

PES
(@)

Breaking through

Background and Context

With 50,000 inhabitants Celje is the third

largest town in Slovenia. It is the development,
business, economic, trade, cultural, educational,
administrative, healthcare, sport and festival
centre of the Savinjska region.

After Slovenia gained independence, Celje
primarily developed as a city of trade, festivals
and sports. Achievements in these pelds,
particularly the investments in infrastructure,
gave Celje the informal title of the fastest-
developing Slovenian city. Thus, one of the
objectives of Celje’s application for the 2012
European Capital of Culture was to become the
leading Slovenian city in the peld of culture.

Local and regional environments that are
capable of adapting to rapid changes, primarily
brought on by the extremely fast development of
information-communication technology, have the
best chances for success in a globalised world.
However, this globalisation also often favours
the largest conurbations. Consequently, due to
the restrictions brought about by material and
pnancial resources, European cities similar in
size to Celje can face an uphill task to compete
with their larger counterparts.

This case study presents one manner in which
small places like Celje can use globalisation to
their best advantage: by taking advantage of
international trade events, festivals and fairs as
a route to broader markets.

Lila Prap

Lilijana Praprotnik Zupanl’il’ was born 1955 in
Celje and works under the nom de plume, “Lila
Prap”. She studied architecture in Ljubljana and
has since worked as a freelance artist, making
her living in graphic design, interior decorating
and writing, as well as illustrating for children.

To date, she is the only Slovenian artist whose
name has become an internationally recognised
brand.

\ Small town creatives making a global impact

We believe that a crucial factor in her success
has been her taking part in international trade
fairs.

Her picture books have been published

in around 30 countries. In 2006 she was
nominated for the Hans Christian Andersen
Award for children’s literature. Some of her work
was included in the 1998 lllustrators Exhibition
at the Bologna Children’s Book Fair and she
was a guest author at the 2004 Frankfurt

Book Fair. She combines her drawings with
innovative, funny, simple text appropriate for
children, but oriented towards didactic teaching
and rather open to various interpretations.

The story of success started when she
participated on Bologna Children’s Book Fair

in 1997. The Bologna Children’s Book Fair

is the most important event to focus on the
presentation of children’s and youth literature.

It is a place where various illustrators, writers,
agents, editors, etc. meet. Lila Prap applied to
participate with her series of illustrations for her
third children’s book, WHY?, and was chosen
from thousands of artists to participate in the fair
with her illustrations in the form of an exhibition.

She attended the Bologna Children’s Book Fair
for a number of years. At the fair in 2004, Lila
Prap made contact with the American children’s
author Barbara Jean Hicks, who would later go
on to collaborate with Lila on several children’s
books. That year she also came to the attention
of the Japanese company NHK Enterprise.
NHK Enterprises, Inc. produces a wide range
of programs for TV and radio and also meets
image and content needs in such diverse pelds
as Hagetaka: The Movie, events like Tokyo
Jazz, and DVD and character goods sales.
They are also the main agents for the Hello
Kitty brand. NHK saw potential in the visual
aesthetics of Lila Prap illustrations and offered
her a contract to publish, develop and distribute
her work. After they reviewed her complete
oeuvre, they decided that they would make
various products for sale whose inspiration
would be the picture book WHY?.
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They had chosen WHY? because they believed the
work had universal appeal. It consists of various
animal pgures and it is appropriate for girls and boys.
This would give the work a large potential market.

First they translated WHY? into Japanese and
published it with a prst run of 12,000 copies. Then
they started with a progressive construction of the
LILA PRAP pgure, making her pgure (i.e. one based
on Lilijana herself from her own illustrations) a
recognisable product and making an animated pgure
that resembles the typical image of Lila Prap.

For promotion they started to include the Lila Prap
animated pgure as well as the real Lila Prap on
various TV shows, advertisements, etc. They wanted
to inpltrate the simple, natural pgure of Lila Prap into
everyday life.

In line with the globalisation of culture, NHK
Enterprise’s strategy for product development was to
prst try to penetrate the American market and then try
to cultivate business in Japan. They presented the Lila
Prap project to an American commercial corporation
and they were willing to participate in the project.

They developed more than 300 Lila Prap products
taken from the picture book WHY?, for instance:

toys, t-shirts, hats, underwear, cutlery, towels, etc.
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When they had penetrated the American market, they
continued with the promotion of Lila Prap in Japan.

They also developed a Lila Prap web page — an online
shop where we can pnd out more about Lila Prap, her
work, cartoons, etc., as well as order various products.
On the webpage they also included a short video
presentation of Slovenia, in which Lila Prap presents
Slovenia’s best known tourist attractions. This can be
seen at www.lilaprap.com

NHK Enterprise made the cartoon series, GAO GAO
BUUUU, which was created using Lila’s classic
drawings, not computer animation, and was drawn
by a Japanese artist, of course designed from Lila’s
original art. They used her classic drawings because
they wanted to preserve the originality of the basic
material.

The cartoons comprise questions about certain animal
characteristics and humorous answers. At the end of
each cartoon we pnd out the scientipc answer to the
original question. Between each individual cartoon
they included a sequence of Lila Prap working on a
drawing at home.

Recently they opened a chain of Lila Prap houses,
a kind of hotel near children’s hospitals where sick

&
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children meet with their parents. The houses are
covered with Lila Prap’s illustrations.

As a result of this partnership with NRK, Lila Prap
became a real phenomenon in Japan. This success
should not be underestimated in a culture which has a
proliferation of other similar animated pgures.

The picture book WHY? is extremely successful and
has been reprinted pve times, making Lila Prap one of
the best-selling new authors in Japan. Recently they
published a second picture book from Lila Prap called
Dinosaurs. In Japan Lila Prap has her own store

and the cartoon series GAO GAO BUUUU is shown
twice a day on Japanese national TV showing the

52 cartoon episodes of GAO GAO BUUUU that have
been produced to date. In an interesting example of
globalisation, Lila’s work has been re-imported into
Slovenia to appear on Slovenian national TV. This
will be economically benepcial for both the artist and
the Japanese corporation, NRK. Her cartoons is also
shown in America.

our learning

In a globalised marketplace, Lila Prap’s success
illustrates the importance of policy that supports
artists, artists’ partners and creative businesses
(for instance, record companies, publishers,
agents, broadcasters, etc.) in order to attend

and participate in international trade fairs and
networking opportunities. Not only can businesses
pnd opportunities to sell, but they can also be
inspired by international work that they would not
otherwise have seen.

Support can be in the form of travel grants, but

it can also take the form of a collective database
of trade fair opportunities. For small cities, we
believe that this is an excellent way to support the
best local creative talent in order to reach their full
potential. A successful strategy to give access to
international trade fairs will not only help creative
individuals, but also professionalise the people
who support them.
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