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2. Historical trajectories and urban cultural economies in the Randstad 
megacity region: Cultural industries in Dutch cities since 19003 
 
2.1. Introduction 
 
Under pressure of globalization, urban economies have had to undergo processes of 
restructuring over the past few decades and cities in high-wage Western countries 
such as the Netherlands have had to reposition themselves in a globalizing 
economy. Failure to do so is often held responsible for local economic stagnation 
and rising urban social ills. Presently, the so-called ‘cultural industries’, the 
producers of aesthetic or symbolic commodities, are often assigned a pivotal role in 
aligning post-industrial urban societies with the new economic and social realities 
of globalization. For this reason, many national and city government try to foster 
cultural production, such as architectural design, publishing, or media 
broadcasting, in their cities. But much remains unclear about the social role and the 
economic and geographical dynamics of cultural industries. Do thriving local 
cultural industries guarantee or even indicate a healthy economic and social 
development of a city in a globalizing, post-industrial context? Or do these 
industries, as some commentators suggest, present cities with an illusory and 
ephemeral economic basis (Peck, 2005), or even reflect the social ills and 
economic dead-endedness that are sometimes believed to inspire true art (Hall, 
1998)?  

Even more fiercely debated has been the ability of public interventions to 
effectively stimulate the development of cultural industries locally. Most scholars 
agree that cultural industries thrive primarily in vibrant urban settings, but the 
origins of local competitiveness in these industries and the potential role of policy 
in stimulating such competitiveness have been the subject of dispute. Broadly 
speaking, two conflicting perspectives have emerged within the academic, mostly 

                                                           
3 A slightly different version of this chapter, co-authored with Robert Kloosterman, has 
been accepted for publication in the edited volume: J. Klaesson, B. Johansson, C. Karlsson 
and R. Stough (eds.) Metropolitan regions: preconditions and strategies for growth and 
development in the global economy. Springer. The authors would like to thank Dominic 
Power, Ewald Engelen and two anonymous reviewers for their very helpful comments on 
an earlier version of this chapter. 
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economic-geography, literature that deals with the particular urban characteristics 
and spatial contexts that nurture competitiveness in cultural industries. Taking a 
voluntarist and interventionist perspective, one influential strain of thought has 
posited that local policies may stimulate local creative production and creative 
economic activity by establishing and encouraging particular types of urban 
amenities that attract members of a supposedly highly-mobile creative class 
(Landry, 2000; Florida, 2002). In this view, local competitiveness in cultural 
production is mainly a function of the presence of talented individuals that can be 
attracted through policy interventions.  

Others, adopting an evolutionary approach to the development of cultural 
industries, locate competitiveness in complex local webs of specialized institutions, 
social networks and practices that take a relatively long time to develop rather than 
in atomistic and footloose talented creatives. These commentators argue that 
processes of historical local industry evolution weigh more heavily than short-term 
policy projects in shaping the cultural industry potential of a city (Amin and Thrift, 
1995; Scott, 2000, Kloosterman, 2004; Pratt, 2008a). This evolutionary perspective 
implies that some cities may simply be better historically conditioned than others to 
compete in cultural industries, so that little can be done to change instantaneously 
the ‘cultural potential’ of a city. Such economic evolutionary notions are partly 
based upon well-known studies of the development of clusters in high-tech 
industries and other parts of the post-industrial knowledge-based economy, such as 
AnnaLee Saxenian’s famous study of Silicon Valley (1994).  

One reason to place even more credence in evolutionism in the case of 
cultural industries is that, while cultural industries are considered ‘post-industrial’, 
many are far from new and have long histories, unlike high-tech industries. 
Furthermore, ‘symbolic knowledge’ - the specific type of knowledge identified as 
essential for cultural production - is thought to be the most ‘tacit’ and spatially 
‘sticky’ of the dominant productive knowledge types in the knowledge economy, 
requiring more intensive face-to-face contact and social trust to exchange than the 
two other knowledge types, i.e. ‘analytical’ and ‘synthetic’ knowledge (Asheim 
and Gertler, 2005). This implies that symbolic knowledge, and thereby the ability 
to create innovative and high-quality cultural products, is diffused, reproduced and 
improved upon largely within social contexts of interaction that are strongly 
bounded spatially. On the other hand, the quick succession of fashion trends in 
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cultural industries may imply that the turnover of relevant productive knowledge is 
so high, and forms of symbolic knowledge become commercially redundant so 
quickly, that it undermines the stability of cultural industry hotspots as compared to 
high-tech clusters such as Silicon Valley that dominate industries that, although 
innovative, make use of comparably stable technological and performance 
paradigms. 

While the voluntarist argument has been defended largely on the basis of 
sketchy and doubtful data (Peck, 2005), the evolutionary view has so far also 
largely lacked systematic empirical backing; its proponents basing themselves 
mainly on a fairly loose collection of instances in which particular cultural 
industries evolve for long spans of time around specific hotspots, such as in the 
case of Hollywood film production or New York fashion (Scott, 2005; Rantisi, 
2004). Studies that map the long-term geographical dynamic of cultural industries 
are scarce (c.f. Wenting, 2008; Glasmeier, 1991). This chapter seeks to test the 
implication of the evolutionary view that local advantages in (particular forms of) 
cultural production generally do not emerge, or are created, instantaneously but 
develop gradually and are maintained over long spans of time, by geographically 
mapping employment trends in several cultural industries in the Netherlands for a 
period of over a century.  

Because of the often observed metropolitan bias of cultural industries, this 
quantitative analysis focuses in particular on the country’s four major cities, 
Amsterdam, Rotterdam, The Hague and Utrecht, and the degree to which cultural 
industry employment was over- or underrepresented there during the period 1899-
2005. Exploring the extent to which the mutual positioning of the four cities in 
cultural industry employment has changed or remained stable allows us to assess 
the importance of long local trajectories in shaping competitiveness in these 
industries. Long-term stability of inter-city hierarchies of performance in this sense 
suggests that competitiveness in cultural industries depends not merely on 
momentary configurations and policies in a city, but on well-established local ‘art 
worlds’ (Becker, 1982) that evolve according to localized historical trajectories and 
may be hard to copy elsewhere, especially in the short term. 

The quantitative data used here provide valuable insights into the 
importance of local industry evolution and geographical path dependence, and in 
particular into the role of agglomeration effects over time. Employment figures, 
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however, can only reveal part of an evolutionary dynamic of cultural industries. 
The formation and reproduction of the complex local production systems, or 
clusters (Porter, 2000), that are thought to underpin competitive cultural 
production, involve the build-up and refinement over time of local networks, 
institutions, expertise and reputations. Such clusters are characterized by 
increasingly sophisticated internal divisions of labor and complex patterns of 
mutual competition and collaboration between different co-located actors and 
institutions engaged in related productive practices. These actors and institutions 
are interdependent in different ways and their interactions collectively resemble 
highly-developed ‘ecologies’, or even ‘latent organizations’, in which much 
specialized knowledge is exchanged and mutual services are provided (Grabher, 
2001; Ebbers and Wijnberg, 2009). This often occurs on the basis of social 
reputations, mutual trust, and the expectation of repeated professional interactions 
rather than explicit contracts, within networks characterized by social ties and a 
sense of community between producers. Such mechanisms, that root cultural 
production in a particular place, remain invisible in a purely quantitative analysis. 
This is why the employment data will here be tentatively complemented with 
qualitative information, partly derived from case studies available in the literature, 
on the organization and histories of the different cultural industries in the 
Netherlands in order to gain additional understanding of the factors that contributed 
to the reproduction or change of the industries’ geographical patterns of 
employment.  

One complicating factor is that the boundaries of clusters are often blurry, 
both in a geographical and in a functional sense (Martin and Sunley, 2003). It may 
be that competitiveness-enhancing interrelationships between co-located producers, 
knowledge spillovers, and the sharing of supporting institutions and specialized 
labor pools, are not confined to the industry categories as defined in the industrial 
classification systems on which employment data are based. The emerging ‘Utrecht 
school’ of evolutionary economic geographers stresses that analyses should focus 
on the role of producer routines and on cross-fertilization, either synchronically or 
diachronically, between different industries that share related knowledge and skills 
(Frenken et al., 2007; Boschma, 2007; Hall, 1998). I will therefore not only 
examine whether agglomeration effects or increasing returns over time (fueled by 
competitiveness-enhancing externalities arising from prior cultural industry 
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activities in a place) occur within the cultural production sector, but also whether 
this takes place within the confines of fine-grained industry categories, within sets 
of nominally distinct but functionally interrelated (or ‘related’) cultural industries, 
or across the whole gamut of cultural industries.  

Addressing the geographical boundaries of cultural industry production 
systems is equally important. In the Netherlands in particular, their geographical 
dynamic provides a good window unto the weight of local (compared to wider 
regional or national) history in determining the strength of local cultural industries. 
Several Dutch cultural industries, such as publishing and the visual arts, have 
eminent century-long histories. More importantly, the Netherlands is a highly 
polycentric country and lacks a single, ‘natural’ metropolitan center. This opens up 
the question of the relevant geographical scale level of cultural industry dynamics. 
All four cities examined are part of the Randstad conurbation –in the western part 
of the Netherlands- that comprises around 30 cities and towns, is home to around 
7.1 million inhabitants and constitutes a paradigmatic example of a multi-nuclear 
megacity region (Hoyler et al., 2008; Lambregts, 2008; Lambregts et al. 2005, 
2006; Kloosterman and Lambregts, 2001a, 2007). They are relatively close 
together and interconnected so that mobility between them is fairly easy, for 
producers as well as consumers of cultural industries. Nevertheless, each city has 
its own historically formed and distinct local character. Furthermore, the four cities 
are differentially embedded in larger international city networks (Taylor, 2004, 
2005), signaling that connections at yet another spatial scale level may affect the 
cities’ relative strengths in cultural production. This case thus enables an 
assessment of the importance of differences in local characteristics under 
conditions of strong interrelatedness that make the potential for inter-urban 
redistributions of activities comparatively high. Another interesting question arises 
here, and that is to what extent inter-city competition and/or complementarity 
within a megacity region shapes the development of local cultural industry 
production systems. 

In short, by utilizing a cluster perspective, I examine the long-term 
geographical development of cultural industries in the Netherlands, chart the 
factors that have affected their geographical dynamic and evolution, and try to 
determine which geographical scale levels form the primary arena for different 
aspects of this dynamic and evolution. This way I aim to shed light on the scope for 
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competitiveness-enhancing policy interventions in these industries, as well as on 
the appropriate geographical scale of such interventions. In addition, I will relate 
cultural industry dynamics to wider recent trends of urban economic restructuring.  

In section two, I will define the industries I examine in more detail, 
elaborate on our data and methods of quantitative measurement, and compare 
employment growth in Dutch cultural industries to general employment trends on a 
national level. In section three, I shortly introduce the country’s four main cities, 
describing in general terms their history, economic orientation and position within 
the Netherlands, and show how they performed in employment terms from 1899 
onwards in the field of cultural production. There, I will identify stabilities in inter-
city hierarchies as well as significant changes, convergences and divergences over 
time in the cities’ overall cultural industry performance. Then, in section four, the 
main body of this empirical analysis takes shape as I differentiate the trends and 
developments of six key cultural industries which I present in both quantitative and 
qualitative terms, focusing on industry organization, regulatory frameworks and 
supporting institutions as much as on employment growth and distribution. This 
will allow me not only to explore differences and similarities in the dynamic of 
these separate industries, but also to analyze the longevity of distinct local 
specializations and inter-city divisions of labor within the cultural production field. 
Section five will relate the trends, stabilities and specializations observed in the 
cities’ competitiveness in cultural industries to their wider urban economies and 
atmospheres, so I can assess the role of cultural industries in the recent post-
industrial restructuring of Dutch cities as well as explore the usefulness of several 
prevalent ideas concerning the knowledge economy and the importance of 
generalized creativity therein. In the sixth section then, supra-local scale levels and 
extra-local ties, flows and functional interdependencies are addressed as I discuss, 
first, whether the findings are consistent primarily with inter-city competition or 
complementarity within the Randstad megacity region, and secondly the role of 
international ties and cosmopolitanism in the geographical development of the 
examined Dutch cultural industries. With the relations of cultural industries to 
wider urban characteristics analyzed, and with the role of supra-local trends 
assessed, section seven completes the analysis by identifying the nature and 
importance of city-specific historical evolution in cultural industries. Finally, the 
conclusion summarizes the findings, assesses the value of the historical approach to 
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understanding economic geographical processes, and spells out some policy 
implications of our research. 

 
2.2. Just a fad? Measuring the growth of Dutch cultural industries since 1899 
 
Since the 1990s there has been a growing interest in cultural industries because 
they are seen as important growth industries in post-industrial economies. But due 
to a dearth of historical quantitative studies, it is not very clear when this growth 
started and whether it is as intimately linked to the post-industrial context as is 
often suggested (Lash and Urry, 1994; Pratt, 1997). During the twentieth century 
the Dutch economy underwent fundamental economic transformations. The total 
population expanded rapidly and women entered the labor market in large 
numbers. The sectoral composition of the Dutch economy also changed. Around 
1900, agriculture still provided work to around 30 percent of the Dutch labor force 
and traditional crafts still played a substantial role in terms of employment, next to 
trade-related activities and industrial manufacturing (Van Zanden, 1997). By 
contrast, at present, agriculture and manufacturing together account for only around 
twenty percent of total employment (CBS, 2007: 12). The services sector 
dominates in present-day the Netherlands like never before. How have the cultural 
industries developed throughout this century that first saw the Netherlands 
increasingly industrialize and then, after 1960, deindustrialize?  
 In order to track the importance of cultural industries in employment terms, 
I need to define which activities focus on cultural production and thus make up 
these industries. Several definitions of ‘cultural industries’ have been proposed on 
the basis of different criteria, most of which are fairly vague, so that this category 
represents a ‘slippery bundle of industries’ (Boggs, 2009: 1484). Although, 
arguably, studies of the role of cultural production in an economy should 
preferably focus on productive tasks requiring creativity, cultural or artistic 
sensitivity and imagination in all industries, the general lack of systematic survey 
data regarding precise task content across the entire spectrum of economic 
activities makes such an approach impractical for quantitative assessment. 
Therefore, most studies seeking to evaluate the share of cultural industries in 
employment terms use a sectoral approach and focus on industries of which the 
primary outputs are characterized by a specific set of properties. Some emphasize 
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the textual, image-related or novelty-based qualities of products in defining cultural 
industries (Hesmondhalgh, 2002; Galloway and Dunlop, 2007), others the 
uncertainty of a product type’s value and the resulting importance of social 
influences and taste on assessments of its value (Potts et al., 2008). Whatever 
product criteria are utilized in defining cultural industries, all studies using a 
sectoral approach regard cultural production as a process involving not only artistic 
or culturally-imaginative input generation, but a complex host of interrelated tasks 
that all contribute to realizing a product and making it market-ready. It is because 
of the essential role of many supporting, less-creative, tasks in producing ‘complex 
creative products’, that entire industry categories, involving besides creative 
activities many ‘humdrum’ tasks as well, are seen as appropriate units of analysis 
(Caves, 2003).   
 The most influential definition of cultural products in economic-geography 
literature has been provided by Allen Scott and focuses on the primacy of the 
symbolic or aesthetic value of products compared to their use-value (Scott, 2000: 
3). Cultural industries are then regarded as those industries that produce products 
of this type, leading to a fairly extensive list of cultural industries. Because the 
actual importance of artistic or culturally-imaginative inputs remains questionable 
in some of these reportedly ‘cultural’ industries, such as the clothing industry, 
Kloosterman (2004) has opted for the smaller set of eight industries in an earlier, 
more temporally confined mapping exercise of Dutch culture industries. This 
study, covering the period 1993-2001, used 3-digit code industrial categories of the 
Dutch Industrial Classification system SBI ’93 (that was redesigned and 
implemented in 1993). Such present-day 3-digit code categories have also been the 
starting point in the present historical study and I have constructed similar 
categories as accurately as possible from the classification systems used earlier (see 
appendix 1). Not for all cultural industries are long-term comparisons possible or 
feasible. Some, such as the video gaming industry, did not exist for most of the 
twentieth century. Others, such as fashion design, were hardly considered a 
separate activity (in the Netherlands at least) and did not appear as a separate 
category in the Dutch industrial classification system until very late in the century. 
I therefore limit myself to those industries clearly involved in cultural production 
that I can track for approximately half a century or more. Furthermore, because the 
core of the cultural economy is constituted by creative input generation, I focus 
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here on the most creatively productive slice of the production chain, mainly on 
those industry categories comprising the primary producers and commodifiers of 
symbolic and aesthetic input. I have thus left out separate categories composed of 
retailers, wholesalers and providers of important but standardized and 
multifunctional means of material production and distribution.  
 With these criteria in mind, I have tracked employment trends in six 
cultural industries. This includes three industries that provided employment 
opportunities throughout the period under study, namely the arts, publishing and 
architectural design. It also includes two industries - broadcasting and advertising - 
that arose during the first half of the twentieth century, as well as one category of 
cultural production -arts and crafts- that ceased to provide significant employment 
during the second half of that century. The historical employment data are based on 
the Dutch population censuses of 1899, 1930, 1947 and 1960.4 These are 
complemented by more recent data for 1993, 2000 and 2005. Figure 2.1 shows the 
development of the share of the six cultural industries, and their aggregate, in the 
national non-agrarian labor force since 1899. Figure 2.2 compares the growth of 
jobs in the total group of selected cultural industries to total national employment 
gains during the same period. In order to stress the relevance of urban as opposed 
to rural economic activity, employment in agriculture and fishing has been left out 
of the comparison. 
  
 
 
 
 
 

 
                                                           
4 The three other comprehensive censuses held in this period (in 1910, 1920 and 1971) were 
not used for culturally industry aggregates because the 1910 and 1920 data defied the 
construction of some or all of our selected categories, and for the 1971 census detailed 
occupational data on the municipal level was unavailable. Also, this last census was 
plagued by non-response (especially in the major cities) which was one of the reasons why 
no other censuses were held after 1971. The 1920 data did prove useful where the arts, arts 
and crafts, and architectural design were concerned and have been incorporated in figures 
regarding these separate industries in section 4.    
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Figure 2.1: Share of cultural industries in national non-agrarian labor market 1899-
2005. 

 

Figure 2.2: National employment growth in cultural industries compared to overall 
non-agrarian employment (1899=100). 
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Figure 2.1 shows a rise of the share of the selected cultural industries in 
national non-agrarian employment from 0.67 percent in 1899 to a high-point of 
2.54 percent in 2000. Kloosterman’s survey (2004), that included three additional 
industrial categories (movie and video production, news agencies and journalists, 
and libraries, museums and nature protection), found that the cultural industries 
accounted for just over three percent of total national employment in 2001. The 
industries tracked here thus account for more than 75 percent of the present core of 
cultural industries employment (after correcting for the exclusion of agrarian labor 
from totals in this study), which lends weight to our claim that this historical 
survey is relevant to understanding the present-day cultural production sector. The 
data also show that this growth was carried especially by architectural services, 
publishing and advertising, that the arts have comparatively lost ground, and that 
the mid-century disappearance of arts and crafts from the employment radar has 
been compensated by jobs in broadcasting in later decades.  
 This first historical survey also indicates when these gains were made. 
Figures 2.1 and 2.2 both show a significant rise between 1899 and 1930, a further 
acceleration between 1930 and 1947, followed by absolute stagnation and 
comparative decline between 1947 and 1960, renewed strong growth between 1960 
and 1993 as well as between 1993 and 2000, and a recent dip in the period 2000-
2005 caused mainly by losses in the fields of publishing and advertising. The 
growing significance of cultural industries for Dutch employment should not be 
seen as a purely post-industrial phenomenon. Their shares in employment rose at 
higher rates than employment in the Dutch (urban) economy as a whole for most of 
the twentieth century, insofar as that can be seen considering the fairly dispersed 
temporal points of measurement.  

Two periods in particular reveal unexpected trends. The strong gains made 
in the difficult years between 1930 and 1947 (in which the Netherlands was 
plagued first by the Great Depression and then by Nazi occupation) are somewhat 
surprising considering that demand for cultural products is seen as income-elastic 
because, rather than fulfilling primary needs, these products represent (semi-) 
luxury goods and services (Beyers, 2002). These gains may be explained with 
reference to a greater flexibility of cultural sector employment (especially in the 
arts that contributed most to the rise in this period) vis-à-vis industrial 
manufacturing. The subsequent sharp decline of the share of cultural industries in 
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national employment between 1947 and 1960, a booming period of post-war 
reconstruction, confirms that the gains made between 1930 and 1947 resulted from 
weaknesses in the mass-manufacturing sector. The reconstruction era dip, also 
fairly surprising, likewise shows that the link between rising incomes and a 
growing role of cultural industries only became apparent later in the twentieth 
century, and confirms the tension between cultural industries and standardized 
Fordist manufacturing.  

The reconstruction era forms the exception in a longer trend, as after 1960 
disproportional growth rates in the cultural industries resumed up until the dotcom 
bubble in 2001, after which the employment share of cultural industries again 
slackened off a bit to 2.48 percent in 2005. Growth in these cultural industries thus 
slowed down less than manufacturing growth during the Great Depression and the 
Second World War, and it accelerated between 1960 and 2000, the period of 
deindustrialization, both difficult periods for the Dutch economy, involving 
political turmoil and economic restructuring (Kloosterman, 1994). It seems 
therefore that, for a relatively long time already, cultural industries have formed an 
attractive alternative to other, failing forms of enterprise (or sunset industries) in 
the Netherlands, despite the fact that they were hurt more than the total Dutch 
economy -that by then revolved almost entirely around services- during the post-
2000 slowdown. Employment in activities focusing on cultural production has 
become steadily more important for the Netherlands as a whole over the last 
hundred years, albeit in leaps and bounds.  
   
2.3. The four cities: Their culture and prowess in cultural production 
 
The general contours of the long-term employment trends in Dutch cultural 
industries on the national level are now clear, but how what was the role of the 
Netherlands’ main cities in these trends? Kloosterman (2004) found that during the 
1993-2001 period Dutch cultural industries concentrated disproportionally in the 
four largest cities of the country, and especially in Amsterdam. Other fairly short-
term studies have shown the same metropolitan preference, as well as uneven 
distribution across cities, of present-day cultural producers in the USA, the UK, 
Sweden, and other countries (Scott, 2000; Currid, 2006; Pratt, 1997; Power, 2003), 
and have taken this as evidence of the importance of cluster-like supportive local 
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contexts that are more often found in metropolitan than in non-metropolitan areas, 
and are better developed in some cities than in others. Thick local webs of 
supporting institutions (Amin and Thrift, 1995), and the critical mass of co-located 
cultural producers found mainly in certain metropolitan areas, appear to be vital 
roots that sustain competitive cultural production in particular cities. But how deep 
are the roots of the cluster advantages of specific cities in cultural production, how 
long do such local advantages take to develop, and how stable are they over the 
long term? This section aims to contribute to answering these questions by 
analyzing in the Dutch context the long-term development of the positions of the 
four most important cities within national cultural industry employment. First, 
however, I will shortly introduce (by order of their population size) these four 
cities: Amsterdam, Rotterdam, The Hague and Utrecht. 
 
2.3.1. Amsterdam 
Amsterdam is the largest city in the Netherlands with approximately 740,000 
inhabitants within its municipal borders. It is also the country’s capital, although it 
does not hold the seat of government. The city experienced strong growth during 
the country’s Golden Age that started towards the end of the sixteenth century and 
lasted until the beginning of the eighteenth century. Many merchants, artist and 
intellectuals from Antwerp, Northern Europe’s erstwhile largest and most 
prosperous port city, migrated to Amsterdam, contributing to a period of prolonged 
economic growth that turned the city into the center of an extended overseas 
trading empire. Around 1600, the world’s first stock exchange and first 
multinational corporation (the Dutch East India Company) were founded in this 
city that consequently became the heart of Europe’s financial networks. During 
subsequent decades, Amsterdam expanded physically through the creation of a 
planned canal belt that is presently a candidate UNESCO World Heritage site. 
Simultaneously, Amsterdam became an important European center of culture, with 
painters such as Rembrandt and philosophers such as Baruch Spinoza achieving 
long-lasting international fame (Israel, 2001). The city’s art markets and book trade 
industry developed rapidly and its painters and publishers exported widely 
throughout Europe. The city also became attractive to new groups of foreign 
immigrants. Skilled and unskilled temporary immigrants from the German 
territories, Scandinavia, and France were drawn to the city by its booming 
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economy. Furthermore, prosecuted French Protestant Huguenots and Iberian Jews, 
settled permanently in Amsterdam as this relatively tolerant city afforded them 
religious liberties and plentiful economic opportunities (Prak, 2005).    
 Presently, Amsterdam is the Netherland’s financial and business center as 
well as the country’s main tourist destination (Engelen and Grote, 2009; Bontje and 
Sleutjes, 2007). By virtue of its many internationally operating firms and cultural 
influence, Amsterdam is considered an ‘incipient global city’ of similar standing to 
Boston, Milan and Moscow (Taylor, 2005). Especially within the networks of 
global media companies, Amsterdam is positioned as a prime center (Krätke, 
2006). It is the eighth most popular tourist city in Europe (Bremner, 2007). The 
city owes its world-wide cultural appeal partly to its Golden Age heritage, with the 
paintings of Rembrandt and other ‘Dutch masters’ as well as the city’s renowned 
canal belt attracting many tourists. Another important aspect of Amsterdam that 
has shaped its international image, is the strong cultural permissiveness and 
liberalism that has come to the fore since the 1960s and manifests itself most 
clearly in the city’s infamous Red Light District, its marihuana-selling coffeeshops, 
and its lively and open gay scene (Deinema and Aalbers, forthcoming). 
 
2.3.2. Rotterdam 
Rotterdam with around 600,000 inhabitants is the country’s second largest city. It 
is located at the mouth of the Maas river (a main artery of the river Rhine) and 
contains Europe’s busiest port. Although the city was already home to the 
philosopher Erasmus around 1500, it long remained a relatively stagnant town. 
This changed in the nineteenth century when trade with England and German 
economic growth, concentrating especially in the Ruhr-Rhine region, stimulated 
much port activity. Rotterdam thus profited strongly from the industrialization of 
neighboring countries. The city quickly expanded and started to rival Amsterdam 
in terms of its size and population. The city and its surrounding region became a 
hotbed of (heavy) industrial activity. 
 In 1940, the city was targeted by German bombing raids in the Nazi’s 
effort to subdue the Netherlands. Its historic city center was all but destroyed. 
Since then Rotterdam has been rebuilt and now possesses a center (containing 
skyscrapers and an innovatively designed shopping area) that was long considered 
one of Europe’s most modern (Kloosterman and Stegmeijer, 2005). Throughout its 
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postwar physical transformation, Rotterdam’s economy has remained oriented 
towards shipping and manufacturing. The city has therefore suffered from 
processes of deindustrialization which have produced rising unemployment and 
crime rates, as well as rising social tensions between its native-Dutch population 
and immigrant groups. In attempts to spur the city’s economy and abate social 
tensions, successive national and local governments have invested heavily in 
Rotterdam’s physical and cultural infrastructure over the last three decades. New 
museums, cultural institutions and festivals have been set up, and feats of iconic 
architecture have been financed, as a means to raise Rotterdam’s cultural profile 
and to make the city more attractive to foreign investors and innovative 
entrepreneurs. 
 
2.3.3. The Hague 
While it is not the country’s official capital, The Hague, the Netherlands’ third 
largest city (472,000 inhabitants), holds the national seat of government. Due to the 
presence of the country’s main royal palace The Hague is known as the ‘court 
city’. It is the center of Dutch politics and houses the country’s ministries and 
parliament as well as countless foreign embassies. It is consequently home to many 
civil servants, lobbyists and legal experts. At least since the The Hague Peace 
Conference of 1899 the city has been at the forefront of the evolving system of 
international law and arbitration and it has hosted the International Court of Justice 
from 1946 onwards. The Hague’s position as political center has its roots in 
medieval times when the counts of Holland used the city as their administrative 
center and court.  

Due to a geographical position, away from major rivers, that inhibited 
maritime access the city long lagged strongly behind Amsterdam in terms of 
population growth and economic prowess. At the start of the nineteenth century, 
the former Dutch Republic became the Kingdom of the Netherlands and the 
monarch’s court as well as a national parliament were established in The Hague. 
The city grew in tandem with the scope of the national administration and attracted 
wealthy (and particularly aristocratic) elites that drew in many types of servants in 
their wake. Henceforth, The Hague’s economy revolved mainly around the needs 
and leisure of the city’s elites. This economic orientation largely kept out heavy 
manufacturing industries, and generated one of the deepest social-economic divides 
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in the Netherlands. This division is still apparent today, as The Hague boasts some 
of the richest, as well as some of the poorest neighborhoods in the country 
(Kloosterman and Lambregts, 2001b; NRC, 2006).   
 
2.3.4. Utrecht 
Utrecht is one of the oldest cities of the Netherlands and was founded by the 
Romans. It lies close to the geographical center of the country and along the main 
branch of the river Rhine. Since early medieval times, the city has held an 
archbishopric seat and has lain at the heart of the episcopal hierarchy in the 
Netherlands. This Catholic significance of Utrecht was interrupted when in the 
sixteenth century Protestants took control of the country, but was re-established in 
the nineteenth century when a new liberal constitution guaranteed religious 
equality. Since then, the city has again become a main center for the country’s 
Catholic clergy.   
 Due to its favorable geographical position, the city has become in the 
twentieth century the main hub of the country’s busy railway system and road 
network. This hub-function has made Utrecht attractive to businesses, commuters, 
students and day trippers alike. The city has therefore gained strongly in terms of 
its population and economic significance over the course of the twentieth century, 
and had more than 275,000 inhabitants in 2005. Utrecht is now considered, just like 
Amsterdam, to be one of the most ‘cosmopolitan’ cities of the Netherlands (Trouw, 
2009), and among its inhabitants one finds, more often than in many other cities, 
the ‘winners’ of globalization.  
 
Urban positions and the hierarchy of cities in the Dutch cultural economy  
How did these main urban centers of the Netherlands, that I will collectively refer 
to as the G4, fare in terms of cultural industry employment over the course of the 
entire twentieth century? Did cultural producers concentrate disproportionally in 
the major cities for this entire period and increasingly so during the last few 
decades as much current research suggests (Pratt, 1997; Scott, 2000; Currid, 2006)? 
And do we find long-term advantages of some G4 cities over others in the field of 
cultural production? Considering that these four cities are all part of the Randstad 
megacity region -with its reputedly high redistributive potential and the functional 
interlinkages between its multiple centers- this last question is relevant for 
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understanding, not only in this national context but more generally as well, the 
extent to which producer clustering and the reproduction of specifically local 
(historically-developed) support structures provide a stable basis for sustained 
competitiveness in cultural industries.  

First, I will take a look at the share of the G4 in national cultural industry 
employment over time. Figure 2.3 reveals a declining trend and falling percentages 
in each city from 1930 onwards, indicating devolution away from the cities in 
relative terms. While on first sight the decline of the G4’s shares in these industries 
may seem surprising, considering the general assumption that cultural industries 
thrive primarily and ever more so in large cities, it defies our expectations less 
when we take the general demographic trends of post-war the Netherlands into 
account. Most of the post-war demographic and economic expansion took place 
outside the main cities, as the old and cramped cities were unable to accommodate 
this growth. Rapid urbanization was rife throughout the country, and the main 
cities lost population through suburbanization. Towards the end of the century the 
population and economy of the Netherlands was far more evenly distributed across 
the country than it had been before the Second World War. Of the four cities, only 
Utrecht’s growth kept up with the pace of expansion experienced by the country as 
a whole. The major cities were also hard-hit during the war when the Holocaust, 
bombing raids and starvation took their toll especially in the G4. The declining 
share of the G4 in national cultural industry employment reflects this general trend 
towards devolution as well as the conversion of the former countryside’s economy 
to a more urban profile. 
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Figure 2.3: Share of main cities in total Dutch employment in selected cultural 
industries 1899-2005. 

 
Does this apparent devolution also mean that the Netherlands’ main urban 

centers have become less competitive as sites for cultural industry activity? Was 
the devolution of cultural industries away from the G4 as pronounced as that of the 
rest of the non-agrarian economy? In order to answer these questions we need to 
control for the declining share of the cities in overall (non-agrarian) employment, 
or set the local labor market share of the cultural industries in the G4 against the 
labor market share of these industries on a national level. Figure 2.4 shows that 
employment in cultural industries still plays a larger part in the local economies of 
the cities, and especially in Amsterdam, than it does on the national level. Only in 
The Hague has the share of cultural industries in the local labor market declined 
considerably compared to the national average. Although the growth of the steadily 
increasing Dutch cultural economy did not take place only or primarily in the 
country’s four largest cities, the G4 has lost little ground over the course of the 
twentieth century in terms of the intensity of the local presence of cultural 
industries. Most of the long-term devolution of Dutch cultural industry activity can 
therefore be attributed to the overall decreased importance of the cities in the Dutch 
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economy, instead of to a decline of the G4’s comparative advantages and 
specialization in the cultural industries per se. 
 
Figure 2.4: Share of cultural industries in urban and national (non-agrarian) labor 
markets 1899-2005. 

 
In order to better assess local comparative advantages in the field of 

cultural production, we should compare the performance of the cities in this field to 
the national average, as well as compare the cities to each other. The cities’ 
comparative performance can already be gauged partly in figure 2.4, but to more 
systematically compare levels of representation of cultural industries in the cities’ 
labor markets over time, the national average should be taken as the basis to assess 
local performance at each measuring point. Overrepresentation implies local 
specialization and is expressed in a location quotient (LQ) -the share of an industry 
in a city’s overall local employment divided by the industry’s share in the nation’s 
overall employment- that exceeds 1.5 Tracking these LQs will show if different 

                                                           
5 In order to avoid a stark imbalance between the cities’ cultural industries LQs during the 
first half of the twentieth century and those in later decades, I have excluded employment in 
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cities provided the most fertile ground for cultural industries at different times 
during the twentieth century, and to what extent there was continuity in the 
hierarchy of cultural competitiveness between these cities throughout this century 
in which the economy, society and culture all underwent great changes.  
 
Figure 2.5: Urban concentrations of employment in cultural industries 1899-2005. 

 
The historical series of LQs (figure 2.5) make it clear that despite the G4’s 

falling share in Dutch cultural production this growing sector remained, by and 
large, concentrated disproportionally in the major cities, and particularly in 
Amsterdam, throughout the period 1899-2005. At most times, the cultural 
industries were better represented within the Amsterdam economy than within the 
                                                                                                                                                    
agriculture, fishing and game hunting from employment totals for the calculation of all 
LQs. This removes a strong bias towards high cultural industries LQs in the major cities in 
the earlier period, because these rural forms of employment never had significant impact in 
the cities, whereas they did, unlike now, account for a substantial share of total Dutch 
national employment. If these figures were adjusted to include the agrarian and fishermen 
working populations (that in 1899 accounted for 30.8 percent of national employment, and 
0.5, 1.2, 5 and 3.3 percent of local employment in Amsterdam, Rotterdam, The Hague and 
Utrecht respectively), the national base score in cultural industries (in terms of labor market 
share) would be approximately 30 percent lower and the cultural industry LQs of the cities 
(of which the total employment figures would hardly require adjusting) would rate 
approximately 40 percent higher (LQ/0.7) for 1899. 
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economies of the three other cities. Only in 1930 did The Hague’s cultural 
production sector outperform Amsterdam’s in terms of its prominence within the 
local urban economy. The level of the cultural industries’ overrepresentation in 
Amsterdam remained remarkably stable throughout the century, continuously 
hovering around double the national average, and even rose to its highest point 
during the 15 years of Fordist dominance directly following the Second World 
War. The Hague has been Amsterdam’s main competitor for almost the entire 
period. Yet during the second half of the twentieth century, The Hague’s relative 
strength in cultural production has gone through an extended period of steady 
decline. The city may have a rich tradition in cultural industries, it has lost its grip 
on this sector. On average its location quotients in cultural industries have dropped 
to a level slightly above 1, a level it shares nowadays with Rotterdam and Utrecht. 
It is no longer on the heels of Amsterdam which has seen its erstwhile competitor’s 
strong position whither away and converge with that of ‘secondary’ centers of 
cultural production such as Utrecht and Rotterdam, the cities that until recently 
consistently closed the ranks when it came to the G4’s performance in the field of 
cultural industries. The Hague’s prowess on the cultural production front dropped 
from 1960-2000, a period in which cultural consumption became more widespread 
and democratized due to general rising income levels (Beyers, 2002). 
Simultaneously, institutionalized hierarchies in cultural tastes were increasingly 
challenged during these latter decades of the twentieth century, resulting in 
changing upper-class cultural consumption patterns, which became more open to 
cultural products formerly considered ‘low-brow’ (Eijck and Mommaas, 2004; 
DiMaggio, 1991; Peterson and Kern, 1996). These trends, which relatively favored 
popular cultural production over elite ‘high’ culture, may have impeded growth in 
the traditionally elitist court city.  

Throughout the twentieth century Rotterdam was a laggard when it came 
to cultural production. It was bound by an industrial character which underrated 
adornment and the arts, and placed a premium on functionality. However, 
Rotterdam is currently better positioned in the cultural industries vis-à-vis the other 
G4 cities than it has ever been. Although port activities still form the backbone of 
the city’s economy, Rotterdam seems to be slowly reorienting towards a more 
diversified economy. Especially its array of consumer-oriented and cultural 
amenities is expanding as many older factories and dockyards are being 
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transformed into museums, galleries, conference centers, trendy bars and 
restaurants, as well as into spaces for young artists and creative entrepreneurs. The 
improvement in the cultural industries prowess of this working-class city coincided 
with relative decline in The Hague. Furthermore, Rotterdam’s fortunes improved 
during the period in which a dynamic architectural scene started to emerge in 
Rotterdam, following the establishment the Office of Metropolitan Architecture in 
1981 (the design agency of the famous architect Rem Koolhaas) and the National 
Architecture Institute in the city (Kloosterman and Stegmeijer, 2005; Kloosterman, 
2008). 

Finally Utrecht, the G4 city that during the twentieth century grew the 
fastest in terms of population, experienced a difficult trajectory throughout the 
century, with its position in the cultural industries dropping to a very low point in 
the early 1990s. Unfortunately, fine-grained data on the city of Utrecht were 
unavailable for 1960. Nevertheless, it is apparent that, while Utrecht’s population 
and labor force boomed during the twentieth century, employment in the city’s 
cultural industries failed to keep up and fell behind. However, due to a remarkable 
upsurge during the 1990s, the city is now more or less on a par with Rotterdam and 
The Hague as a center of cultural production and seems set to surpass them as it 
has displayed the most dynamism in the past two decades.  

Utrecht’s recent growth-spur and dynamism is fairly exceptional. The 
inter-city hierarchy in cultural industries employment displayed much continuity 
during the entire twentieth century. The positioning of the four cities relative to 
each other varied only slightly throughout the century. The cultural industries in 
Amsterdam and The Hague consistently outperformed those in Rotterdam and 
Utrecht. Usually Amsterdam held top rank. Despite two reshufflings of the 
industries included in our data selection,6 the hierarchy between the four cities in 
terms of their ‘creative fortunes’ remained largely intact. It has changed somewhat 
recently. Amsterdam now no longer has a serious competitor and the other three 
cities are now more equal than ever, converging on a point of slight 
overrepresentation. Nevertheless it is clear that long-term paths and proficiencies 
of the cities have shaped their cultural production prowess for a long time and 
continue to affect their position in this field.  

                                                           
6 Entry of advertising in 1930; exit of arts and crafts, and entry of broadcasting in 1960. 
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2.4. One art world or many? Dynamics of separate cultural industries 
 
The multifarious collection of productive activities known as cultural industries 
have in common is that they dictate styles, need to innovate continually, and 
produce as commodities the beauty or symbolism that we refer to as cultural. In all 
cultural industries, value is created mainly through the appearance, presentation 
and aesthetic or symbolic impact of products and services rather than through their 
functionality. However, when it comes to their geographical dynamics and 
relations to places, important differences exist between these industries. The degree 
of product mobility, for example, differs per industry: books are more easily 
transported than theater performances. The height of entry barriers also differs per 
industry. Activities such as film production generally require relatively high initial 
investments whereas the production of paintings often does not. Differences such 
as these may influence the degree to which production in a specific cultural 
industry is place-bound. Some branches of the cultural economy may therefore be 
less amenable to local policies, or vulnerable to local developments, than others. 
 Furthermore, and perhaps more importantly, different cultural industries 
may involve different knowledge bases, and require different skills and 
organizational forms. Industry-specific specialization may therefore weigh more 
heavily than general forms of creativity in determining the performance of 
producers and clusters in the realm of cultural production. Analyzing the long-term 
geographical dynamics of separate cultural industries next to those of the cultural 
industries collectively thus serves two purposes.  Firstly, comparing the degree of 
local rootedness of different cultural industries with different characteristics, will 
allow us to pinpoint more exactly why cultural production becomes embedded in 
specific places. And secondly, analyzing the level of autonomy in the dynamics of 
the separate industries enables us to assess the prevalence and importance of 
industry-specific specialization, and may provide a more differentiated view of the 
‘cultural capacities’ of the different Dutch cities. As such, this section may 
contribute to our understanding regarding the breadth of economically-productive 
‘creativity’, indicating to what extent local creative prowess spills over from one 
cultural industry to another. If all cultural industries concentrate equally in the 
same cities, then these industries apparently reinforce each other and a general 
artistic atmosphere is a valuable asset in a city’s economy. Conversely, if separate 
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industries are distributed differently across cities and display fairly autonomous 
dynamics, cultural industries thrive on local specialization and on industry-specific 
practices, expertise and institutions.  

The selection of industries covered here includes not only the core arts, but 
also other types of cultural industries that often display different forms of industry 
organization and market orientation (Pratt, 2004; Bontje and Sleutjes, 2007; Stam 
et al., 2008). The popular-oriented media industries that are often capital-intensive, 
prone to organizational concentration, can serve relatively wide and 
geographically-dispersed audiences, and make intensive use of various hard 
technologies, are represented by publishing and broadcasting. The traditional 
creative crafts that largely withered away during the twentieth century due to 
progressing automatization are also discussed. Lastly, this section traces the 
dynamic of architectural design and advertising, the most prominent within the 
subset of cultural industries often referred to as creative business services, a group 
of industries that achieved tempestuous growth rates during the twentieth century 
as firms in other industries increasingly outsourced design and advertising tasks to 
external experts. 
  
2.4.1. Arts and crafts 
At present, aesthetic design of products is usually separated from their physical 
production. Around 1900, however, these tasks were often intimately related and 
both carried out by craftsmen. Through standardization, automation and processes 
of increasing division of labor, both in the organizational and geographical sense, 
most traditional crafts largely disappeared during the twentieth century, but they 
still played a fairly prominent role in cultural production in the century’s early 
decades. The purest form of creative craftsmanship could be found in the arts and 
crafts. These focused on the (usually manual) production of elaborate adornments 
for functional objects, as in copper foil glasswork, calligraphy, lace and engraving. 
Arts and crafts slowly declined during the first decades of the twentieth century. A 
short, final upsurge took place between 1930 and 1947 as the greatest threat to the 
crafts, industrial manufacturing, was temporarily laid largely to waste during the 
Second World War. During the postwar reconstruction period these gains were 
quickly undone and by 1960 arts and crafts were no longer considered a separate 
economic category and had ceased to play a significant role within the Dutch 
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economy. Improved automated production of glasswork, table cloths, toys, small 
statues, musical instruments, and the like, had undermined these manual crafts. The 
knowledge and skills of craftsmen in this sector, however, were not completely 
lost. They evolved to form the basis for, on the one hand, specific styles within the 
visual arts, and on the other, for the commercial activities that today are known 
collectively as industrial design. The arts and crafts have thus produced a strong 
legacy within the field of cultural production. Nowadays, industrial designers such 
as Marcel Wanders and Hella Jongerius create aesthetically designed functional 
objects, just like the craftsmen of the past. The great difference, however, lies in 
the fact that industrial designers usually create only prototypes while their actual 
products are mechanically produced (elsewhere). Design and (re)production have 
become (spatially) separated. Industrial designers today are often employed by 
large corporations such as Philips (in Eindhoven) or are active in independent 
design agencies (such as Droog Design) that constitute part of the creative business 
services sector. 
  Around 1900, arts and crafts in the Netherlands depended mainly on local 
markets and on a relatively well-to-do clientele. As such, they concentrated heavily 
in major cities. Rotterdam formed an exception to this rule, perhaps because it was 
too strongly oriented towards standardized mass-production. Utrecht displayed the 
strongest concentration of arts and crafts at this time, possibly due to the presence 
of an archbishop’s seat and local demand for catholic imagery. Church patronage, 
however, proved insufficient for maintaining this local industry in the long run. In 
The Hague, the arts and crafts also started off from a strong position but were 
afterwards partly subsumed by the art world proper as art nouveau, inspired by the 
arts and crafts, gained a strong foothold (c.f. Becker, 1982). In the visual arts, the 
‘Hague School’ formed the leading Dutch exponent of this new international art 
movement. This collection of painters based in The Hague built on both the local 
arts and crafts scene and the city’s strong position within the Dutch visual arts 
world (Heij, 2004). Amsterdam only became an important center for the Dutch arts 
and crafts industry during the 1920s when the industry as a whole was already 
experiencing stagnation and decline in the Netherlands. This temporary upsurge in 
the country’s capital was probably due to the fact that in 1924 two arts and crafts 
schools in Amsterdam were combined to form the new Institute for Arts and Crafts 
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Education, that would in later years become the prestigious Gerrit Rietveld 
Academy7 for art and design.   
 
Figure 2.6: Urban concentrations of employment in arts and crafts 1899-1947.  

 
2.4.2. The arts 
The arts, here including the fine arts (visual arts and literature) and the performing 
arts, take up a special position within the cultural industries. They are often seen as 
the ‘creative core’ of the cultural sector, and considered the most experimental and 
authentic, as well as the least commercially-oriented, of the cultural industries 
(Pratt, 2004; Throsby, 2008). This is one of the reasons why the arts have been 
extensively subsidized by European national governments following the Second 
World War and why they take up a central position in Dutch cultural policy. 
During the postwar heyday of the Dutch welfare state, state subsidies for the arts 
were distributed through centrally-led national organizations. From the 1980s 

                                                           
7 Gerrit Rietveld (1888-1964) was a Dutch architect and designer linked to the ‘De Stijl’ art 
movement that included painter Piet Mondriaan. His experimental furniture designs earned 
him world-wide acclaim.  
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onwards, national art policies became largely decentralized and market-driven 
(Department of Education, Culture and Science, 2006; Wijnberg, 1994). Ever since 
then, the Dutch art sector has expanded rapidly, where growth in this sector had 
lagged behind total employment growth between 1930 and 1993. Financial 
emancipation and commercialization has clearly boosted the arts sector in the 
Netherlands. The number of persons employed in the arts and art-related activities 
grew fifty percent more rapidly than total employment between 1993 and 2005. 
Despite this recent strong expansion, the arts’ share in national non-agrarian 
employment was still slightly smaller in 2005 than it had been during the first 
decades of the twentieth century. Apparently, this cultural industry, which lacks 
easily reproducible products and is therefore prone to the so-called ‘Baumol’s cost 
disease’ of relatively stagnant labor productivity (Pratt, 2004), profited little from 
strong postwar growth in mass-consumption and from a standardized national 
system of subsidies.  
 The arts’ expansion over the past two decades has been accompanied by a 
growing role for Amsterdam. The Dutch world of theater, hardly regarded a true art 
form before the Second World War, has traditionally centered on Amsterdam, 
partly due to the presence there of prestigious theaters and music venues. 
Amsterdam’s domination in this field has been retained and strengthened. In 
general, the arts and related services increasingly agglomerate here. Amsterdam is 
by far the country’s most important center of the art trade and for museums, 
although further growth in these fields has lagged behind that in the three other 
cities since 1993. Especially the Utrecht art scene has slowly started to catch up 
since then. Rotterdam on the other hand was unable during the entire period under 
study to establish itself as an arts city and has even lost some ground since 1900.  

More striking than Rotterdam’s continuous mediocrity, is the strong 
decline of The Hague’s position within the Dutch art world. The city holds the 
oldest arts academy in the Netherlands and in 1920 and 1930 The Hague was still 
the most artistic city of the country. Especially the visual arts flourished there. At 
the start of the 21st century, however, little more than half of this strong degree of 
arts concentration is left. The art scene in The Hague has not managed to profit 
from the recent commercialization of the arts sector. This may be due to an elitist 
mentality. The contrast between the traditions of cultural production in The Hague 
and Amsterdam are telling in this respect. While The Hague has historically 
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produced many prominent painters, such as Jan Toorop, Hendrik Mesdag and Isaac 
Israels who together formed the ‘The Hague School’, Amsterdam has always been 
the country’s theater Mecca. Although the latter cultural form was hardly counted 
among the arts prior to the Second World War, it drew larger audiences, and was 
more strongly bound to specific places and venues than the highly-mobile and 
lightly-packed visual artists were. Nevertheless, The Hague remains an important 
arts center and, just as in Amsterdam, artists on average earn more in The Hague 
than elsewhere in the country (Rengers, 2002). Overall, it appears that the arts in 
particular, the most central core of cultural production, display high degrees of 
geographical concentration and are bound to specific cities on a long-term basis. 

 
Figure 2.7: Urban concentrations of employment in the arts and art venues 1899-
2005. 

 
2.4.3. Broadcasting 
As the sole exception among the cultural industries examined here, the Dutch 
broadcasting industry has mainly been concentrated outside the country’s four 
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major urban centers since its emergence in the 1920s. Unlike most cultural 
industries in the Netherlands, broadcasters have historically been subject to 
extensive state regulation. After a short period of private experiments, several 
public radio stations developed around a Philips transmitter factory in the small 
town of Hilversum during the 1920s. While the first regular radio-broadcasting 
station in the world was operated by an engineer from a house in The Hague 
(Scientific Council for Government Policy, 2006), the economies of scale created 
by the Philips-backed factory in Hilversum enabled cost cuts that allowed 
broadcasting companies there to survive, unlike the station of the pioneer in The 
Hague that had to discontinue its broadcasts in 1924 for lack of funds. Because of 
their political significance and the influence of radio and television on public 
opinion, broadcasters were strictly regulated to conform to a Dutch political system 
that was strictly ‘pillarized’ (up until the 1960s) and divided according to the 
different weltanschauungen prevalent in Dutch society. Commercial stations were 
outlawed until the late 1980s and the state determined that all public broadcasters 
had to be based in Hilversum so that economies of scale would limit costs (Van der 
Groep, 2008, 2010). Because of this history, at present 71 percent of all people 
employed in broadcasting in the Netherlands work in Hilversum (Bontje and 
Sleutjes, 2007: 66). The broadcasting industry now employs over 11,000 people 
and has become exceptionally rooted in a minor city due to (former) conditions of 
production and a long period of strict regulation.    
 Ever since government media policies have been liberalized and 
technological breakthroughs in telecommunication have lowered the costs of 
broadcasting, Amsterdam has been on the advance in this industry. At the start of 
the 1990s Amsterdam already possessed many film- and video-production 
companies as well as many advertising agencies, and these seem to have created a 
welcoming climate for new broadcasting companies setting up in Amsterdam 
(Kloosterman, 2004; Van der Groep, 2008). In fact, all four major cities have 
strengthened their positions in the broadcasting industry over the past 15 years, 
although Rotterdam, The Hague and Utrecht have not yet come close to 
challenging Amsterdam in this regard. The industry appears to be growing 
especially rapidly in Utrecht, a city in which also the film- and video-production 
industry is doing well. This confirms the impression engendered by the 
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developments in Amsterdam that these related, but nominally separate cultural 
industries benefit strongly from each others presence in a city.  
 
Figure 2.8: Cities reinforcing their positions in broadcasting employment 1960-
2005. 

 
2.4.4. Publishing 
The age-old societal position and strength of the publishing industry in the 
Netherlands precluded the kind of twentieth-century regulation that newer 
broadcasting media were subject to. In the seventeenth century, Amsterdam was a 
hotspot of European book production and a cradle of journalism and the newspaper 
press. During the twentieth century, the city remained at the heart of the printed 
word in the Netherlands, although it faced stiff competition from especially The 
Hague for a long time. The graphic sector, including both publishing and printing 
companies, grew steadily until the turn of the millennium and more than kept up 
with general employment growth. Publishers, rather than printers, accounted for 
the lion’s share of this increase. The number of people acting as publishers or 
working for publishing companies rose from 567 around 1900 to 37,500 a century 
later. This amounts to an increase of no less than 6,600 percent, which is twelve 
times as high as the total growth of non-agrarian employment in the Netherlands 
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over the twentieth century. This tremendous growth was mainly the result of 
skyrocketing demand for published works among a Dutch population that became 
ever better educated and richer. This growth, and its relations to a rapid growth in 
demand and consumer spending, was also reflected by a proliferation of new 
publishing firms in the 1960s and 1970s, as demonstrated recently by Heebels and 
Boschma (2011) in a study mapping entry and exit rates of publishers in the 
Netherlands between 1880 and 2008.  

While the fortunes of publishers rose spectacularly, employment in 
printing firms stagnated and dropped due to increasing mechanization. A stricter 
division of labor emerged between publishers and printers. Competition between 
cities for production of the printed word thus revolved more around the 
establishment or expansion of publishing companies than around printers. During 
the first half of the twentieth century, The Hague slightly outperformed Amsterdam 
in this respect, although Amsterdam always housed more publishers in terms of 
absolute numbers. The Hague’s prowess in this industry was due in part to the 
strong concentration of literary authors there, and to the city’s publishers of legal 
works and official state documents. Throughout this time, Amsterdam did remain 
the unchallenged center of the Dutch newspaper press and of journalism.  
 In the 1930s, Amsterdam as well as The Hague attracted so-called Exil 
publishers: Jews and socialists fleeing Nazi Germany. In Amsterdam, this influx 
contributed to the development of academic publishers and the publishing of 
international academic books and journals. In the postwar period Amsterdam 
became a global leader in this field as the company Elsevier became the largest 
publisher of academic work in the world. Amsterdam publishers also started to 
outperform their colleagues in The Hague in the fields of fiction and literature, 
probably responding to the trend that saw authors and poets along with other artists 
move to Amsterdam (as described above) – although it is difficult to distinguish 
cause and effect in this case. Amsterdam was also the city where during the second 
half of the century the country’s most important training facilities for publishers 
were established (the Frederik Müller Academy, founded in Amsterdam in the 
1960s, was even the first academy for publishers in the world) and around the year 
2000 some organizations related to the book trade moved their headquarters from 
The Hague to the capital. For these reasons among others, Amsterdam was elected 
UNESCO World Book Capital for the year 2008.  
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Figure 2.9: Urban concentrations of employment in publishing 1899-2005. 

 
2.4.5. Architectural services 
The professionalization of creative business services, by architects, fashion 
designers and advertising agencies, is mostly a twentieth-century phenomenon. 
Many of the services rendered by these professions were originally tasks performed 
by craftsmen or firms that produced the designed or advertised goods and services 
themselves. On the back of this trend of outsourcing, architectural and technical 
design services emerged during the 1950s as the most significant cultural industry 
in employment terms and remain so today. Where did this growth take place? Until 
several years ago, The Hague possessed the highest concentration of architects in 
the Netherlands. Amsterdam always trailed behind the court city in this respect and 
has even experienced a relative slump during the past fifteen years. This mediocre 
performance comes in spite of the fact that the capital city was once a hotbed of 
architectural creativity; in the 1920s and 1930s ‘Amsterdam School’ architects 
were heralded internationally as innovators of architecture and urban planning. The 
architectural sector in The Hague long benefited from a rich and elite local 
clientele and from commissions for public projects of great prestige such as new 
national government buildings. Presently, however, The Hague plays a much more 
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modest role within the Dutch architectural scene. Since the 1990s, it has become an 
international trend that prestigious iconic projects are designed by global 
‘starchitects’. This trend robbed architects in The Hague of their formerly 
privileged position, but has stimulated the exponential growth of a new architecture 
cluster in Rotterdam containing globally renowned agencies such as Erick van 
Egeraat, MVRDV and Rem Koolhaas’ OMA.  
 The growth of the number of architects in Rotterdam, their successes, and 
the emergence of related activities in the city such as two publishers (NAi and 010) 
that specialize in books on architecture for a global market, is the result of a 
fortunate coincidence. At the start of the 1980s, the national government sought to 
strengthen the city’s cultural infrastructure by establishing the new National 
Architecture Institute and the (also architecture-related) Berlage Institute there. 
Almost simultaneously, the Dutch (but England-based) architect Rem Koolhaas, 
who had become well-known in international architectural circles with the 
publication of his influential book ‘Delirious New York’ in 1978, moved to 
Rotterdam in 1981 because he had just received several commissions in the 
Netherlands and was attracted to Rotterdam’s cheap office space and ‘empty’ 
cultural environment (Kloosterman, 2008). Partly due to Koolhaas, the Dutch 
architectural scene was reinvigorated and gained a strong international orientation. 
A local institutional infrastructure of specialized training facilities, funding 
agencies, meeting places, and publishers, combined with the charisma and 
international appeal of Koolhaas, spurred the emergence of an internationally 
competitive architectural cluster in Rotterdam. OMA still functions as an important 
breeding ground for architectural talent, with young Dutch and foreign designers 
gaining experience there for several years before starting their own independent 
agencies, often in Rotterdam (Kloosterman and Stegmeijer, 2005; Kloosterman, 
2010).  
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Figure 2.10: Urban concentrations of employment in architectural services, 
engineering and comparable technical design 1899-2005. 

 
2.4.6. Advertising 
While architectural design activities in the Netherlands are currently concentrated 
mainly in Rotterdam, advertising agencies generally prefer Amsterdam as their 
base of operations. This was already the case in 1930 when advertising activities 
first appeared in employment statistics and remains so today while in the meantime 
employment in this industry has multiplied by a factor 30. Interestingly, Turkish 
immigrants have started to enter the advertising industry in Amsterdam and have 
contributed to its growth and diversity. The capital’s advertising agencies are also 
held in high international regard and produce global advertising campaigns for 
large multinational companies (Röling, 2007, 2010, 2011). Generally speaking, 
however, the industry’s focus is still largely confined to the national market and, 
during the first half of the twentieth century, even revolved mostly around local 
markets. This explains why Rotterdam and The Hague –together with Amsterdam 
the most sizeable and well-developed consumer markets in the Netherlands – still 
accounted for a substantial share of Dutch commercial advertising activity in 1930. 

0,00

0,50

1,00

1,50

2,00

2,50

3,00

3,50

4,00

4,50

1890 1900 1910 1920 1930 1940 1950 1960 1970 1980 1990 2000 2010

LQ
s 

Amsterdam

Rotterdam

The Hague

Utrecht



67 
 

Since then the industry has devolved and has become more spread out throughout 
the country. During the intervening period, consumer markets outside of the four 
major cities have grown and developed to a great extent. The devolution of an 
important share of advertising activity away from the major urban center has been 
further enabled by the increased market reach of advertising agencies that no 
longer need to be located in the same locality as their main customers, and can now 
cater to the national market as a whole rather than just to their own local market. 
However, the fact that this market reach has expanded has had yet another effect. It 
made inter-urban competition possible in this industry, allowing Amsterdam’s 
advertising industry to outcompete its smaller and less-developed counterparts in 
Rotterdam and The Hague even in their own local markets. Therefore, while the 
share of the four cities in the industry nationally has decreased, advertising in 
Amsterdam has become more important relative to that in Rotterdam and The 
Hague. 
 The ability of advertisers to reach large audiences, either locally or 
nationally, is partly dependent on collaborations with the media sector. Indeed, 
specialists in advertising can hardly do without a strong sense of media-affinity. As 
Amsterdam has traditionally formed the heart of the national daily press (and has 
recently attained a fairly strong position in broadcasting and film- and video-
production as well) it is not surprising that the capital’s advertising agencies have 
managed to hold on to their dominant position. The benefits of this relationship 
have been mutual, as advertisements are an important source of revenue for media-
companies. A similar symbiosis has occurred in Utrecht. In that city, the rising 
fortunes of the advertising industry and of the broadcasting industry have gone 
hand in hand. Over recent years, both sectors grew in Utrecht to a similar extent.  
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Figure 2.11: Urban concentrations of employment in advertising 1930-2005.  

 
2.4.7. City profiles and specializations in cultural production 
This section has shown that not all cultural industries were equally centered in the 
different G4 during the twentieth century. Their different geographical dynamics 
and distributions across the cities have become apparent. It has also become clear 
that the different cities have performed better in some cultural industries than in 
others, allowing us to identify the different patterns of specialization, the different 
cultural production profiles, of each city. For most of the period examined, 
Amsterdam has held the top rank in the majority of cultural industries. Without any 
doubt, Amsterdam should be seen as the Netherlands’ cultural capital 
(Kloosterman, 2004; Marlet and Van Woerkens, 2004). As our employment data 
show, this is a title which the city can rightly claim in the present, as well as for 
almost the entire duration of the twentieth century. Only in the field of architecture 
has Amsterdam lagged consistently behind one or several of the other major cities. 
In all the other cultural industries the capital has ranked first among equals, or has 
reigned as undisputed champion, almost continuously since 1899.  

The Hague, which houses the royal court and holds the seat of government, 
formed a primary centre for the arts, architecture and the printed word in the past, 
but seems now to be becoming a mediocre player in these fields - despite the fact 
that its publishing scene has exhibited a minor revival over recent years. Also, The 
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Hague has proven unable to appropriate significant shares of the newer cultural 
industries, broadcasting and advertising, being the worst performer of the four 
cities in these fields. Its strengths in cultural production, insofar as they have been 
retained, still lie with the older, more established cultural industries. 

Rotterdam’s lively architectural scene that emerged from the 1980s 
onwards has raised its cultural profile somewhat and its present skyline forms the 
clearest indication that, despite its relatively poor performance in the cultural 
industries during the twentieth century, the city hardly lacks aesthetics or a sense of 
symbolism. Rotterdam’s fortunes seem to be slowly on the rise in advertising and 
the arts as well. Cultural production in this large and modernist city thus focuses 
largely on creative business services, while the media industries have never gained 
a firm foothold here.    

Utrecht experienced a great slump in its position in the cultural industries 
after 1947 because one of its traditional strong points, the arts and crafts industry, 
became virtually obsolete in the Netherlands, and because its (once fairly strong) 
publishers and architectural services industry were unable to keep up with those of 
the other cities. The cultural production sector in Utrecht thus had to reinvent itself 
in order to gain a new lease on life, and it did, after 1993. After achieving rapid 
growth in newer cultural industries such as advertising and broadcasting, Utrecht 
attained by the start of the 21st century a commendable position in these industries. 
The city’s artists joined this growth spur, as did its architecture industry (although 
it is possible that there has been a switch within this industry from an engineering 
focus to an aesthetic design focus). Utrecht’s moribund publishing industry 
however was not revived during this period, so that there has been a switch in the 
dominant make-up of the city’s cultural economy. 
 
2.5. Cultural production and wider trends in the cities 
 
If we are to gain a fuller grasp of the specific local urban conditions that nurture 
cultural industries today, we need to review, besides the cities’ historical 
trajectories in the field of cultural production, also the more recently emerged 
factors that impact the economies of these cities. The latter’s roles in shaping the 
cities’ competitiveness in cultural industries are especially relevant for 
policymakers, as some of these new variables are more amenable to policy 
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intervention than long-term evolutionary processes of local industry development 
are. In this section, I therefore explore the relations between the cities’ recent 
performance in cultural industries to some striking and potentially relevant 
characteristics of the four cities’ present-day economic and cultural landscapes. 
This will also serve to elucidate the role that the cultural industries themselves play 
in the wider urban economies of the G4.  
 
2.5.1. Cultural industries and the post-industrial economy 
The historical review above has shown that there existed something of a negative 
tension between cultural industries (especially the arts) and Fordist forms of 
industry. The Fordist period of postwar reconstruction, and the city of Rotterdam in 
which mass manufacturing played the largest role, provided a barren context for 
cultural production. Cultural industries seem to fare better under the present 
conditions of post-industrialism and globalization. Furthermore, the cultural 
industries are themselves widely seen as an important post-industrial growth sector. 
In what ways are they linked then to the wider post-industrial economy of the 
Dutch cities? 

Cultural production is not the only post-industrial sector in which 
Amsterdam and upstart Utrecht currently have a leading edge. These cities also 
outperform Rotterdam and The Hague in advanced producer services (Lambregts et 
al., 2006) and the IT sector. These advantages appear to be translatable into a 
healthier general economic position. This is especially true for Utrecht, but also for 
Amsterdam because despite the fact that the capital has a higher unemployment 
figure than The Hague, it performs (albeit slightly) better in terms of net labor 
participation (see table 2.1). What may be taken as another, stronger, indication 
that the Dutch cities currently leading in cultural industries should also be seen as 
‘winners’ in a more general social and economic sense, is the fact that poverty, as 
well as political alienation (expressed in electoral support for right-wing nationalist 
parties), is more pronounced in Rotterdam and The Hague than it is in Amsterdam 
or Utrecht (NRC, 2006; Trouw, 2009). 
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Table 2.1: Population and labor data G4 cities, 2005. 
 Population  Net labor 

participation 
(%)* 

Unemployment 
(%)* 

IT sector 
(LQ) 

Amsterdam 742,783 64.3 7.5 1.47 
Rotterdam 596,407 59.2 9.3 0.88 
The Hague 472,096 64.1 6.4 0.57 
Utrecht 275,258 65.7 6.0 2.92 
Source: CBS 
* 2005/2007 
 
Employment levels in the cultural industries do not in themselves adequately 
account for more general economic disparities, due to these industries’ still rather 
modest role in overall employment. Several other mechanisms, however, may 
contribute to explaining the current correlation between a city’s prowess in the 
cultural industries and that in the wider (knowledge-based) economy. There may be 
direct and positive functional interrelations between cultural producers and 
producers in other post-industrial industries. Furthermore, strong cultural industries 
may stimulate or thrive in a specific type of urban context and creative atmosphere 
that supports other forms of post-industrial activity as well.   

There are several direct links between cultural industries and the wider 
post-industrial economy, including industry overlaps, supply-side relationships and 
knowledge spillovers. The knowledge-intensive ‘advanced producer services’ 
sector slightly overlaps with the cultural industries, as the creative business 
services discussed above (architecture and advertising) are also counted among the 
former category. This overlap is relatively minor, however, so that Rotterdam’s 
strong position in architectural design compensates little for its weaknesses in 
finance, law and other advanced producer services (see Lambregts et al., 2005, 
2006). A fairly direct link has developed over the past two decades between the 
high-technology IT sector and media-related cultural industries such as publishing. 
In fact, in an era in which production, distribution, consumption, advertising and 
networking in cultural industries are increasingly digitized, a strong local 
specialization in IT can be very useful to all of a city’s cultural entrepreneurs. 
Viewed in this way, it seems hardly a coincidence that the cultural industries 



72 
 

presently thrive in Amsterdam and Utrecht, the cities in which the IT sector is 
much better developed than in Rotterdam and The Hague. Conversely, local 
specialists in the cultural industries, and especially in the creative business 
services, may serve co-located producers in other knowledge-intensive industries 
well by providing services which add to the appeal of the products or brands of 
producers outside the cultural industries. 
 
2.5.2. Metropolitan centers of knowledge and creativity 
Another way in which cultural industries and other knowledge-intensive activities 
may be positively related within the local context of specific cities, is through the 
reputed link between cultural amenities and an exciting urban atmosphere on the 
one hand, and a high share of highly-educated and creative individuals in a city’s 
population on the other. It is often argued that a city’s success in post-industrial 
activities, including cultural industries, depends largely on its general ability to 
attract and retain (footloose) human capital in the form of the creative class 
(Florida, 2002). Additionally, in this view, cultural production itself contributes to 
the lively creative atmosphere that makes a city attractive to creative class 
members. The presence of a sizeable creative class, on which the entire knowledge-
intensive economy is thought to depend, in a city may benefit the strengthening of 
local cultural industries by providing the opportunities, often referred to as 
urbanization economies or Jacobs’ externalities (Frenken et al., 2007), for local 
cross-fertilization and spillovers of diverse forms of knowledge in a pick-and-mix 
manner. The potential benefits to a city’s cultural production sector of a well-
represented local creative class are not confined to positive supply-side effects 
resulting from the presence of such a relatively high-skilled workforce. Positive 
local demand-side effects may also be expected as a city’s creative class potentially 
forms a pool of relatively wealthy, enthusiastic and sophisticated local consumers 
of cultural products. This is directly relevant for venue-based cultural productions, 
but may also benefit cultural production more widely through the beneficial effect 
that a sophisticated local customer base, or ‘smart neighbors’, may have on the 
quality and innovativeness of local producers through their valuable continuous 
feedback (Porter, 2000; Grabher et al., 2008).    

Indeed, in Utrecht and Amsterdam the creative class makes up a far higher 
share of the population than in Rotterdam and The Hague (Marlet and Woerkens, 
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2007). This section of the urban populace may stimulate local cultural production, 
either as producers or as appreciative consumers. However, our data suggest that a 
clear, two-way connection between a local creative class and levels of cultural 
industries employment is questionable. Utrecht’s rise to prominence in cultural 
industries has only recently started, while its labor force has hosted the highest 
share of the creative class of any town or city in the Netherlands since at least 
1995. The attractiveness of Utrecht must therefore have had another source than 
local cultural production. Conversely, The Hague lacks a strong power of attraction 
over this group despite its rich heritage of cultural production and status as national 
political center. The share of the creative class in The Hague’s population hardly 
exceeds the national average.  
 Strong performance in cultural industries in the past does not guarantee a 
strong appeal on the creative class in the present, as the case of The Hague shows, 
nor is it a necessary prerequisite for a city’s intense appeal on this source of human 
capital, as Utrecht’s experience indicates. Utrecht’s attractiveness in this regard and 
The Hague’s lack thereof appear more related to the presence and absence of a 
university. Whereas Utrecht’s university is the largest in the country, The Hague, 
as the sole exception among the four main cities, lacks a university. Utrecht’s 
students refresh the city’s population every year and form a large supply of highly-
educated consumers, employees and entrepreneurs. These highly-educated 
inhabitants create greater demand for the arts as well as an atmosphere in which 
creative endeavors flourish. In contrast, the absence of a university in The Hague 
entails that this city cannot boast a large group of young and highly-educated 
consumers with a penchant for innovative cultural forms. More now than in the 
past, apparently, this weakness exerts a fairly strong negative influence on The 
Hague’s cultural industries. 

The recent growth spur of Utrecht’s cultural industries suggests that the 
link between a city’s performance in cultural production and the presence of a 
sizeable creative class has now become closer than it was in the past. A high local 
share of the creative class may spur and be spurred by newer, more innovative, and 
more technology-driven forms of cultural production rather than older, more 
traditional forms. Indeed, Utrecht’s current strengths seem to lie more in newer, 
multimedia-related fields such as advertising, broadcasting and videogames, and its 
main vocational arts college (HKU) is the most technology-orientated of the 
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country, whereas cultural production in The Hague has always tended to lean 
towards more traditional fields of ‘high culture’, such as painting and classical 
music, with its longstanding and prestigious art and music academies entitled as 
‘Royal’.   
 Amsterdam’s ‘edgier’ cultural traditions, especially its specialization in 
popular forms of live entertainment, have perhaps contributed to the fact that it has 
been spared The Hague’s fate. The longstanding dominance of Amsterdam’s in the 
Dutch theater scene (long considered a form of popular entertainment rather than 
refined art) attests to the playfulness of the capital’s distinct traditions and local 
atmosphere. The same taste for frivolous entertainment that during the second half 
of the twentieth century produced the infamous Red Light District and coffeeshops 
that have come to symbolize the city, probably found its expression in the city’s 
many theater halls and performance venues during the first half of the century. Not 
only tourists are attracted to this atmosphere and the countless cultural amenities in 
Amsterdam; it has been demonstrated that the city’s theater scene has a significant 
positive effect on Amsterdam’s desirability as place of residence (Marlet and Van 
Woerkens, 2007). No other city holds such appeal to people seeking to relocate 
within the Netherlands. This has naturally led to an expansion of Amsterdam’s 
already sizeable creative class that is the country’s largest in absolute terms and 
third largest (after Utrecht and Delft) when considered as a percentage of the total 
local population (Marlet and Van Woerkens, 2007). 

In general, most cultural industries in Amsterdam continually benefit from 
this lively atmosphere as well as from the city’s two universities, its vocational 
colleges, art-related academies (including, among others, an Art and Design 
Academy, Theater School, Music Conservatory, and Multimedia College), and its 
many other training and knowledge facilities. Not only do these produce highly-
skilled entrepreneurs and specialized labor pools in the city that enhance the 
industries’ performance, they also serve to attract, retain and create a wide base of 
local consumers with a general taste for culture. Under present conditions the link 
between a highly-educated population and successful cultural industries in Dutch 
cities appears to be growing stronger. But the best way to attract the highly 
educated to a specific city seems to be through local institutions of higher learning, 
rather than through monumental cultural amenities. It may be concluded that one of 
the factors contributing to the declining trend that has threatened to eliminate, over 
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the last twenty years especially, The Hague’s prominence in cultural industries, is 
its lack of a university. The absence of a continuous influx of students has further 
fortified another detrimental aspect of the cultural industries scene in the court city: 
the continued strong orientation on traditional forms of production and a (relatively 
small) elite consumer base.  

 
2.6. Urban nodes in regional and global networks 
 
2.6.1. Competition and complementarity within the Randstad conurbation 
Above, I have analyzed the cultural production environments of the different G4 
cities mainly as separate entities in competition with each other. The stress on the 
differing economic fortunes of the cities and on competition for scarce human 
capital, brings into sharp focus the question of mobility of economic activity and 
resources, as well as of competition and complementarity, between these different 
cities that are all part of Randstad Holland which is commonly considered a single 
megacity region. It will be explored here to what extent analysis on this regional 
scale level is relevant for understanding the long-term and recent trends in Dutch 
cultural industries.  

Processes of globalization have brought increased international 
competition in many industries, leading to worries that the separate Dutch cities 
form economic arenas too small to produce goods and services capable of 
competing with those emanating from large metropolitan areas such as New York, 
London and Paris. Consequently, some geographers have analyzed the extent to 
which the larger Randstad region functions as a single metropolitan economic 
context, and explored the performance effects of functional economic 
interconnections between cities within this region (see Lambregts 2008; Hoyler et 
al., 2008). From a functionalist perspective, strong symbiotic relationships of 
complementarity between producers in the different Randstad cities should accrue 
collective benefits by increasing the region’s overall competitiveness in a 
globalized economy. From the perspective of individual firms and producers, the 
linkages and mobility between the Randstad cities which have intensified over the 
course of the past century, should increasingly allow them to flexibly select for 
every task, project, enterprise or subsidiary, the most appropriate environment 
within the Randstad, i.e. the Randstad city best-suited for that particular activity. 
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Increasing interconnectedness may thus lead to increasingly fine-grained 
specialization of localities within the Randstad, based on those few, still firmly 
locally-ingrained, factors that convey a (however slight) measure of immobile local 
advantage. Alternatively, if the transaction costs associated with intra-regional 
interaction and mobility decrease to such an extent that all factors conveying 
competitive advantages become ubiquitous to the Randstad as a whole, all forms of 
economic activity may be expected to become ever more evenly distributed across 
the region’s cities.  

There is little doubt that many functional complementarities existed 
between the G4 cities in the past and still exist in the present. The Hague’s role as 
political center, Rotterdam’s mainport function, Utrecht’s transport hub functions 
that physically connect the region to rest of the country, and Amsterdam’s role as 
the international figurehead of the region are obviously complementary. But while 
the G4 cities are complementary in terms of these main urban functions, does the 
same hold within the cultural production sector? Does the Randstad effectively 
operate as a single cultural production arena with multiple centers? In order to 
answer that question, we have to consider first the extent to which cultural 
producers in the different G4 cities engage in cooperative interactions with each 
other or maintain other types of symbiotic or functional supply-side relationships. 
Secondly, we should determine whether local niche-formation has been on the rise 
in recent decades when general mobility between Randstad cities has become 
progressively easier, as well as check whether the Randstad has in fact become a 
single ‘flat’ productive space to such a strong extent that differences between its 
cities have increasingly evened out. The first aspect of complementarity can only 
examine very tentatively here, on the basis of the limited qualitative case study data 
available. The actualization of the second aspect can be more confidently examined 
here on the basis of the employment trends that have already been presented in this 
chapter.  

For the first indicator of effective interrelatedness of cultural industries in 
the region as a whole, functional supply-side linkages and producer 
interdependencies across Randstad cities, I have found little evidence. Lambregts et 
al. (2005) concluded for the advertising industry, largely dominated by 
Amsterdam, that labor markets are local and that agencies maintained functional 
relationships with other cultural producers primarily within the local context of 
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Amsterdam and some of its directly surrounding municipalities. Where relations 
with producers from a city like Rotterdam did exist, the Rotterdam agencies were 
clearly in a subordinate position, forced to deal with Amsterdam-based media firms 
and production companies in order to be able to produce their commercials.  

Kloosterman (2008), in a study of the Rotterdam-based architectural 
services cluster, found that interconnections between architects, insofar as they 
exist, also take place primarily on the local rather than the regional scale, even 
though Amsterdam-based architects sometimes make use of architecture-related 
institutions located in Rotterdam. In the arts, the local orientation seems even 
stronger. In the venue-based arts, the relation to a particular city is especially 
strong and often also institutionalized in the names of theater companies, orchestras 
and sometimes even of rock bands. In some parts of the publishing industry, 
Randstad-level producer relationships play a larger role, but so do international 
ties. Generally however, local ties play an important role there as well, especially 
within literary publishing. Only in the broadcasting industry do we see clear signs 
of regional integration, at least within the Northern half or ‘North wing’ of the 
Randstad, with producers in Amsterdam and Utrecht maintaining fairly strong ties 
to producers in the fellow North-wing city of Hilversum (Van der Groep, 2008, 
2010). This deviation from the norm in Dutch cultural industries is due to the fact 
that the small broadcasting enterprises in Amsterdam and Utrecht have to deal with 
the large broadcasting firms that have concentrated ‘unnaturally’ in the small town 
of Hilversum as a result of more than half a century of strict state regulation of the 
broadcasting industry. 
  In terms of the spatial employment trends in Dutch cultural industries, the 
second potential indicator for integration at the level of the Randstad, our analysis 
has found that there is no leveling of performance, at least not if Amsterdam is 
taken into account. With our quantitative analysis bound by industrial categories, it 
is difficult to distinguish forms of (potentially complementary) vertical 
specialization between the cities, but the previous paragraph indicates that these are 
fairly rare within Dutch cultural industries. I have, however, gathered some 
evidence of recent horizontal niche-formation, with Rotterdam becoming 
increasingly important in architectural design, and Amsterdam increasingly 
dominating the arts. But my data shows fairly clearly that these processes have not 
occurred in a functionalist-like manner through processes of cooperation between 
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producers in the different cities. In both cases, the growth of the Rotterdam and 
Amsterdam niches came at the expense of The Hague which has not been 
compensated. Rather, these niches have emerged through processes of competition, 
and the outcome has certainly not been equally beneficial for all the cities involved.  

It thus seems fair to conclude that inter-city competition has played a more 
significant role than inter-city complementarities. This also confirms the 
theoretically vital role of proximity and intense face-to-face contact in the 
exchange of symbolic knowledge, around which cultural production revolves 
(Asheim and Gertler, 2005). Of course this does not mean that the cultural 
economies of the different cities were not linked in any way, as inter-city 
competition is only possible if the markets of the other cities can be reached (either 
by bringing products to those extra-local audiences, or by having extra-local 
audiences travel to the producers in another city). In this way, growing integration 
of the demand-side in the Randstad does seem to have occurred. This progressive 
lifting of local autarchy in cultural product markets may also help explain why 
Amsterdam seems to occupy an exceptionally exalted position at present, while the 
other three cities have converged around a virtually identical lower point. This 
divergence may indicate that over the last two decades some sort of division of 
labor did emerge between the cities, or rather a hierarchical split on the basis of 
market orientation through which Amsterdam has increasingly become a ‘first-tier’ 
city focused on wide international markets and the other cities have been left to 
operate as ‘second-tier’ cities in more narrowly local or national market arenas. A 
divergence of this type in the orientation of different cities’ production systems on 
markets at different levels of scale might in fact be expected within a context of 
increasing interrelatedness within a megacity region (Hoyler, et al., 2008). 
 
2.6.2. Cosmopolitanism and insertion in global networks 
As mentioned above, the divergence between Amsterdam and its nearest 
competitor The Hague, combined with the convergence of the other three major 
Dutch cities on a subordinate level, during the past two decades, may signal a 
division of labor in which high-grade cultural production aimed at global markets 
has concentrated in Amsterdam, while the other cities supply lower grade cultural 
production that is more oriented towards local and national demand. While the 
internationally successful architecture cluster in Rotterdam seems to defy such a 
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binary and hierarchical view of the different Dutch urban cultural economies, the 
trends in publishing, advertising, and the arts as well support it. Amsterdam has 
had a very internationally-oriented economic profile for centuries, and is counted 
as one of the prime cities in the historical development of a capitalist world system 
(Arrighi, 1994). At present, Amsterdam is by far the most globally-connected of 
the G4, one of a handful of ‘incipient global cities’ worldwide (Taylor, 2004, 
2005), and one of only seven ‘alpha cities’ in global media networks (Krätke, 
2006). Multinational service firms tend to locate in Amsterdam as opposed to in 
other Dutch cities. Access to international markets and knowledge is thus most 
readily available in Amsterdam. The size of global markets obviously has the 
potential to spur cultural production in Amsterdam by greatly enlarging the 
audiences for the city’s cultural outputs. The knowledge inputs reaching 
Amsterdam’s cultural producers through ‘global pipelines’ may prove equally vital 
as these may help enrich the local knowledge base and encourage innovative forms 
of cultural production (Bathelt et al., 2004). 
 International connectivity has proven beneficial for Dutch cultural 
industries before. The history of several cultural industries in the Netherlands is 
rich in instances in which cultural diversity and the input of minority groups have 
played a stimulating and innovative role. Persecuted Flemish Protestants and later 
French Huguenots that settled in Amsterdam imported their skills and network 
connections to turn the city into the foremost center of European book production 
in the early-modern era. Persecuted German Jews played a similar role in the 
1930s. Jewish immigrants likewise spurred the Amsterdam diamond industry to 
great heights and made Amsterdam the undisputed center of Dutch garment 
production (Deinema and Kloosterman, 2009). In the postwar period, Indonesian 
youths in The Hague created the ‘Indorock’ that helped turn that city into the ‘Beat 
city’, the main center of popular music production in the Netherlands for several 
decades (Van Steen and Bossink, 2002). This is the only significant exception to 
the elitism that dominates the legacy of The Hague’s cultural industries. Turkish 
immigrants have helped develop the advertising industry in Amsterdam and 
temporarily revived the capital’s garment industry in the 1990s (Raes et al., 2002). 
In all these cases, it paid to be a focal point of international migration flows. In 
Rotterdam’s architecture cluster as well, talented foreign architects contribute to 
the quality and appeal of designs produced there. 
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In twentieth-century Amsterdam immigrant groups achieved their 
successes in cultural industries mainly because they were incorporated into already 
well-functioning and sizeable, local cultural industries, and included into existing 
local industry infrastructures. This indicates that the capital’s cultural industries 
were open to new cultural inputs. Their absorptive capacity was partly due to a pre-
existing and long-standing international orientation of many Amsterdam-based 
cultural producers. The specific local trajectories of particular cultural industries 
have thus played a role in this respect, but so has the great degree of local tolerance 
shown historically toward immigrant groups generally. According to the local 
press, Amsterdam houses more different nationalities (177) than any other city in 
the world (Trouw, 2007). In the same way that refugees played invigorating roles 
and provided new impulses to the city’s cultural industries in the past, so can other 
groups of newcomers play a decisive and innovative role in Amsterdam’s present 
or future cultural industries.  
 A general cosmopolitan atmosphere favors the absorption of immigrant 
inputs and makes it easier for a city’s cultural producers to reach out to foreign 
audiences. Amsterdam displays greater affinity with cosmopolitan attitudes than 
Rotterdam and The Hague do, as is evinced by the fact that the latter cities have 
recently seen local support for xenophobic nationalist parties rise while 
Amsterdam’s voters denied those parties any foothold in the city. Utrecht, arguably 
Amsterdam’s ‘partner city’ in the Northern wing of the Randstad, has shared in this 
distaste for anti-cosmopolitanism (Trouw, 2009), another sign that present-day 
success in cultural industries and cosmopolitan attitudes are positively linked. 
However, the emergence of a successful architecture cluster in Rotterdam and the 
growth of a broadcasting media cluster in the small town of Hilversum in any case 
suggest that cosmopolitanism of a place is not in every case a necessary 
precondition to the successful development of a local cultural industry. 
 
2.7. Local trajectories of industry evolution 
 
It has been established above that the local frameworks of separate cities constitute 
appropriate geographical units for analyzing competitiveness in Dutch cultural 
industries over the long term. The long-term local development of these industries 
in the main Dutch cities has been traced, and the potential game-changing impact 
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of recent trends has been analyzed. What can we conclude at this point about the 
extent to which the characteristics of cultural industries have been reproduced over 
time on a local level, the evolutionary mechanisms that have enabled such 
reproduction, and the influence of long-term local trajectories on the cities’ 
responses to more recent trends? 
 The social reproduction and reinforcement of specific economic practices 
over time can be characterized as path dependence, and that implies place-
dependence insofar as the actual social interactions that drive that reproduction and 
reinforcement take place within social contexts that are relatively place-bound 
(Martin and Sunley, 2006). The long-term stability of the inter-city hierarchy in the 
field of cultural production, and especially of Amsterdam’s position therein, has 
provided the first indication that competitive practices have been reproduced 
locally within the Dutch sphere of cultural industries. Even stronger evidence for 
the significance of local historical trajectories has been produced in the industry-
specific case studies, and through our finding that the different cities displayed 
uneven long-term orientations on, and fairly stable levels of competitiveness in, 
different sets of cultural industries.  
 Mahoney (2000) has distinguished four types of explanations for path 
dependence. According to his review of the path dependency literature, the 
mechanisms underlying the reproduction of institutional arrangements, or of 
specific social or economic practices, are viewed in terms that can be characterized 
as either functionalist, utilitarian, power-based or dependent on notions of social 
legitimacy. I will examine here which of these types of explanations correspond 
best to the different forms of historical place-based continuity that have been 
unearthed in this analysis. Functionalist accounts of path dependence stress 
functional interdependencies on a systemic (often national) level that emerge 
through the mutual coordination of an extensive range of actors and institutions, 
leading to a stabilization of specific institutional set-ups or modes of practice. In 
this view, hierarchies between the G4 cities in cultural industries should be the 
result of a comprehensive logic in the organization of the entire Dutch cultural 
production sector. This would imply that, for example, cultural producers and 
culture-related institutions in Rotterdam would have accepted Amsterdam’s 
preeminence at an early stage and would have adapted their practices accordingly 
so that their modes of operation are now in fact functionally dependent on the 



82 
 

subordinate position they occupy vis-à-vis Amsterdam’s cultural industries. Such 
an account does not fit our findings as functional linkages between the cultural 
producers in the different cities have remained rare. Furthermore, there are few 
signs that cultural producers in less-successful cities were easily resigned to the 
performance gaps that existed between the cities. Attempts to resist or overturn 
such spatial inequalities have proven successful in some cases. The rise of 
Rotterdam’s architectural cluster at the expense of The Hague’s is a case in point. 
Also national policymakers have sought several times to counterbalance rather than 
reinforce uneven development between the cities in the cultural production sector, 
sometimes to some avail, as in the case of the state-backed establishment of the 
Berlage Institute and National Architecture Institute in Rotterdam, and of the HKU 
in Utrecht.  

Specific inter-city hierarchies in cultural industries have never become a 
sine qua non element of the Dutch cultural production sector. Alternatives to 
spatially hierarchical production chains, organizational set-ups and institutional 
arrangements in cultural industries were often available, sometimes encouraged by 
the central government, and never unthinkable. The absence of a clear national 
consensus regarding the spatial organization of Dutch cultural industries, or other 
clear macro-level ‘necessities’ that might explain the endurance of the G4’s uneven 
local trajectories in cultural production, undermine the functionalist account.  

Our attention thus shifts to a ‘utilitarian’ explanation that focuses on 
competitiveness at the micro-level. This more properly evolutionary explanation 
holds that long-term competitive advantages of places result from microeconomic 
positive feedback effects. New cultural producers in cultural industry hotspots 
benefit from existing local externalities (such as specialized networks and 
institutions) produced by the presence and successes of their contemporaries and 
predecessors in that place. These new cultural producers in already existing clusters 
are likely to outcompete their (potential) competitors in other places, and further 
develop the local knowledge base, thus reproducing a comparatively conducive 
local environment from which, in turn, their successors can benefit. Enduring 
spatial inequalities of cultural industry performance are thus based on the 
differential access of producers to relevant knowledge, networks and resources, 
increasing the probability of their entry, survival and success in (particular) cultural 
industries in already successful places. Especially in the cutthroat commercial 
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cultural industries of advertising and publishing has the evolution of Dutch inter-
city hierarchies been shaped by differences in the comparative advantages afforded 
by the different local environments. In all Dutch cultural industries, the localized 
retention of specialized competences and practices occurred through means of local 
knowledge spillovers, in which ‘in-house’ training and specialized training 
academies in many cases played an especially relevant role.  

Not all local positive externalities operated exclusively within specific 
industry boundaries. Our survey indicates that some symbiotic relationships have 
formed between nominally distinct cultural industries. The advertising and 
broadcasting industries grew in tandem in both Amsterdam and Utrecht. This 
suggests that ‘related variety’ -the co-presence of related cultural industries that 
make use of similar forms of knowledge and routines, potentially encouraging 
localized cross-fertilization- benefits a city’s cultural production sector (Boschma, 
2007; Frenken et al., 2007). Our research further suggests that localized spillovers 
across related industries have not only occurred when these were co-located 
synchronically, but have also operated across temporally successive industries in a 
city such as Amsterdam. The dominance that Amsterdam acquired in the arts and 
crafts in the 1930s strengthened its later position in the related discipline of the 
arts, as well as in successor industries such as graphic and industrial design, even 
as the arts and crafts themselves virtually disappeared. In this case, local 
competences were passed down to other industries through spin-offs – with some 
craftsmen becoming designers or artists (c.f. Becker, 1982) – and especially 
through the development of the main arts and crafts training school into the 
prestigious Rietveld Academy for arts and design. Similarly, Amsterdam’s present 
status as the country’s fashion design capital grew out of its longstanding 
dominance in the now virtually irrelevant Dutch garment industry (Deinema and 
Kloosterman, 2009). The same path-dependent spatial relationship between 
present-day prowess in fashion design and erstwhile dominance in garment 
manufacturing has been observed in New York (Rantisi, 2004) and London 
(Breward and Gilbert, 2008). 

Path-dependence and the local long-term reproduction of certain practices 
and competences do not always have a positive effect on the city in question, as 
changing market circumstances may make some of these practices and 
competences redundant or uncompetitive. In The Hague, the lingering influence of 
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its legacy of elitism in cultural production indicates a form of negative lock-in, an 
inability to respond adequately to present market conditions. The Hague’s own 
cultural tradition has rendered it vulnerable to stagnation: its cultural producers 
specialized historically in catering to the elites and the state. In the past the city 
owed its position as prominent center for the arts and architecture to the presence 
of a rich, partly aristocratic, clientele, and to the patronage of the national 
government. The Hague’s printers serviced the national government by printing 
official documents, while its publishers published the country’s jurisprudence. 
Local architects designed the state buildings and foreign embassies in the city, and 
the many fine artists in The Hague appealed mainly to distinctly elite tastes. But 
cultural production aimed mainly at state commissions and a rich upper class has 
proven partly unsustainable in this case. When the consumption of culture –
especially of the written word– became largely democratized after the Second 
World War, and liberalization policies were implemented after 1980, The Hague’s 
traditions impeded the shift in focus required to take advantage of these 
developments.  

With the democratization of cultural consumption in recent decades, and 
the ongoing globalization of many cultural industry markets, The Hague’s former 
strengths now contribute to its weaknesses. In this case, the ‘utilitarian’ explanation 
of path-dependent reproduction of practices does not suffice. Instead, Mahoney’s 
last two explanative mechanisms for path dependence, power and legitimacy, are 
crucial in this case. According to Bourdieu (1993), the field of cultural production 
has long been governed by an ethic that decries commercialization, and 
paradoxically, the key to commercial success for cultural producers lies in their 
overt rejection of an economically-oriented morality. The posturing for symbolic 
capital within art worlds brings to the fore the weight that artistic legitimacy and 
notions of proper artistic practice may carry in different fields of cultural 
production (Becker, 1982; Eikhof and Haunschild, 2007). In the case of The 
Hague, it may be surmised that the elitist undertones of its academies, many of 
which carry the ‘Royal’ label in their names, are reproduced due to a still 
prevailing sense of artistic superiority that stems from their legacy of ‘high’ 
cultural production. The elitist strategy, though no longer economically sensible, 
may be upheld because it is still considered (more) legitimate, especially by those 
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cultural producers that hold central positions within The Hague’s cultural 
production scenes and by prominent academy staff.  

The fate of The Hague’s cultural industries illustrates how certain locally 
ingrained (once-successful) practices are retained even throughout periods in which 
external factors strongly favor alternatives. Such rigidity leads to a period of failing 
competitiveness. However, the (partial) retention of presently disadvantageous 
characteristics might become advantageous once more if external circumstances 
change again. This happened to Amsterdam’s publishing and book trade scene that 
tenaciously retained the strong international outlook (that it had acquired in the 
early-modern period) throughout an era, lasting throughout the nineteenth century 
and well into the twentieth century, that emphasized vernacular and nationally-
oriented literature, press and learning. Through this retention of an international 
focus, Amsterdam publishers were well-positioned to take advantage of the 
postwar boom in internationalized academic literatures (see also Chapter Three). It 
is difficult to assess the likelihood of a future market shift that will economically 
‘refavor’ the elitist orientation savored in The Hague. Even then, renewed success 
in The Hague is not assured. If the case of Amsterdam’s publishers is anything to 
go by, taking advantage of a renewed window of commercial opportunity requires, 
at the very least, skillful entrepreneurship. 

Even throughout periods when they are relatively unsuccessful, local 
cultural industries and practices may linger on in low-growth paths, as long as they 
do not collapse fully under competitive pressures. The strength of the different 
dimensions of path-dependent lock-in often means that local production systems 
only adapt partially and very slowly to new market conditions. In many cases, this 
is nonetheless sufficient for survival. In Utrecht, however, cultural production and 
especially the publishing industry appear to have been virtually extinct by 1993, 
with the city’s cultural industry LQs dropping to exceptional lows. This 
‘extinction’ may have freed Utrecht from the restraints of traditional local 
practices, producing a clean slate that offered new opportunities.8 Fortunately for 
the city, the point of ‘extinction’ was reached when there was already a very strong 
creative class presence, and during the starting phases of the digital technological 
revolution. 
                                                           
8 See Bathelt (2002) for a similar argument in relation to Leipzig’s recently emerged 
multimedia cluster. 
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Local competitiveness in the past has proven to be no guarantee for 
continued local competitiveness in the present, as changing market circumstances 
have had a strong effect on the ability of the different cities to compete in cultural 
industries. For better or worse, however, the historical trajectories have largely 
determined how the cultural industries in the different Dutch cities responded to 
new trends, such as democratization of cultural consumption, liberalization of 
cultural product markets, globalization and digitalization. 
 
2.8. Concluding remarks 
 
The historical analysis above has shown that cultural industries in Dutch cities have 
generally evolved slowly, and from a local historical basis, despite the strong 
growth rates achieved over the last few decades. It has enabled us to confirm the 
growing significance of globalization for urban employment in cultural industries 
by providing evidence for a fairly recent divergence between a successful, 
globally-integrated and cosmopolitan Amsterdam on the one hand, and its Dutch 
competitor cities on the other. It has also provided confirmation for the often 
proposed negative relationship between a strong orientation on heavy industry and 
competitiveness in cultural industries. More surprisingly, this analysis has 
indicated that the four major Dutch cities examined, although they all lie within the 
polycentric Randstad region, have largely maintained their particular 
characteristics with regard to cultural industries. Their cultural producers have 
rarely developed stable relations of complementarity with colleagues in the other 
cities, except to a certain extent in the media industries. Instead, when the separate 
cultural production systems of the different cities affected each other, this 
happened mostly on the basis of competition in a common national market, with 
cultural industries in some cities outperforming those in others. Apparently, 
complementary supply-side interactions in cultural industries take place mainly on 
the local level even within the setting of a megacity region. Furthermore, long-term 
local trajectories of specialization have affected the comparative advantages of 
these separate cities in different cultural industries, as the analysis of long-term 
employment trends in separate cultural industries has shown. 
 The influence of those historically-formed local specializations on the 
cities’ competitiveness belies the voluntarist conceptions of Richard Florida that 
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attracting creative human capital is the sole key to urban success in cultural 
production (c.f. Pratt, 2008). While the presence or absence of universities in a city 
exert an increasingly strong influence on the viability of local cultural industries, 
the cities’ creative class shares do not translate smoothly to their positions in inter-
city hierarchies of competitiveness in cultural industries. The endurance of specific 
local orientations, resources and legacies in cultural production acts as a filter that 
mediates the potential of talented individuals in a city to enjoy competitive 
successes in cultural industries. New entrepreneurs in cultural industries may 
benefit from enduring specializations in their city when the historically-evolved 
local knowledge bases and specialized practices are still valued in present market 
conditions, but their competitive potential may suffer when, as in the case of The 
Hague, local knowledge and practices are less suited to the present than to the past 
market conditions that produced them. Two different sets of historical conditions 
for present-day local competitiveness in Dutch cultural industries have been 
identified. In the case of Amsterdam, present-day cultural producers are the 
sophisticated heirs of a local knowledge base that was always relatively orientated 
towards popular and international markets, and that was in some cases even 
transmitted from a withering industry to a related successor industry. By contrast, 
the upstart cultural producers in Utrecht have recently entered the competitive fray 
relatively unguided but also unburdened by tradition because their local 
predecessors were all but wiped out by the early 1990s. 
 Our historical analysis has allowed us to see the long-term continuities and 
discontinuities in the spatial development of the Dutch cultural production sector 
which is becoming a crucial part of the Netherlands’ post-industrial knowledge 
economy. It has become clear that in the Netherlands historical local 
specializations have a strong influence on the present-day inter-city hierarchies of 
performance in different cultural industries and in the cultural production sector as 
a whole. This in turn affects the wider economic (and even social) prospects of the 
different cities, partly because cultural producers help make their cities more 
vibrant and attractive, and partly because the services they often add value to the 
products of other local knowledge-intensive industries. While some of these other 
post-industrial growth industries -such as law and finance- have presumably 
followed their own long historical trajectories, localized production systems in 
newer high-tech industries in the Netherlands –software development and 
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biotechnology for example- may still be less crystallized and sophisticated. 
Spatially uneven competitiveness in these latter industries may therefore be 
affected more readily by the present-day spatial hierarchies in Dutch cultural 
industries.  
 The historical economic-geography approach that has been adopted here 
aims at a ‘thick’ and wide description of the features and contexts of evolving 
economic activities and production systems. This contrasts with other, stricter, 
evolutionary approaches, such as those adopted by ‘Utrecht School’ economic 
geographers. Strict forms of evolutionary economic geography produce analyses 
focusing fairly exclusively on the fitness of firms, entrepreneurs and routines. Our, 
more eclectic, approach has attempted to take into account the roles played by the 
social networks, functional complementarities and institutions that surround and (in 
our view) constitute local production systems, as well as the market environment 
that makes some forms of specialization more or less ‘fit’ over time. While this 
breadth of view comes at the expense of mathematical precision, and our 
qualitative analysis remains empirically underdetermined, I have been able to 
identify relevant trends and relations that strict evolutionary analyses are unable to 
capture.  

The role of immigrant entrepreneurs and the local productive environments 
that enable their successful entry and absorption into a cultural industry is one 
example of our findings that would have remained hidden to both ahistorical 
studies and more ontologically restrictive evolutionary analyses. Similarly, our 
type of analysis allows us to draw some conclusions on the scope for policy to 
intervene in the long-term geographical development of cultural industries. It 
seems that with the development of local knowledge infrastructures, government 
intervention may influence the geographical dynamic of cultural industries. The 
presence of large universities has a seemingly positive effect on cultural industries 
in Amsterdam and Utrecht, while the lack thereof handicaps The Hague’s cultural 
sector. In two instances, government intervention has clearly played a role in the 
creation of a local cluster, shaping the further trajectory of a specific cultural 
industry. In Rotterdam, the establishment of institutions specialized in architecture 
has been instrumental in spurring the growth of Rotterdam’s architecture industry, 
although it seems unlike that they would have had the same positive effect without 
the fortuitous arrival of Rem Koolhaas in the city. In the case of broadcasting, strict 
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long-term regulation and the restriction of broadcasting activities elsewhere 
assured that this cultural industry became rooted in the small town of Hilversum. 
Both broadcasting and architectural design are high-cost industries, and this may 
make their geographical distribution more amenable to policy manipulation. In 
broadcasting costs are relatively high on the supply side. In architecture costs are 
relatively high on the demand side, so that architects are dependent on large 
commissions. Large organizations such as the state may therefore exert more 
influence on these industries than on video-production for example, either as 
supply-side investors, or as commissioning customers. 

Increasingly, however, cultural industries depend on the breadth, rather 
than the wealth, of their consumer base. As the decline of The Hague’s position 
within Dutch cultural production shows, complacency and traditional elitism do not 
help present-day local cultural industries (although it is not unthinkable that an 
increasingly powerful ‘creative class’ and polarizing labor markets in globalizing 
cities may re-elitize this market in the future). The decreasing returns associated 
with a local specialization in elitist high culture is perhaps the most significant 
observation that would have eluded us without the use of our mixed method that 
combined longitudinal quantitative with historical qualitative data. An elitist 
orientation of cultural producers may have provided a powerful stimulus to cultural 
industries in the past, but sustained economic growth in the Netherlands over the 
twentieth century has democratized cultural consumption. Demand for cultural 
products is income elastic, as these products do not belong to the prime necessities 
of life. Rising general incomes may quickly increase the cultural industries’ 
potential pool of consumers, including poorer immigrant groups. The continued 
importance of elitist cultural centers is thus not assured and this may hold powerful 
implications for the future development of the cultural sector in rapidly growing 
emerging economies, as well as for the shape that the international distribution of 
cultural products industries may assume over the course of the 21st century. 
 
 
 
 




