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I. 

Executive summary

Although the deployment of culture and arts to enliven places socially and economically is 
no novelty, it was not until recently that the process of creative placemaking was offi-
cially embraced as a tool of systematic community development. The objective of this 
short collection is to conceptualize and exemplify creative placemaking processes in the 
Central European context.

The idea of economic growth and local development based on the arts and culture at-
tracts more and more attention because it helps sustainably revitalize vacant and un-
derutilized infrastructures, generate jobs and retain inhabitants. Evolving in western coun-
tries over the past several decades, this trend succeeds in connecting artists, local politi-
cians, activists and business sectors. Since the 1990s, creative placemaking, along with 
cultural and creative industries (CCIs), have been entering various policies of the European 
Union, and in recent years they are seen more often as factors of sustainable develop-
ment. Projects supported from the EU budget, such as the European Capital of Culture, 
changed their purpose from being merely a cultural event to serving economic and social 
growth of the host city. The perception of CCIs, which account for around 4 percent of the 
EU  GDP and employ at least 7 million people1, as a growth tool has also intensified on the 
hindsight of the economic crisis and technology-driven changes in economy.

With the increasing interest in culture and art’s economic value, the efforts to measure it 
have intensified. Evaluation often begins with mapping existing projects, and as it unfolds, 
it helps to promote it by spreading the knowledge of good (and bad) practices, as Eva 
Žaková argues in her chapter. Besides the (not yet well-recorded) economic impact, crea-
tive placemaking has another collateral effect. The bottom-up character of most initia-
tives has been confronting the traditionally paternalistic approach of local governments. 
With it, the practice of local development changes as municipalities are being challenged 
to include more stakeholders in the creation of urban strategies, plans and programs. As 
shown by numerous examples in this collection, the most successful projects are almost 
entirely those inspired by local activists.

Revitalization of brownfields is one of the first triggers of creative placemaking, where 
Andy Warhol’s Factory can serve as the iconic symbol of settling cultural activities in in-
dustrial buildings. Although reusing vacant spaces was often dictated by the underground 
character of a given cultural activity, commercially or publically driven sanitation projects 
are far from being rare. In fact, as Levente Polyák discusses below, “in Central Europe, revi-
talization projects are more reliant on political and commercial support than in many 
parts of the Western world”.

Whatever the revitalization circumstances, Central Europe is no exception to the global 
bottom-up movement of the re-appropriation of old industrial infrastructures. Their new 
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users are confronted with the memory of these places. As the contributors in this publica-
tion highlight, only those cultural projects that build on the existing social and historical 
narrative of the place and its surroundings prove successful in the long-term. Lia Ghilardi, 
a leading expert on creative placemaking, phrased it deftly:

“Each place has its own history, idiosyncratic way of working, its own cultural DNA and its 
distinctive qualities and cultural resources. This is why the smartest among policy makers 
are those that consistently choose to support and nurture local creative and cultural ecol-
ogies as the first step to the establishment of an environment in which fully fledged crea-
tive economies can thrive.”

In recent years, placemaking has gone beyond traditional artistic and cultural production 
and has employed digital technologies as well as the philosophy of open source and col-
laborative movements. It fuses with creative industries and the popular ethos of entrepre-
neurship, rendering what Tereza Chrástová calls in her chapter a “creative epidemic.” 
These creative clusters or centers, continues Chrástová, “have taken over or substituted 
the functions of traditional institutions that every “proper” city was supposed to have at 
the beginning of the last century, be it a theatre, a gallery, a culture house or a chamber of 
commerce.” This trend slowly but steadily takes root in Central Europe, where non-profit 
cultural and art initiatives often team up with municipalities, regional authorities and uni-
versities. They provide the necessary funding, which too seldom still comes from philan-
thropists, patronage or CSR programs. Yet, as Anna Wójcik analyses in her piece, the cul-
ture of private sponsorship and endowment is on the rise, also in the form of small-scale 
contributions collected from the crowd.

1 Due to divergent methodologies it is difficult to calculate the value of cultural and creative industries. According to the EU Commis-
sion’s document Promoting cultural and creative sectors for growth and jobs in the EU (COM/2012/0537 (final) CCIs make up for 
3.3% of EU GDP and employ 6.7 million people employed, whereas The economic contribution of the creative industries to EU GDP 
and employment -Evolution 2008-2011 study by TERA Consultants says the CCIs’ share of GDP is 4.5% and that they employ 8.5 
million people. 


	Nova Synagoga

