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Experiences of belonging to the creative economy: Narratives from Northern micro-

entrepreneurs

Lenita Nieminen and Arja Lemmetyinen

Abstract

The present study reports on how creative and cultural micro-entrepreneurs experience belonging to
the local creative economy or whether they identify more with the creative place brand. Furthermore,
the study focuses on the micro-entrepreneurs’ social embeddedness in the entrepreneurial
process comprising social structures and entrepreneurial networks. We conducted
phenomenological interviews with four entrepreneurs representing the areas of heritage, art,
design, and creative services and utilized Wenger’s community of practice approach as a lens
in the narrative analysis. Theoretically, the study contributes to both place branding and
entrepreneurship research. The narratives of micro-entrepreneurs in a province in Finland
portray an ecosystem that can be a precursor for a place or city becoming a creative place brand,
but, at the point at which they were interviewed, the micro-entrepreneurs did not associate

themselves or their enterprises with the creative place brand.
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There has not been as extensive a focus on social structures and entrepreneurial networks in
the context of culture and creative business as there has in other entrepreneurial contexts. When
analyzing how the entrepreneurs perceived their sense of belonging to the creative economy it
was obvious that entrepreneurship as such was not the primary feature defining their identity.
The micro-entrepreneurs did not refer to themselves as entrepreneurs but described themselves

as artists or art lovers.

Keywords: creative economy, place brand, belonging, ecosystem, micro-entrepreneur

Introductions

This study contributes to place branding theory (Dudek-Mankowska & Grochowski, 2019;
Maheshwari et al., 2011; Pasquinelli, 2010) and entrepreneurship research on the social
embeddedness of an entrepreneurial process (McKeever et al. 2015; Jack et al. 2010; 2008;
Jack and Anderson 2002) combining place branding with micro-entrepreneurs’ narratives on
the extent to which they feel a sense of belonging to the local creative ecosystem. Prior studies
have explored the interface between branding theory and marketing/entrepreneurship to
investigate how the corporate branding process influences emerging entrepreneurial
opportunities (Gaddefors, 2005). A recent study focuses on the relationships between the
creative economy and place branding, thus combining the phenomenon of the creative
economy with a specific location and creating a city as a brand (Dudek-Mankowska &
Grochowski, 2019). Their study does not perceive the local creative ecosystem of the micro-
entrepreneurs as a brand and instead argues that the ecosystem could be regarded as a precursor

that may evolve into a brand of an ecosystem, place, area, or city. The prerequisite for an
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ecosystem to evolve into a brand is that the actors within it feel an affinity for the place brand

(Lemmetyinen & Go, 2010).

Creative and cultural industries (CCls) have recently been researched in connection to
entrepreneurship (Artico & Tamma, 2018; Konrad, 2018; Borin et al., 2018; Schulte-Holthaus,
2018) alongside their value in promoting change and development (Goldberg-Miller &
Kooyman, 2018), including regional and destination development (Mikic, 2018; Eisenbeis,
2018). However, there has not been any extensive research on cooperative networks and
ecosystems in the context of culture and creative industries (CCls). Typically, ecosystems cross
industry boundaries and connect various types of business and innovation networks in an
exchange that is embedded in an institutional and socio-technical environment (Aarikka-
Stenroos & Ritala, 2017). The ecosystem approach, as an extension of the concept of network
management, views the issue as a question of the broader societal system environment in which
the business networks are embedded (Moller & Halinen, 2017). How to create suitable
conditions and an ecosystem favorable for start-ups and entrepreneurs, especially focusing on
how to best prepare a region for a future within the creative economy, and how to become less
dependent on the automotive and machinery sectors have been topical issues in regions like
Stuttgart (Eisenbeis, 2018). A start-up ecosystem in any region has every chance of success if
it is based on the principles of smart selection, smart connection, smart capital, and smart
culture (Eisenbeis, 2018). The city branding process focusing on stakeholder engagement in
the post-industrial cities of Sheffield in the United Kingdom and Essen in Germany has been
the topic of research (Henninger et al., 2016). In the context of country branding, stakeholders’
engagement with a place brand identity has been explored (Helmi et al., 2019).

The purpose of the present study is to discuss and illustrate how micro-entrepreneurs in
CCls engage with the creative economy. Our research question is: What characterizes a micro-

entrepreneur’s sense of belonging in relation to the creative economy? The concept of the
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local creative ecosystem in the context of the creative economy enables connections not only
between people but also between their ideas and practices as part of the connected communities
(Comunian, 2011). The current research applies the concept of the local creative ecosystem
(Comunian, 2011) to examine micro-entrepreneurs in CCls and the local creative ecosystems
they are supposed to be part of. In the analysis, we utilize Wenger’s community of practice
approach as a lens to illustrate how micro-entrepreneurs in CCls are engaged with the creative
economy. Recent context research emphasizes the more subjective features of contexts and
suggests that entrepreneurs actively enact or create contexts (Welter et al., 2019; Welter, 2011).
For example, a longitudinal ethnographic study (Gaddefors & Anderson, 2017) shows how
context determines what becomes entrepreneurial.

The chapter is structured as follows. First, we introduce the reader to the concepts of creative
industries and the creative economy and present research on the creative economy from the
perspectives of entrepreneurship and ecosystems. The relationship between the creative
economy and a place brand and entrepreneurial networks and embeddedness is discussed in the
theory section of the study. In the methodology of the study, the context of the research and
the data analysis are described. Finally, the narratives of the micro-entrepreneurs are presented,
and the chapter ends with a discussion, implications, limitations, and avenues for future

research.

From an unhappy city to a creative place brand?

Creative economy and place brand


http://www.tracker-software.com/buy-now
http://www.tracker-software.com/buy-now

Cultural entrepreneurs operate in the complex landscape of the creative industries! in which
their integrated development, including place branding, contributes to the efficacious
utilization of their physical, economic, and social assets. Accordingly, the shift of power from
large media enterprises to networks of adaptive local entrepreneurs who create value
propositions in collaboration with their audiences signals a change (Go et al., 2015) that could
bring a new kind of entrepreneurship to the field of creative industries called ‘everyday’ or
‘mundane’ entrepreneurship (Dodd et al. 2021; Welter et al., 2017).

Focusing on the relationship between the creative economy and place branding combines
the phenomenon of the creative economy with a specific location and, therefore, creates a city
as a brand (Dudek-Mankowska & Grochowski, 2019). This follows the stream of research that
investigates the influence of the creative sector on the development of cities (Boccella &
Salerno, 2016; Cooke & Lazzeretti, 2008); studies focused on place branding and its
importance for local development (Pasquinelli, 2010; Maheshwari et al., 2011); and studies
concentrated on the process of place branding with the use of the presence of creative industries
(Evans, 2015; Mengi et al., 2017). The authors of these studies see the creative city as an entity
with a well-developed creative sector (economy), a dynamic creative community (society), and
well-designed strategies to support creativity (policy).

Following the reasoning above (Dudek-Mankowska & Grochowski 2019), a creative place
brand acts as a kind of umbrella brand. A local creative ecosystem, introduced originally by
Comunian (2011), may, in turn, be seen as a pre-stage of a creative place brand, to which the
micro-entrepreneurs in creative industries attach themselves. In other words, the entrepreneurs
feel an affinity for the creative economy, but not necessarily for a specific place (brand) or

umbrella brand. Local creative ecosystems play a role in ensuring creative industries flourish.

! The UNCTAD classification depicts four broad groups of creative industries: heritage, including cultural sites and traditional
cultural expressions; arts, including performing and visual arts; media, including publishing and audio-visuals; and functional
creations, including new media, design, and creative services. (UNCTAD. Creative Economy Report 2008. The Challenge of
Assessing the Creative Economy: towards Informed Policy-making. United Nations.)
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We suggest there is a relationship between the creative economy and a creative place brand,
and the role of the micro-entrepreneurs’ engagement with a creative economy as a prerequisite
of the creative place brand cannot be neglected.

In our interpretation of the literature of place brands and creative ecosystems, the creative
place brand (Dudek-Mankowska & Grochowski, 2019) is the most developed form of the
creative economy and is preceded by the local creative ecosystem (Comunian, 2011).
Interestingly, Magala (2011) considers places that are distinctive but do not yet have a unique
selling point or that are unique enough to differentiate them from other “unhappy cities.”
Further, Magala (2011, p. 16) explains city branding as the cultivation of imagined identities—
with an emphasis on the creative input of artists, thinkers, researchers, and designers playing a
role in the place brand reputation game: “Without a film festival most people would never have
heard of Cannes; without pilgrims, of Rome, Mecca or Jerusalem.” According to Magala
(2011), cities have a distinct brand, hence Czestochowa in Poland with its Black Madonna is

different from Cannes with its beaches and film festival.
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Figure 1 From unhappy cities to the creative place brand
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How the local creative ecosystems and creative place brand are related is illustrated in
Figure 1, which combines the concepts of the creative place brand introduced by Dudek-
Mankowska and Grochowski (2019), the concept of the local creative ecosystem by Comunian

(2011), and the idea of unhappy cities presented by Magala (2011).

Entrepreneurial networks and embeddedness

Our research question investigates what characterizes a micro-entrepreneur’s engagement
with the creative economy and its local creative ecosystem. This kind of approach, focusing on
social structures and entrepreneurial networks, has not been as extensive in the context of
culture and creative business as in other entrepreneurial contexts. Earlier research emphasizes
that the content and nature of networks and the nature of interactions between network actors
(for example, what goes on in and between ties) should be considered more extensively (Jack,
2010; Jack et al., 2010). Jack et al., (2010) claim that networking is not just about resource
acquisition but is also about softer, socialized issues, such as social learning and confidence
building through interdependence and the sharing of experience.

The often-cited study on the effects of embeddedness on the entrepreneurial process by Jack
and Anderson (2002) confirms that being socially embedded not only enables knowledge,
contacts, advice, information, and support but also creates opportunities, thus shaping and
sustaining business. They showed that the opportunities existing in a local milieu were not
available to those not embedded. It seems that place becomes something of value for
entrepreneurs, offering something very special, valuable and rare that is hard to imitate and
substitute—and that is a source of sustainable competitive advantage (McKeever et al., 2015).

It is evident that embeddedness is a reciprocal process of becoming accepted in the local
context and learning about and accepting the local rules (Jack & Anderson, 2002; McKeever

et al., 2015). Similarly, Jack et al. (2008) perceive entrepreneurs as a product of their social
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environment and opportunities as influenced by social interaction. McKeever et al. (2015) talk
about “local belonging” and “community belonging” that enable community members to
understand the nature and habits of their place and how to “play the same game.” This can only
be achieved by knowing the local context and the rules of engagement.

This paper explores the ways in which micro-entrepreneurs describe their sense of belonging
to the creative economy. In the language of Wenger (1998), engagement with the locality
means that individuals accept or reject opportunities to belong to a community of practice
depending on how well those opportunities fit with their sense of self and how they interpret
what they do. The newcomer participates in practices valued by a community by mimicking
others and picking up the jargon, behavior, and norms of a social group (Lave & Wenger, 1991,
Wenger, 1998), thus attaining expertise in doing, knowing, and being in a community of
practice. A lack of identification with a community or a lack of access to participation may also
lead to marginalization, conflict, or exclusion from a social group.

Figure 2 illustrates the framework of the study presenting how belonging to a social
community integrates micro-entrepreneurs’ experiences (the micro-level) to the local creative

place and its place brand (the meso-level).
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Figure 2 The theoretical framework of the study
In the following section we present a context of our study and findings of the narrative
analysis of how the micro-entrepreneurs describe their sense of belonging to a local creative

ecosystem viewing it as a social community in which the entrepreneurs participate.

Methodology

A qualitative approach is ideal when a holistic view of the phenomenon is required (Yin, 2009).
To study the nature of networks and network dynamics, more qualitative, longitudinal, and
multi-method work is encouraged. Jack (2010) and Jack et al. (2010) among others claim that
ethnography, participant observation, interviews, and surveys provide a mechanism to study
networks in context and appreciate how networks operate and how they are formed, created,
maintained, and utilized and also to recognize the impact of network emergence, change, and
evolution. There is also a need for qualitative studies to develop ideas about entrepreneurship

and the market/entrepreneurship interface, where qualitative studies allow the researcher to
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take account of specific characteristics such as the complex, interactive, and personal nature of

entrepreneurship (Gaddefors, 2005).

Context of the Research

Over the period 2009-2019, we followed the “emancipation” of the creative economy in a
rural province in southwest Finland. During this period, cooperation projects with local cultural
and creative actors included workshops and seminars with international expert speakers;
developmental projects, and student projects within the field; and practitioners contributing to
classroom teaching and seminars. The initiative offered the authors access to longitudinal and
intense interactions with creative and cultural entrepreneurs who were self-employed,
freelancers, artists, or other cultural workers and non-governmental organizations representing
a wide range of CCls. The situation also allowed us to follow Chalmers and Shaw’s proposal
“to adopt methodological resources that will facilitate development of a more dynamic and
context-including programme of research” (2017, p. 20) and to reduce the gap between research
findings and the lived world. For this study, we conducted phenomenological interviews (Cope
2005) with four entrepreneurs in CCls representing heritage, art, design, and creative services.
Formal and informal conversations and several encounters at various events with entrepreneurs
and also our observations have inevitably influenced the narratives.

We perform a narrative analysis, in which “the researcher organizes and interprets empirical
data that describe some more or less consisting events, happenings and actions in a way that
they construct one or more narratives that will be interpreted and discussed” (Eriksson &
Kovalainen, 2016, p. 221). This kind of analysis is based on a dichotomy that distinguishes
between the analysis of narratives and narrative analysis (Bruner, 1986; Polkinhorne, 1995).

The first involves researchers collecting stories told by people and then analyzing them using
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various techniques. In the case of narrative analysis, the focus, as in this study, is on a narrative

itself as a mode of analysis (Eriksson & Kovalainen, 2016, p. 221).

Analysis of the study

In our narrative analysis, we apply Wenger’s (1998) framework on belonging to a community
of practice. The community of practice approach is the understanding that we identify with
some communities strongly and not at all with others and define ourselves by what we are not
as well as by what we are—by the communities we do not belong to as well as those we do.
These relationships change, and we also move from one community to another, and in doing
so, we carry a fragment of each with us. We can also be a member of many communities at the
same time (Wenger, 1998; Lave & Wenger, 1991).

Wenger (1998) presents three forms of belonging—engagement, imagination, and
alignment—and suggests that they work best in combination. Engagement requires authentic
access to and interaction with other participants, that is, doing things together, talking, and
producing artifacts. Alignment means becoming part of something big by connecting local
efforts to broader discourses. The work of alignment often entails convincing and inspiring
others. Imagination refers to viewing oneself through the eyes of an outsider, being “in

someone else’s shoes” (Wenger, 1998).

Narratives of micro-entrepreneurs

In this section, we present the narratives and our interpretation of the ways in which

Wenger’s forms of belonging manifest in the micro-entrepreneurs’ narratives.

Pamela—Visual Artist
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Pamela is a visual and performance artist who operates an art gallery and a perfume shop. She
has created cultural service packages for tourists around her artistic activities. Pamela identifies
herself as an artist, and she says that “art is my number one [interest] and doing art and showing
it to people is my first priority and then comes my shop and tourism.” It is apparent that art is
her true passion and an outlet for sharing her feelings with her audience. She lives and works
in her family home, and it is quite evident that, for Pamela, family history is the basis for her
creative work.

Pamela says that her mother’s cosmetics shop (established in 1936) was the first of its kind
in rural Finland. The local perfume shop back then sold the same lipsticks used by actors
Marlene Dietrich and Greta Garbo. Twenty-five years ago, when her mother died, Pamela
inherited the shop and was unsure what to do with it. For her mother, the shop was “quite an
ordinary shop,” but for Pamela, it developed into something different. Now, clients book an
appointment at her perfume salon, and they are served sparkling wine while Pamela conducts
a “tasting” to identify an appropriate perfume in the unique milieu of her grandparents’ old
house decorated with her colorful paintings. For Pamela, perfume tasting is not a sales tactic,
but more of an art performance.

In addition, Pamela and her husband arrange an annual open light art event in November at
the darkest time of the year in the yard of the art gallery. The two-week art event has a grand
opening in which Pamela exhibits a dance performance that attracts a great number of visitors,
as well as a lot of media attention. Pamela states that she has learned from the local art council
that every time a new exhibition opens, it is of the utmost importance to send a press release
and arrange a press conference. She says, “I’m a gallerist so I’ve collected a list of about 100
people who | bomb with invitations to my exhibition.”

Pamela reports belonging to a couple of cultural networks. One is an association for artists

in a nearby town. She has also been a member of a local network that consists of about five to
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10 entrepreneurs in arts and handicrafts with whom she has had some sporadic business
connections. The local cultural office has also helped to coordinate a network between local
artists. Pamela’s product packages are also available in a tourist office in the nearby town and
on the internet.

Pamela definitely sees parallels between her own entrepreneurship and her family’s
traditions. In our interpretation, imagination appears in the narrative in her honoring of her
family’s history. For example, she has decorated a room for a small perfume museum in the art
gallery where she displays the cosmetics from the period when her mother ran the shop. Both
the museum and the perfume shop are decorated with furniture made by her grandfather.
Pamela identifies herself as a performance artist and considers the four pillars—an atelier, a
perfume shop, a gallery, and a residence—her “complete artwork.” In our interpretation, the
perfume museum is a kind of an artifact that connects Pamela’s efforts to a broader discourse,
thus indicating alignment. She has also created service packages for tourists around her artistic
activities. Every time she opens a new exhibition, she sends a press release and arranges a press
conference. She has managed to get a few contacts among the journalists who visit her four or
five times a year. Pamela is seemingly quite independent, and her engagement with her

entrepreneur colleagues in the local ecosystem hardly exists.

Ellen—Owner of a Design Sauna

Ellen set up her business in 2010 in what could be termed a designer sauna. The building was
designed by the world-famous Finnish architect Alvar Aalto in the 1940s. At the time, it
functioned both as a sauna and a laundry for the workers in the neighboring factories. Today,
the property houses an elegant cafeteria decorated with Aalto furniture, a sauna, a design shop,

and an art gallery. In 2005, Ellen’s father noticed that the sauna was for sale, so Ellen and her
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brother decided to buy it. Ellen says, “It feels like this building is meant for us.” The building
has a lot of sentimental value to her. Ellen’s family was born in the Ironworks Village,? and
her mother, father, and grandfather all worked at the factory. They lived in a house that was
also designed by Aalto, and Ellen describes how she grew up in this architectural environment,
even though her family belonged to the working class. Ellen says that she has her roots in the
Ironworks Village and the sauna, so it is rather easy for her to tell people about its history.

Ellen has a wholehearted commitment to the Ironworks Village. She has been devoted to
the area since childhood, and her affinity for the village has become even stronger since she
began her business in the area. So far, the process of becoming an entrepreneur has taken so
much of Ellen’s time that she has been too busy to develop her products. Ellen describes her
working days as a circus and says, “I still have to learn how it works ... I have dreams for this.”
Before owning the sauna, Ellen worked as a caretaker at an institution for people with
disabilities, and it is her dream to combine her background as an art therapist with the design
sauna. It is noteworthy that like the other interviewees, she does not use the word “business”
when she talks about her entrepreneurial endeavors.

Ellen explains that she belongs to a network of local artists and artisans and was a bit
surprised but happy that she was asked to join these networks. She also notes that some of the
handicraft artisans have closed their businesses and some have moved away from the area.
Ellen mentions several times how pleased she would be to collaborate with others, but it is not

so easy for her to leave the “house.” She also spoke of a local cultural festival that was arranged

2 Having emerged around iron and paper industries, the lronworks Village is considered a culturally relevant
destination. In the heart of the industrial area is an old ironworks that was set up in the late 15th century. A large
corporation owns most of the historic buildings in the area that formerly housed company officials and employees.
The corporation also operates a line of service businesses targeted at business-to-business clients. A well-known
Finnish architect, Alvar Aalto, left his footprint in the area during the 1940s by designing buildings, most of which
are owned by the corporation. Quite recently, the corporation announced that it would sell most of those buildings.
During the last ten years, the municipality has coordinated development projects that attempted to attract tourists
and new residents to the area by strengthening a brand based on the cultural heritage of the Ironworks Village.


http://www.tracker-software.com/buy-now
http://www.tracker-software.com/buy-now

a couple of times, but the cooperation was not “very rosy,” and she and her brother had to do a
lot of work on their own.

For Ellen, engagement appears in the way she speaks of belonging to a group of local
artisans, artists, and micro-entrepreneurs in the tourism business. She is proud of having been
invited to participate in the community of CCls. She would welcome greater collaboration with
other local entrepreneurs but her involvement with her own business based around her house
constrains her. Ellen has a wholehearted commitment to the brand identity of the place. She
has been devoted to this area since childhood, and this feeling of affinity has become even
stronger since she began her business in the area. However, many practical routines have taken
so much of Ellen’s time that she has been too busy to develop her products. Ellen’s endeavor
to preserve and promote the cultural heritage of the place can be categorized under imagination.
Her dream is to combine her background as an art therapist with her work at the design sauna,
so she seeks to connect her competence and activities to a broader context, indicating

alignment.

Kate—Owner of an Art House

After inheriting an old family estate in 2005, Kate had the idea to start a cultural center to
display her artwork and paintings, and also to generate some income to cover the costs of the
house. For Kate, the house itself is important, and it represents the heritage she values most,
that is, that embodied by authenticity. In all her activities, she tries to find ways that could bring
income for the maintenance of the house. Kate organizes cooking, reading, music, poetry, and
art, for example. She says, “When | inherited this house, it was obvious that | would do
everything that | could afford to keep the house and myself alive, so | thought I could create a

cultural center where the doors would be open and | could provide people with different
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services, experiences and, most importantly, my art, which is the most essential way to make
ends meet.”

Kate categorizes herself as a handicraft artist. She sees a resemblance between the Ironworks
Village and the area of Fiskars village, which is a popular and fast-growing community of local
handicraft artists and micro-entrepreneurs in southern Finland. Kate says that activities in
Fiskars are concentrated in a small geographical area, which makes it easier to develop the
area. Kate’s art house is not located at the heart of the Ironworks Village, so she feels somewhat
excluded. She is critical of the tendency of the municipality to concentrate on the development
of the lronworks Village, which excludes the handicraft artists and entrepreneurs on the
outskirts of the village: “I have a feeling that the Ironworks Village takes all the potential
visitors.” Kate, therefore, plans to offer a cultural package of her own, encompassing two minor
tourist attractions located nearby. She says that for her, Facebook has been a good way to
market her cultural products and services.

In summer, Kate’s products are available in the café in the Ironworks Village. She has also
distributed brochures and business cards. She often attends exhibitions around the region, but
she finds it rather time-consuming and requiring too much effort; however, she recognizes it is
an important route to selling her art: “One should try all the time to get to the places which give
you and your products more visibility.” Kate seems somewhat disappointed that the locals do
not show that much interest in her art. She considers handicraft artisans, including herself, to
be very talented and believes that although they differ from one another, they are all creating
their art from their hearts.

When asked about the networks she might belong to, Kate says that professionally, she does
not have any. She does not belong to the local artists’ association, and now does not take part
in local development projects, feeling that they have not helped her. She feels strongly that she

alone will have to be responsible for her business: “I do not want to take part in those events
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anymore, since | am doing this work alone and everything that happens here is because of me.
I plan and make my products, | market them, and try to communicate about them, I clean my
house and do everything by myself.” However, Kate evidently sees the benefits of more intense
forms of local cooperation.

For Kate, the house itself is important, and in all her activities, she tries to find ways that
could bring in income to support the maintenance of the house. She does not mention the local
community of artists and handicraft entrepreneurs. When Kate speaks of Fiskars village, which
is a famous community of artists, artisans, and cultural entrepreneurs in Finland she imagines
it as a creative place brand. She does not see engagement in a local creative ecosystem as
relevant for her. Neither does she belong to the local artists’ association. She feels very strongly
that in the end she alone has to take responsibility for her business. Kate promotes her products
through traditional media and Facebook, but it seems that her efforts to convince and inspire

her audience remain insufficient.

Maria—Former Owner of a Small Spa and Resort

Maria is an entrepreneur and the former owner of a small spa and resort that was located in a
historic villa area outside of a larger industrial town. Maria is interested in the cultural heritage
of this historic area of summer homes that dates back to the 1850s and is among one of the
best-preserved villa areas in Finland. She bought an old villa and renovated it to create both a
spa and a private home. Maria’s vision was to offer customers the experience of country living
as it used to be albeit modified in a modern style. In her blog, Maria introduces herself as a
conceptual designer for the lifestyle and service business. She writes about her inexhaustible

enthusiasm for the lifestyle world, service concepts, and the creation of unique experiences for
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customers and says that it is just this that makes her approach to business unique. In 2020, she
introduced herself as a creative leader and brand ambassador.

In formal and informal conversations with Maria and at local cultural business events, she
always speaks with great determination and conviction of her vision of an umbrella brand she
refers to as “Nordic Country Living.” She believes in the attractiveness of the Nordic lifestyle,
which is of interest to tourists from around the world—in the same way, the Danish concept of
hygge (coziness) exemplifies how cold has become “cool” and how coziness, comfort, and
social connectivity create a good quality of life marked by simple pleasures. She envisages her
spa business as part of such a joint brand.

Maria is not afraid to speak out about how the local authorities have shown no interest in
revitalizing the villa area and how the regional destination management organization sees no
value in rebranding it as a cultural tourism destination. She says that she has been left alone by
her “own people”: “But | cannot do this alone. What is needed is cooperation between
education, research, and the regional development agency, and also the city [administration]
needs to be for the idea.”

A year ago, Maria was forced to give up her spa business. However, she still believes in the
concept of Nordic Country Living and eco-luxury cultural services. She says that only recently
had she been able to gather “a tribe” of people “with the appropriate mindset and story” that
believes in her. Maria is proud of listing the expertise she has managed to gain, for example,
in “digitalization and systems thinking, concept design, business, interior design, investment,
tourism, strategic management, brand storytelling and preservation of cultural heritage.”
Currently, Maria runs a start-up project with the aim of developing a platform for companies
offering “luxury services in unique cultural destinations for niche travelers.”

Maria envisioned how a brand ecosystem could be constructed through a virtual network

of relationships with business partners. She has taken an initiator role in co-creating an
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ecosystem in cultural tourism. Apparently, Maria’s engagement in a virtual creative ecosystem
is strong, while her engagement in a place is weak. She is extremely good at developing
interactions with people whose competence matches with the ecosystem, and she is constantly
searching for such people. Moreover, she is convincing and inspiring when visualizing a virtual
platform combining service providers, investors, consultants, and experts, and professionals
from a range of fields. Speaking of ecosystems and branding is characteristic of her.

In the following section, we discuss the implications and conclusions of our narrative

analysis of how micro-entrepreneurs feel an affinity with the local creative economy and place brand.

Discussion and implications

This study contributes to both entrepreneurship and place branding research and complements
earlier studies on branding and entrepreneurship focused on embeddedness and networks
(Gaddefors, 2005; Moller & Halinen, 2017; McKeever et al. 2015; Jack et al. 2008; Jack and
Anderson, 2002). We combined the meso-level concepts of a creative place brand and a local
creative ecosystem (Dudek-Mankowska and Grochowski 2019; Comunian 2011) with the
micro-level experiences of the creative and cultural small business entrepreneurs to illustrate
how they identify with the local creative ecosystem and the place and its brand. Indeed, some
perhaps perceive the place and its brand as not sufficiently unique to differentiate itself from
other places (Magala 2011).

For the micro-entrepreneurs in CCls, the local creative ecosystem may be important in the
sense of how the intangible heritage of the place becomes a core of their service offering.
However, the commitment to a place brand is rather limited if the reason for running a business
is to generate income, for example, for the maintenance of an old family house. The
commitment to a place brand is strong when a brand ecosystem is constructed through a virtual

network of business partners who are mainly not from the local area. Interestingly, the creative
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place brand then acts as a kind of an umbrella brand linked more closely to the vision of
network cooperation than to a specific place.

When analyzing how the entrepreneurs perceived their sense of belonging to the creative
economy, it became obvious that entrepreneurship as such was not the primary feature defining
their identity. The micro-entrepreneurs did not refer to themselves as entrepreneurs but
characterized themselves as artists or passionate art lovers. They did not use the word business
when they spoke of their entrepreneurial endeavors. For some of the micro-entrepreneurs, their
individual family history and passion for art are the most dominant characteristics of their sense
of belonging to the local creative ecosystem. For some micro-entrepreneurs, the preservation
of the family estate and the architectural infrastructure provides the reason for their
entrepreneurship.

The micro-entrepreneurs contributing to our study represent a typical mundane or everyday
form of entrepreneurship (often referred to as necessity entrepreneurship) with little potential
for innovation and economic growth (Welter et al. 2019) other than maintaining a family
property. In focusing on entrepreneurship as an everyday activity propelled by a variety of
motivations other than the economic (Dodd et al. 2021), for example, honoring an ancestor’s
life’s work or the architectural heritage of a place, this study offers a more multifaceted view

of both conducting and training for entrepreneurship.

Limitations and future research avenues

As a long-term qualitative study utilizing various data-gathering methods the study is not easily
replicated. In using narrative analysis as a data analysis method, the researchers’ interpretation
of what is relevant plays a major role in how the narratives are constructed. The purpose of
narrative research is not to produce one definite truth about something that is out there, but to

offer one version of it (Eriksson & Kovalainen, 2016, p. 226) and “it is always possible to
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narrate the same events in a different way.” Riessman’s (1993) criteria to evaluate narrative
studies ask whether the interpretation is reasonable and convincing and let the readers evaluate
that. The correspondence between the researchers and the participants has allowed the
participants to check the interpretations. We have followed the micro-entrepreneurs in their
natural environment for a decade to show that the resulting interpretation is more than an ad
hoc judgment. As a research paper, the study will be useful as a basis for future research,

suggesting that a similar kind of research setting may be used in other cities or places.

References

Aarikka-Stenroos, L. and Ritala, P. (2017). Network management in the era of ecosystems:
Systematic review and management framework. Industrial Marketing Management, 67, 23-36.

Artico, C.I. and Tamma, M. (2018). Culture-Based Porducts: Integrating Cultural and
Commercial Strategies. In: Innerhofer, E., Pechlaner, H. and Borin, E. (eds. Entrepreneurship
in Culture and Creative Industries. Cham: Springer.

Batt, P.J. and Purchase, S. (2004). Managing Collaboration within Networks and
Relationships’, Industrial Marketing Management, 33(3), pp.169-174.

Borin, E., Donato, F. and Sinapi, C. (2018). In: Innerhofer, E., Pechlaner, H. and Borin,
E. (eds. Entrepreneurship in Culture and Creative Industries. Cham: Springer.

Caves R.E. (2000). Creative Industries: Contracts Between Art and Commerce. Harward
University Press. Cambridge.

Chalmers Dominic M. and Shaw Eleanor (2017). The endogenous construction of
entrepreneurial contexts: A practice-based perspective. International Small Business Journal
Vol. 35 (No.1), 19-39.

Coffey, A. and Atkinson, P. (1996). “Making Sense of Qualitative Data”, Sage, London.

Comunian R. (2011) Rethinking the Creative City, Urban Studies, 48, 1157-79.

Comunian, R., Alexiou, K. and Chapain, C. (2011). Connected Communities: The role of
complexity in the creative economies. Connecting people, ideas and practice, published by
AHRC. http://www.ahrc.ac.uk/documents/project-reports-and-reviews/connected-
communities/the-role-of-complexity-in-the-creative-economies/

Dodd S., Anderson A. and Jack S. (2021). “Let them not make me a stone” —repositioning
entrepreneurship. Journal of Small Business Management.
https://doi.org/10.1080/00472778.2020.1867734

Dredge, D. (2006) ‘Policy Networks and the Local Organization of Tourism’, Tourism
Management, 27(2), 269-280.



http://www.tracker-software.com/buy-now
http://www.tracker-software.com/buy-now

Dudek-Mankowska, S. and Grochowski, M. (2019). From creative industries to the creative
place brand: some reflections on city branding in Poland. Place Branding & Public Diplomacy
15, 274-287.

EC (2012). Communication from the Commission to the EP, Council, European Economic
and Social Committee and the Committee of the Regions. COM (2012) 537 final.
http://www.europarl.europa.eu/registre/docs_autres_institutions/commission_europeenne/co
m/2012/0537/COM_COM%282012%290537_EN.pdf, retrieved 18.1.2018.

EC (2014). Good Practice Report on the Cultural and Creative Sectors’ Export and
Internationalisation Support Strategies.
http://ec.europa.eu/assets/eac/culture/library/reports/eac-omc-report-ccs-strategies_en.pdf,
retrieved 18.1.2018.

EC (2017a). Horizon 2020 WP 2018-2020. TRANSFORMATIONS-06-2018: Inclusive and
sustainable growth through cultural and creative industries and the arts.
http://ec.europa.eu/research/participants/data/ref/h2020/wp/2018-2020/main/h2020-wp1820-
societies_en.pdf, retrieved 18.1.2018.

Eisenbeis, U. (2018). Relevant Locational Factors for Creative Industries Startups. In:
Innerhofer, E., Pechlaner, H. and Borin, E. (eds. Entrepreneurship in Culture and Creative
Industries. Cham: Springer.

Eriksson, P. and Kovalainen, A. (2016). Qualitative methods in Business Research. London:
Sage.

Ferreira, A.F. (2018). Mapping the field of arts-based management: Bibliographic coupling
and co-citation analyses. Journal of Business Research, Vol. 85, pp. 348-357.

Fleming Tom. (2007). A Creative Economy Green Paper for the Nordic Region. Oslo:
Nordic Innovation Centre.

Friedrichs Gréngsjo von, Y. and Gummesson, E. (2006). ‘Hotel Networks and Social
Capital in Destination Marketing’, International Journal of Service Industry Management,
17(1), 58-75.

Ford, D., Gadde, L-E., Hakansson, H., Lundgren, A., Snehota I., Turnbull, P. and Wilson
D. (1998). Managing Business Relationships (Chichester: John Wiley & Sons).

Gaddefors, J. and Anderson, A.R. (2019). Romancing the rural: Reconceptualizing rural
entrepreneurship as engagement with context(s). The International Journal of Entrepreneurship
and Innovation Vol. 20 (No. 3), 159-169.

Gaddefors, J. and Anderson, A.R. (2017). Entrepreneursheep and context: when
entrepreneurship is greater than entrepreneurs. International Journal of Entrepreneurial
Behavior and Research Vol. 23 (No. 2), 267-278.

Gaddefors J. (2005). Creating context—Entrepreneurial opportunities in a consumer market
setting. Journal of Enterprising Culture, 13 (3), 199-224.

Galloway, S. and S. Dunlop (2007). A critique of definitions of the cultural and creative
industries in public policy. International Journal of Cultural Policy, 13(1), pp. 17-31.



http://www.tracker-software.com/buy-now
http://www.tracker-software.com/buy-now

Gnoth, J. (2003). Consumer Activated Services Networks: Towards a Dynamic Model for
Tourism Destinations, Proceedings of the 32nd EMAC Conference (University of Strathclyde,
Glasgow).

Go, F., Lemmetyinen, A. and Hakala, U. (2015). Introduction. In: Go, F., Lemmetyinen, A.
and Hakala, U. (eds) Harnessing place branding through cultural entrepreneurship. Hampshire:
Palgrave McMillan, pp. 1-30.

Goldberg-Miller, S.B.D. and Kooyman, R. (2018). In: Innerhofer, E., Pechlaner, H. and
Borin, E. (eds. Entrepreneurship in Culture and Creative Industries. Cham: Springer.

Gonzalez, R., Llopis, J. & Gasco, J. (2015). Social networks in cultural industries. Journal
of Business Research, 68, pp. 823-828.

Grandori, A. and Soda, G. (1995). Inter-firm Networks: Antecedents, Mechanisms and
Forms, Organization Studies, 15(2), pp.183-214.

Handley, K., Sturdy, A., Fincham, R. and Clark, T. (2006). Within and Beyond
Communities of Practice: Making Sense of Learning Through Participation, ldentity and
Practice. Journal of Management Studies, 43: 641-653.

Hesmondhalgh, D. (2002). The Cultural Industries. London: SAGE.

Hakansson, H. and Snehota, 1. (1989). No Business Is an Lsland: The Network Concept of
Business Strategy. Scandinavian Journal of Mangement, 4(3), pp. 187-200.

Jack Sarah L. and Anderson Alistair (2002). The effects of embeddedness on the
entrepreneurial process. Journal of Business Venturing VVol. 17 (No. 5), 467-487.

Jack Sarah L., Dodd Sarah D. and Anderson Alistair R. (2008). Change and the development
of entrepreneurial networks over time: A processual perspective. Entrepreneurship and
Regional Development Vol. 20 (No. 2), 125-159.

Jack S.L. (2010). Approaches to studying networks: Implications and outcomes. Journal of
Business Venturing, 25 (1), 120-137.

Jack S.L., Moult S., Anderson A.R. and Dodd S.D. (2010). An entrepreneurial network
evolving: Patterns of change. International Small Business Journal, 28(4), 315-337.

Jeffcutt, P. and Pratt, A. (2009). Creativity and Innovation in the Cultural Economy.
London, Routledge.

Kolmodin, A., Pelli, A., Bager-Sjogren, L., Junkka, F., Lindberg, M., Hovlin, K. and
Karlsson, A. (2008). Kreativ tillvaxt? - En rapport om kreativa naringar i politik och statisik
(Creative growth? A report on creative industries in policy and statistics). Stockholm, ITPS -
Institutet for tillvaxtpolitiska studier.

Konrad, E.D. (2018). Entrepreneurial Behavior and Financing Strucures in the German
Crative Industries. In: Innerhofer, E., Pechlaner, H. and Borin, E. (eds. Entrepreneurship in
Culture and Creative Industries. Cham: Springer.

Lave J. and Wenger, E. (1991). Situated Learning: Legitimate Peripheral Participation,
Cambridge: Cambridge University Press.

Lemmetyinen, Arja (2015). The Coordination of Cooperative Cultural Networks: the Case
of Culture Finland. In: Go, F., Lemmetyinen, A. and Hakala, U. (eds.) Harnessing Place
Branding through Cultural Entrepreneurship, Palgrave McMillan.


http://www.tracker-software.com/buy-now
http://www.tracker-software.com/buy-now

Lemmetyinen, A. and Go, F. (2010). Building a Brand Identity in a Network of Cruise
Baltic’s Destinations — a Multi-Authoring Approach. Journal of Brand Management, Vol. 17,
519-531.

Lorenzen, M. and Foss, N.J. (2003). Cognitive Coordination, Institutions and Clusters: An
Exploratory Discussion. In: D. Forndahl and T. Brenner (eds) Cooperation, Networks and
Institutions in Regional Innovation Systems (Northampton: Edward Elgar Publishing), pp. 82—
104.

Magala, S. (2012). Imagined Identities of Existing Cities. In: R. Govers and F. Go (2012).
International Place Branding Yearbook 2012: Managing reputational risk. New York: Palgrave
McMillan, 12-24.

Mariani, M.M. (2016). Coordination in internetwork co-opetition: Evidence from the
tourism sector. Industrial Marketing Management, 53, pp. 103-123.

Mato, D. (2009). All industries are cultural. Cultural Studies, 23(1), pp. 70 - 87.

Mackeever Edward, Jack Sarah, Anderson Alistair (2015). Embedded entrepreneurship in
the creative re-construction of place. Journal of Business Venturing Vol. 30 (No. 1), 50-65.

Mikic, H. (2018). Cultural Entrepreneurship and Rural Development: Case Study of Pirot,
Serbia. In: Innerhofer, E., Pechlaner, H. and Borin, E. (eds. Entrepreneurship in Culture and
Creative Industries. Cham: Springer.

Miller, T. (2009). From Creative to Cultural Industries. Cultural Studies, 23(1), pp. 88 - 99.

Moller, K. and Halinen, A. (1999). Business Relationships and Networks: Managerial
Challenge of Network era. Industrial Marketing Management, 28(5), 413-427.

Moller, K. & Halinen, A. (2017). Managing business and innovation networks — From
strategic nets to business fields and ecosystems. Industrial Marketing Management, 67, 5-22.

Nielsen, T. (2008). The Eriba Model: An effective and successful policy framework for the
creative industries. Stockholm, KK-Stiftelsen.

Niu, K-H., Miles, G., Bach, S. and Chinen, K. (2012). Trust, Learning and Industrial
Clusters, An International Business Journal, 22(2), pp.133-146.

Novelli, M., Schmitz, B. and Spencer, T. (2006). Networks, Clusters and Innovation in
Tourism: A UK Experience. Tourism Management, 27(6), pp. 1141-1152.

Pavlovich, K. (2003). ‘The Evolution and Transformation of a Tourism Destination
Network: The Waitomo Caves, New Zealand’, Tourism Management, 24(2), 203-216.

Power, D. (2009). Culture, creativity and experience in Nordic and Scandinavian cultural
policy. International Journal of Cultural Policy, 15(4), pp.445-460.

Pratt, A. C. (2004). Creative clusters. Towards the governance of the creative industries
production system. Media International Australia incorporating Culture and Policy 1 12, pp.
50-66.

Riessman, C. (1993). Narrative analysis. Qualitative Research Methods Series, No. 30.
Newbury Park, CA: Sage.

Ritter, T. and Gemtinden, H.G. (2003). Interorganizational Relationships and Networks: An
Overview. Journal of Business Research, 56(9), pp. 691-697.


http://www.tracker-software.com/buy-now
http://www.tracker-software.com/buy-now

Richards, G. (2011). Creativity and Tourism. The State of Art. Annals of Tourism Research,
Vol. 38, No. 4, 1225-1253.

Saxena, G. and lIbery, B. (2008) ‘Integrated Rural Tourism.A Border Case Study’, Annals
of Tourism Research, 26(1), 233-254.

Schulte-Holthaus, S. (2018). Entrepreneurship in the Creative Industries. In: Innerhofer, E.,
Pechlaner, H. and Borin, E. (eds. Entrepreneurship in Culture and Creative Industries. Cham:
Springer.

Scott, A.J (2000). The Cultural Economy of Cities: Essays on the Geography of Image-
Producing. SAGE Publications, London.

UNCTAD (2008). Creative Economy Report 2008. The Challenge of Assessing the Creative
Economy: towards Informed Policy-making. United Nations.

Welter F. (2011). Contextualizing entrepreneurship: Conceptual challenges and ways
forward. Entrepreneurship Theory and Practice Vol. 35 (No. 1), 165-184.

Welter F., Baker T. and Wirsching K. (2019). Three waves and counting: the rising tide of
contextualization in entrepreneurship research. Small Business Economics Vol. 52,319-330.

Welter F., Baker T., Audretsch D.B. and Gartner W.B. (2017). Everyday entrepreneurship
— a call for entrepreneurship research to embrace entrepreneurial diversity. Entrepreneurship
Theory and Practice Vol. 41 (No. 3), 311-321.

Wenger, E. (2000). Communities of Practice and Social Learning Systems. Organization,
7:225.

Wenger, E. (1998). Communities of Practice: Learning, Meaning and Identity. Cambridge:
Cambridge University Press.

Wilkinson, I. and Young, L. (2002). On Cooperating Firms, Relations and Networks.
Journal of Business Research, 55(2), pp.123-132

Wolcott, H.F. (1990). Writing up qualitative research. Sage University paper, Sage
Publications.

Yin, R.K. (2009). Case study research: Design and methods. Thousand Oaks: SAGE
Publications Inc.


http://www.tracker-software.com/buy-now
http://www.tracker-software.com/buy-now

