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  Abstract 

The Danish videogame developers are innovative and full of strong ideas and have established 

themselves in Denmark, Europe and even internationally. Though the growth potential is high the 

Danish government has chosen to focus its attention on other creative industries. When stripped down to 

the essence this strategy is based upon the idea of economic development. The cultural and creative 

industries have over the past decade shown positive figures when it comes to job creation and growth 

not only in Denmark but across the world. This development has increasingly led to culture being used 

strategically by governments to boost the economy, which has resulted in a wide discourse about 

cultural policies and incentives for cultural production as well as the economization of culture and the 

culturalisation of the economy.  

 

This thesis aims at examining what value videogames have and how this value might determine the 

nature of cultural policy? In addition, i-t seeks to understand how this value might change the 

ideological basis for state cultural support and what makes videogames a strategic creative industry 

investment? The objective of the thesis is to give an understanding of the nature of videogame 

development in Denmark by following the main resource, the talent, and by uncovering the 

contemporary cultural policy logic. The qualitative research is carried out through an evaluative case 

study of the Danish videogame industry. 

 

The research of this thesis finds that videogamers possess intrinsic, economic and societal value which 

translates into innovation, which is believed to be a key to economic growth and prosperity and an 

important rationale behind contemporary cultural policy. For cultural support this could mean a 

justification based on value and not market failure. Videogames have shown all the traits desired in the 

innovation model and thus present a strategic investment opportunity.  

 

As Wesley and Barczak (2010) argue, leaps in innovation often come from outsiders, both outside 

organization and outside industry. Talent, both local and imported, leads innovation through 

interdisciplinary work and across sectors. In encouraging knowledge sharing the city plays a vital role as 

creative hub promoting values and environment the creative class desire. In all of these aspects the 

government has a role to play from education and business opportunities to city planning. If Video 

games developers (VGD) especially Danish independent developers (Indies), can prove their innovation 

capabilities then this will make them more attractive in the eyes of policy makers.  
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1 lvl 1 Introduction (Home Screen) 

lvl 1 Introduction (Home Screen) 
The aim of this thesis is to examine policies which give incentives to the production of culture. Cultural 

production is becoming the new gold industry, as reflected in UNESCO’s Institute for Statistics (UIS) 

establishment of new guidelines to measure the economic contribution of culture (UNESCO 2012). Cultural 

and creative sectors accounted for 2.6% of EU’s GDP in 2003, generating a turnover of more than € 654 

billion and accounting for 3.1% of total EU employment in 2004. Overall, the growth of cultural and creative 

industries in 1999-2003 was 12.3% higher than the growth of the general eco nomy (KEA 2010). New 

figures show a GDP growth of 3.3% and are showing growth rates in employment 2008-2011 (LEP 2013). 

EU allocated €6 billion in structural funds to culture based projects in 2007-2013 (EC 2013). Despite these 

investments, cultural production is a relatively new and understudied form of commerce, particularly when 

compared to traditional manufacturing and investments.  

 

With cultural policies umbrellaing ever wider cultural and creative industries, it is important to examine 

these policies in terms of the two sided argumentation that exists. On the one hand the argument goes: why 

should the taxpayers that do not attend the theatres and do not go to museums support subsidies given to 

these cultural industries (Aubert 2003, Phillips 2010, Frey 2011)? On the other hand, due to the "infant 

industry" argument (Schrank 2003), their market failure (Frey 2003, Bakhashi 2013) and the high cost of 

operation and production, these industries require subsidies in order to exist. In the light of the creative 

industries and  “culture-based creativity” gaining strategic importance for governments in Europe (KEA 

2010) and other regions, a third argument is added, namely that of economic development. Many have 

accused cultural policy of increasingly mirroring an economic rationale (Oakley 2009, Pratt 2009) 

 

To help address these arguments and their implications for policy making, an evaluation of the Danish 

videogames industry is conducted. In Denmark, videogames were first classified under “cultural industries” 

as service to toys (DMC 2000), later as “experience industry” (DMC 2007) and recently as part of the 

“creative industries” under the term ‘digital content production’ (MBGD 2013). The promotion of 

videogames as cultural goods and the incentives for their production have had different weight through this 

period. It is due to this trajectory; the choice of terminology and weight of public support, that videogames 

can shed a light on the development of cultural policy (in Denmark). The point is not to draw conclusions on 

whether or not to subsidise videogame development, but to locate videogames in the cultural production 

debate and to understand there, and creative industries in general, implications for contemporary cultural 

policy. 
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lvl 1.1 Background of the Research Problem  
The term Cultural Industries was formulated in Denmark in year 2000 right after the UK government 

published its green paper mapping they called the Creative Industries. Videogames had a slow entry into the 

policy discourse, but their potential in Denmark was realised after The Danish Agency for Culture published 

a report in 2005 about the growth potential of the Danish video game industry (MS&DFI 2005). The 

government's growth plan “Denmark at work - Growth plan for the creative industries · design” (BGM 

2013), however, focuses on already established creative industries rather than startups. 

 

In the Danish newspaper Politiken of March 2013 the IT and culture spokesman Michael Aastrup Jensen 

from the liberal party ‘Venstre’ criticised the government's growth plan for the creative businesses. He 

argued that the plan is sending videogames on a sidetrack and that by throwing more money after industries 

such as architecture and design, which already are well established, the government is overlooking a 

goldmine. 

 

The report about the growth potential of the Danish video game industry, published in 2005 by The Danish 

Agency for Culture, acknowledges that video games are on an equal level with books, TV and film, and play 

a central role in the lives of children. Growth potential is therefore high. The report assesses the possibilities 

to create an alternative to the global supply of videogames, with “alternative games that are based on Danish 

/ Nordic storytelling tradition in relation to children and adolescents, and that this can add new dimensions to 

children and young people's play and learning with the games” (M&DFI 2005). 

 

Danish videogames are recognized internationally and the quality of Danish games is very high. “LIMBO 

and Hitman carry both a touch of a national style - a style that is characterized by a sharp eye for aesthetics 

and "polish" says Jamin Brophy-Warren, who is editor of the American game culture magazine Kill Screen. 

“The Danish game companies also show healthy discipline, they are less top-down as abroad”, says Jacob 

Riis, chief coordinator of the Nordic Game Program, working under the Nordic Council of Ministers to 

improve the framework for game development across the Nordic region (CECZ 2011). 

 

Although the videogame industry does well there is still a need for government funding. "It's all about the 

possibilities of getting skilled workers from outside. Just as it is about getting the right education 

opportunities at home. And then we generally have to shoot some capital into the industry", said Christian 

Ohm, IT Senior Consultant in the Danish Chamber of Commerce (Politiken 2010). Despite all the potential, 

it seems that the Danish government just does not take video games seriously. The subsidies the industry 

receives from the government are lower than they were a few years ago. In the budget for Filmaftalen 2011-

2014 the video game industry is to receive DKK 20M (€2.7M) compared to DKK 400M (€54M) allocated 

http://www.kulturstyrelsen.dk/fileadmin/user_upload/dokumenter/medier/medieprojekter/arkiv/computerspil/pcspilsummary.pdf
http://www.kulturstyrelsen.dk/fileadmin/user_upload/dokumenter/medier/medieprojekter/arkiv/computerspil/pcspilsummary.pdf
http://cecz11.dk/branche/danske-spil-nyder-global-respekt
http://politiken.dk/kultur/tvogradio/ECE1093187/erhvervslivet-langer-ud-efter-regeringens-spilstoette/
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for the film industry, inspite of the export of film in 2009 being DKK 28M (€3.75M) and games DKK 252M 

(€33.8M). Turnover for film was DKK 800M (€107.25M) and DKK 380M (€51M) for video games 

(Filmaftalen 2010). The conclusion of Filmaftalen was that the Danish Ministry of Business and Growth, 

Ministry of Foreign Affairs and Ministry of Culture “should prepare a proposal with several different models 

of how to attract more capital and optimize sales opportunities for game production, including for 

educational purposes” (DMC 2010, p.5), which they did December 2011 stating that the videogames industry 

needs to become more investment mature if access to finance is to be strengthened (DMC 2011). 

 

A report by FORA, “Det Kretive Købnhavn” (2011), examines the potential Copenhagen has when it comes 

to its creative industries. It shows that the creative industries make up the biggest globally competitive 

business cluster in the city with around 74.000 jobs, and are the second most innovative and productive 

sectors in Denmark, with high-tech taking the first place and knowledge intensive service coming in third. 

The report concludes that the creative industries can play a crucial role in creating sustainable economic 

prosperity in Copenhagen. This will demand initiatives on a yearly basis that will strengthen the conditions 

for the creative industry. The report sets up seven policy recommendations to meet the potential. 

 

Recommendation Nr. 2 states that “Copenhagen should take initiatives that make it easier and more 

attractive for foreign talent to work in Copenhagen and Copenhagen should seek influence on the legal 

requirements to work in Denmark” (FORA 2011, p.80). This recommendation is a two sided coin. The legal 

side looks at the rules and restraints that make it hard for foreign talent to migrate and settle down in 

Copenhagen and the space side addresses the habitat creative talents prefer to work in. Both are important 

factors and addressed by Copenhagen to a certain extent but there is also a third dimension to this coin, one 

that the report does not look at: the feeling of home (the matter that holds the two sides together and caters to 

the social needs). It is suggested by some theorists that creative workers like to live in a vibrant city that 

meets the 3T criteria; talent, technology and tolerance (Florida 2002), and is eventful (Richards and Palmer 

2010). Whether Copenhagen meets this criteria and if it is relevant to the video game industry needs to be 

investigated in order to determine if the social needs of creative workers are fulfilled. 

 

lvl 1.2 Problem Statement, Research Question and Objectives 
Garnham (2005) explains how a shift in terminology (in the UK) from “cultural industries” to “creative 

industries” is not a neutral changes of labels, but that there are both theoretical and policy stakes involved in 

this shift. The long established policy in the fields of arts and media was the historically clear division 

between policy towards the arts and policy towards the mass media, where “policy was based largely on an 

economic analysis of what, it was always accepted, were large-scale economic activities, or industries, 

http://www.cko.dk/sites/default/files/fora_2011_det_kreative_koebenhavn.pdf
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operating largely under market conditions, and on the various forms of market failure that justified 

regulation” (Garnham 2005, p16).  More than a decade later, the same shift has occurred in Denmark. The 

creative industries agenda has moved focus from traditional art and culture to a focus on creativity and 

innovation. Some believe that important justifications for their support are at risk of being lost (Galloway 

2007), while others question whether governments should support the arts at all (Frey 2003 and Phillips 

2010). 

 

On top of the above there is a question about value. According to Townley and Gulledge (2013), economic 

value does not necessarily imply cultural value (e.g. fashion and advertising), and cultural significance does 

not necessarily ensure economic return (e.g. theatre and film. This ambiguity, along with the terminology of 

(Garnham 2005, Galloway and Dunlop (2007) and state support for (Aubert 2003, Phillips 2010, Frey 

2003&2011, Bakhashi 2013) the cultural and creative industries, dominates policy discourse. Questions of 

whether recent emphasis on cultural and creative industries as growth generators can encompass both 

cultural and economic value, and whether or not this will change policies and the logic for state support, 

leads me the following research question:  

 

Research question: 

- What value do videogames have and how might this value determine the nature of cultural policy? 

Subquestions:  

- How might this value change the ideological basis for state cultural support?  

- What makes videogames a strategic creative industries investment? 

 

lvl 1.2.1 Objectives 

This thesis aims to give an understanding of the nature of videogame development in Denmark from a 

resource perspective. When a full-scale game development begins it usually involves a 20–100 person team 

with various responsibilities, such as designers, artists, programmers, testers, etc. By following the main 

resource, the talent, and also looking at the policies on videogame development, I aim to uncover the present 

ideology behind the creative industries discourse.  

 

Following the talent, there are three areas of interest: 

 

- Education: what is the supply, how many schools offer courses in the respective areas, what is the quality 

of these, what is the government doing to support this, and are there initiatives specifically aimed at the 

educational level when it comes to the video game industry?  This is done in order to find out if the path 

chosen is in tune with industry requirements. 
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- Workplace: what kind of work environment do creative workers thrive in, how are they motivated, what 

are the biggest issues in the industry, where does the creative talent come from geographically and do 

cultural conflicts occur? Not many development companies have an H&R department, the work is based on 

project teams, the nature of these teams and the knowledge shared will be looked at from a theoretical 

perspective. It is also necessary to look at the broader work situation like the difficulties for Danish 

videogame development, as well as the public support, because these influence the people involved too.  

 

- Leisure: who is in the social surroundings of creative workers? Where do they hang out? What factors 

contribute to their choice of location when settling down? What stimulates them outside their work? Richard 

Florida has had an impact in Denmark as well. The city urban planning policy is a testament to his work, yet 

VGDs still does not seem to mimic the creative class; events might have a bigger influence on their leisure.  

 

lvl 1.3 Importance of Research 
A lot of books analyse and discuss game development, impact of games on people, game culture and 

subculture (not games as culture creating). Many books also serve as information tools - history of games 

and what they are, online communities, ethics and so on. These books mostly address developers, and the 

study of games as media, they are not focused on economic theory, and only on some sociocultural theory.  

 

There are many reasons for researching videogames, the videogame industry, videogame culture and 

videogame impact on society. Videogames will be an important next wave in term of: 

a) Education and learning: 

Playing videogames benefits kids, who use them to prepare for life in the 21st century. The attraction 

to these games comes from learning about important "future" things, from collaboration, to prudent 

risk taking, to strategy formulation and execution, to complex moral and ethical decisions (Prensky 

2006). Research has shown that video games have real potential as next-generation learning tools 

because they use new technologies to incorporate principles crucial to human cognitive learning 

(Tannahill, Tissington, and Senior 2012). Schools can use videogames in education. Educational 

videogames promote student engagement and enhance the learning process while making it fun 

(videnskab.dk 2008). The Danish Ministry for Children and Education writes that video games can 

be used in education for several reasons. Video games could therefore be used in education on same 

level with movies, books and other media because they are a part of our culture, a medium that has 

many potential uses in relation to teaching, and often deal with subjects already treated in schools 

(emu.dk 2012). 

http://www.sciencedirect.com.esc-web.lib.cbs.dk/science/article/pii/B9780750669870100010
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b) Technology and innovation: 

Of all the VGDs in Denmark, 69% constitute the proportion of businesses with innovation activities, 

defined by companies that have had at least one innovation activity in product innovation, process 

innovation, marketing innovation or organizational innovation. This is 8% more than artists, 11% 

more than film, 13% more than music and theatre, 14% more than software, and 24% more than 

fashion (FORA 2011). 

Video games lead innovation in the eservices economy. New digital services online, offline and 

mobile by providing user friendly, intuitive services that include the latest information and 

communication technologies such as context aware devices, sensors, cognitive technologies or 

movement recognition cameras, are areas constantly developed and experimented with in the video 

game world (European Commission 2010).  

On the hardware side, many big budget games demand high graphics and memory, therefore 

videogames push the boundaries of hardware with faster processors, more powerful graphic cards 

and bigger storage (iTNOW Sep2007) and create a spillover into other industries like e.g. mobile 

phones and headphones.  

Videogames also give rise to different forms of innovation. I attended a health fair in Copenhagen 

few months ago where I played the role of surgeon and tried to remove kidney stones on a virtual 

patient, and watched people move digital objects with their mind in the demo game Throw Trucks 

With Your Mind! 

 

c) Business: 

According to a report by PriceWaterhouseCooper, ‘Global entertainment and media outlook: 2013-

2017’, there are many economically good reasons to give videogames attention. Over the next five 

years, video games will grow at a CAGR of 6.5% to reach US$86.9bn in 2017, up from US$63.4bn 

in 2012. Mobile will be the fastest-growing video games sector over the next five years, with 

revenues increasing from US$8.8bn in 2012 to US$14.4bn in 2017. Consumer spends on console 

games will increase by a CAGR of 5% from US$24.9bn in 2012 to US$31.2bn in 2017. Online 

spending will increase by an average of 8% per year over the next five years. 

 

Gamers are the new baby boom. As a demographic, this new group is rather larger - 90 million in the 

U.S. alone. Growing up with videogames they have different ways of working, choose different 

skills to learn and have different goals in life, and therefore worth business attention (Beck 2004).  

 

Organizations can use video games to reach new customers more cost-effectively and to build brands 

via in-game advertising; improve products and services through user communities; to recruit, 
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develop, and retain great employees; to drive more effective experimentation and innovation (Edery 

& Mollick 2008). 

 

Videogames have an impact in a wide area of our lives and yet it’s understudied from a business and 

economics point of view. It is important to note that the videogame industry has a short history and that this 

could be a reason why there is not yet enough attention on the media from researchers in business and 

economics. If it is to succeed in Denmark it will need to work economically (contribute to growth) and 

business-wise (be applied in business context).  

 

Is it original and useful? 

In opposition to most other analyses, this thesis tries to make a holistic picture of current issues facing the 

industry. The figure below illustrates this. 

 

Figure 1: Strategic approach to videogame development 

  

Furthermore, the originality can be seen as an attempt to draw conclusions on cultural policy from a 

perspective of a creative cross-media industry.  

 

This thesis is potentially useful for: 

- Practitioners who are curious about going into videogame development; it provides insight in and 

around the industry.  

- People who invest in and run venture growth companies; it provides insight in videogame industry 

operations. 
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- Those concerned with investment—economists, finance, strategy, and to some extent marketing; it 

provides insight concerning risk and value.  

- Government agencies that deal with creative industries; it provides understanding of processes and 

dilemmas of videogame development. 

- Academics and fellow students looking for inspiration for further research; it raises questions about 

the cultural and creative industries, public support and policies. 

 

 

lvl 1.4 Key terms 

Videogames, videogame development (VGD), videogame industry (VGI) value, knowledge, innovation, 

creativity, creative industries, cultural industries, cultural and creative industries (CCI), cultural policy, 

public funding, economic development, Denmark, Copenhagen. 

 

lvl 1.5 Structure of thesis 
First I account for my philosophical assumptions and methodology in lvl 2, then I present a short 

introduction on the videogame industry lvl 3, after that I present my analysed data in lvl 4 and sum up my 

findings in lvl 5.  Following this inductive approach I deduct my results in lvl 6 – the discussion, and 

conclude on my research question (lvl 6.5). 
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lvl 2 Methodology (Create your character) 
My research design is based on the model of qualitative research design by Michael D. Myers (2009). 

Although the model is set in logic order, I am aware that qualitative research is usually iterative, e.g. data 

collection may not lead to analysis but can lead to gathering of more data instead.  

 

Qualitative research consists of following steps (Myers 2009): 

 A set of philosophical assumptions about the social world 

⇓  A research method 

⇓  One or more data collection techniques 

⇓  One or more approaches to qualitative data analysis 

 Written record of the findings 

 

The purpose of research is to “find things out” – e.g. describing, explaining, understanding, criticizing and 

analyzing,  in a “systematic” way – based on logical relationships and not just beliefs, thereby increasing 

knowledge (Saunders et al. 2003). The purpose of this design is to provide a roadmap of the entire research 

project, recording the findings in written form:  this thesis – step 5. 

 

lvl 2.1 Research Philosophy  
Our theory of knowledge and view of reality, fortifies our theoretical perspective and methodology. These 

theories are the first step in qualitative research (Myers 2009). 

 

 Step 1: A set of philosophical assumptions about the social world 

⇓  Social Constructionism/constructivism 

 Critical Realism 

 

What represents valid knowledge and how can we achieve it? Value is a socially constructed phenomenon 

and determination of value cannot be separated from social context in which it occurs. Social 

constructionism views reality as being constructed through people’s interaction with others (Saunders el at. 

2003) and “insists that we take a critical stance towards our taken-for-granted ways of understanding the 

world (including our own)” (Burr 1995, p.3). The field of cultural studies has been influenced by social 

constructionism.  

What forms reality and how can we comprehend existence? Interpretive research is about understanding 

complexity of human sense-making (ibid). Understanding meaning people attach to phenomenon, meaning 

that is emergent and depend on the context, the social scientist has to look at the phenomenon subjectively; 

from the inside (ibid, Saunders et al. 2003), but according to Bhasker (1989) he also has to look at the social 
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constructs that frame the phenomena which we encounter (Collins 2010). Critical realism makes us 

experience the world in two steps, every object emits data, and we interpret that data individually through 

mental processes.  The individual, group and society impact a phenomena, in this way critical realism views 

that entities are affected by the ‘unseen’ mechanisms in the bigger framework, affecting how things appear 

(ibid), thus critical realism is epistemologically more suited for my research. 

 

lvl 2.2 Research Method  
Now that I have presented my philosophical perspective, I will explain and justify the methodology used to 

answer the research question and sub questions: 

 

Research question: 

o What value do videogames have and how might this value determine the nature of cultural policy? 

Sub questions:  

o How might this value change the ideological basis for state cultural support? 

o What makes videogames a strategic creative industries investment? 

 

Methodology is a scientific method of the way in which knowledge is acquired. It is an investigation of 

assumptions concerning among others, its field of study, reality, development of knowledge, relation to other 

disciplines (Delanty & Strydom 2003). Methodology is the second step in qualitative research (Myers 2009). 

 

⇓  Step 2: A research method 

 Single Case Study  

 

The research method, by which I will investigate the world, finding empirical data, will be based on a single 

case study. The approach in answering my research question will be inductive and deductive (abductive), and 

is often advantageous to do so (Saunders el at. 2003). "Case studies are analyses of persons, events, 

decisions, periods, projects, policies, institutions, or other systems which are studied holistically by one or 

more methods” (Thomas 2011 p.23).  

 

Yin (2003, 2009) defines case study as:  

1. A case study is an empirical enquiry that  

o investigates a contemporary phenomenon in depth and within its real-life context, especially when 

the boundaries between phenomenon and context are not clearly evident. 

2. The case study inquiry  
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o copes with the technically distinctive situation in which there will be many more variables of interest 

than data points, and as one result  

o relies on multiple sources of evidence, with data needing to converge in a triangulating fashion, and 

as another result 

o benefits from the prior development of theoretical propositions to guide data collection and analysis. 

 

A case study is good for getting a rich picture, with many kinds of insight, coming from different angles, 

from different kinds of information (Thomas 2011). Case study does not claim any particular methods for 

data collection or data analysis. Case studies are common even in evaluation research and are preferred when 

the researcher has little control over events (Yin 2003).   

 

lvl 2.2.1 Justification of Research Method 

Yin (2003) argues that “despite the stereotype of case studies as a weak method, case studies continue to be 

used extensively in social science research” (p.xiii) – including public policy. Case study is also preferred 

when the focus is on a contemporary phenomenon within real life context and has the ability to generate 

answers to the questions ‘how?’, ‘why?’ (ibid) and ‘what?’ (Saunders et al. 2009). Videogames, and cultural 

industries, as well as cultural policy are contemporary phenomena studied in their real life contexts. My 

choice to research ‘what’ value there is in the videogame industry and apply it to public policy, as well as my 

preliminary research question of ‘how’ to harness the potential of videogames (discussed in section 3.3.1) 

certainly reflects these arguments. My epistemology also reflects my objective of focusing on the ‘creative 

talent’. 

 

According to Yin (2003) there are at least five different applications for case study in evaluations, three of 

them apply to my research. I explain the casual link between cultural policy (program implementation) and 

its effects. I describe how state subsidies (intervention) protect and support culture. I illustrate how the 

videogame industry in Denmark, as part of the cultural and creative industry, benefits and is at the same time 

inhibited by this support, and I also illustrate how they are connected to innovation. I explore the ambiguity 

of state intervention in cultural production. At last my evaluation of the Danish videogame industry is partly 

meta-evaluative, meaning that I also study other evaluation studies (KEA 2010 and FORA 2005 reports and 

DCMS 2002 green paper 2001).  
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lvl 2.3 Data collection methods and process 

Qualitative research, more likely to be used by researchers of the inductive tradition, requires qualitative data 

collecting techniques and may use “a variety of methods to collect these data in order to establish different 

views of phenomena” (Saunders el at. 2003, p.88). 

 

⇓  Step2: One or more data collection techniques 

 Observation, questionnaire, interviews, using documents 

 

The date collection methods used in this thesis are: one example of participant observation, one online 

questionnaire, three email interviews, three semi-structured face-t-face interviews and a number of 

documents. By employing multi-methods this thesis gains two advantages. It allows different methods being 

used for different purposes and for triangulation to take place (Saunders el at. 2003). Each collection 

technique will be further elaborated in the next section; research process. 

 

In addition to Myers (2009) qualitative research design I now introduce Yin’s (2009) model on the case 

study research process. 

 

Figure 2: Research process 

 

 

lvl 2.3.1 Plan  

The plan consists of the thoughts and decisions regarding what I as researcher wanted to know, and how to 

define my problem and the question it raises along. It also involves deciding if the case study is the right 

method for my research strategy and choosing the case study (Yin 2003, 2009). The choice to make research 

on the videogame industry in Denmark (unit of analysis) was a choice based on interest for the industry, and 
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a somewhat extended knowledge of videogames but not on industry. To examine the industry and not 

individuals was decided after brainstorming and preliminary internet research as well as lack of access. 

 

lvl 2.3.2 Design 

Research design is the logic linking data to be collected to the initial questions of study: getting from here to 

there (Yin 2009).  

 

I have entered the design stage twice (Figure 2). At stage 1 my initial research question was based on the 

hypothesis that videogames presented a potential and that Denmark should benefit from it. The research 

question was formulated as: “Focusing on Copenhagen and video game culture, how can Denmark harness 

the potential of its video game industry?” The objective was to find evidence of potential via qualitative 

methods starting with fieldwork and conducting interviews, then use multiple case studies from other 

countries to make a comparative analysis and form a recommendation. 

 

Returning to design second time, at stage 9, I had come to the conclusion that potential of videogames was 

not questionable but that there were mechanisms posing difficulties in the videogame industry and that these 

difficulties pointed in the direction of cultural policy (see step 8 under analysis) . My new research question 

was to be: What value do videogames have and how might this value determine the nature of cultural policy?  

 

The quality of a research design can be judged according to certain logical tests (Yin 2009). Yin puts up four 

criteria for judging the quality of research designs: Construct validity, Internal validity (for explanatory 

studies only), External validity and Reliability. 

 

Construct validity can be tested by the use of multiple sources of evidence and occurs in the data collection 

phase. This I have done by collecting data from the industry representatives, and two expert interviews and 

documents, it allows for triangulation which also is a major strength (Saunders et al. 2003, Yin 2003). A 

second tactic is to establish a chain of evidence, which I do by first making observations, then making a 

questionnaire, then using the questionnaire to conduct the first interview, then the second interview on basis 

of the questionnaire and first interview and finally I collect secondary data.  

 

Establishing external validity a researcher should generalize findings to a theory and test it (Yin 2009). After 

establishing where the value of videogames lie (lvl 4), I test this value by contrasting it with contemporary 

cultural policies and come to the same conclusion (lvl 6). 
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Reliability can be demonstrated by counteracting errors and biases, this can be by done making case study 

protocols, templates of the preparation prior to data collection (section 2.3.3) and or databases, evidence of 

data collected (section 2.3.4 and bibliography).  

 

lvl 2.3.3 Prepare 

“It is necessary to have a clear picture of the phenomena on which you wish to collect data prior to the 

collection of the data” (Saunders et al. 2003, p.97). The case study protocol is a major way to increase the 

reliability of case study. It guides the researcher in the data collection. General content of a case study 

protocol (Yin 2009): an overview of the project (lvl 1), field procedures and case study questions (Appendix 

C-D) and a guide for case study report (table of content and bibliography). 

 

Research ethics 

Ethical considerations, concerns how a researcher rationally distinguish between what is right and wrong in 

research contexts. Thus, one can argue that ethical considerations influence the methodological 

considerations a researcher makes in a study. Research may lead to conflicting interests in relation to what to 

investigate and what is justifiable to examine (Mason 2002: 41).  My ethical considerations concerning the 

questionnaires is anonymity. I have stated that the answers will be anonymous; no use of names, but as data 

was analysed I realised that one respondent might be traceable and thus I have decided to censor a comment 

that might get this person in trouble.    

 

Field procedures 

With my research being done using an inductive approach, my first mission was to look online for 

information about the videogame industry in Denmark (stage 2). I quickly came to term with the fact that 

information was scares, and with the time frame of six months, time was not a luxury. Looking through 

spiludviklere.dk I stumbled upon an event called SpilBar (observations in Appendix B) which I decided to 

attend and make some observations and at the same time gain access. The observations collected together 

with preliminary web search led to the preparation of an online questionnaire and three email interviews 

(stage 4). Together these three collection methods amounted to a pilot study. ‘Pilot case studies’ is a final 

preparation of data collection. It helps researchers refine their data collection plans with respect to both the 

content of the data and the procedures to be followed (Yin, 2003). The pilot case study led to the 

construction of questions for two expert interviews (stage 6). Finally, stage 10 consisted of secondary data 

research. 
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lvl 2.3.4 Collect 

Data from case studies may come in different sources of evidence (Yin 2009). I have used participant 

observation, interviews, and documents.  

 

Participant observation – stage 3 (Appendix B) 

According to Yin (2009) the strengths of participant observation is reality, contextual, insightful into 

interpersonal behaviour and motives, and the weaknesses are that it is time-consuming, selectivity, 

reflexivity, cost and bias due to participant-observer’s manipulation of events. My observations gave me 

insight into the reality of videogame developers – in real time, and covered context of the event which 

compliments my ontology as well. Weaknesses might have occurred in the selection of the event as opposed 

to others. But this event was free, limited to four hours and of broad coverage and my presence there did not 

influence the outcome, nor did I have the possibility of manipulating the event I would argue.  

 

Online questionnaire – stage 5(Appendix C) 

Questionnaires are not very good for research that requires many open-ended questions (Saunders et al. 

2003). Despite this, I allowed myself to collect data using this method at this stage to get a feel of the topic 

concerning videogame developers which I then utilized in the next stage of data collection. The 

questionnaire was made online and a link was posted in spiludvikling.dk, on ‘unge spiludviklere’ facebook 

group and sent to contacts made in the observation stage.  

 

Interviews – stage 7 (Appendix D) 

There are many weaknesses in interviews if they are poorly constructed, that why using multiple source of 

evidence is a good idea as mention earlier. Yin (2009) sees two main strengths in interviews, they are 

targeted focused directly on case study topic, and insightful. As all my interviewees are Danish, I have 

decided to conduct my interviews in Danish, except interviewee C, because I believe it to be important that 

the answers reflect true opinion by the interviewees. 

 

Interview A: Kristine Ploug, Head of Studies at The National Academy of Digital, Interactive Entertainment 

– DADIU, April 21-25th 2013 

Interview A was an email correspondence. I wrote to DADIU to ask about their program. 

 

Interview B: Associate Professor Jon Sporring from Department of Computer Science at University of 

Copenhagen (DIKU), April 25th-May 2nd 2013 

Interview B was an email correspondence. I wanted to find out about education possibilities for videogame 

developers and as many of them are programmers DIKU was a good starting point, it also provided access 
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opportunity because I was employed at the university at the time. Unfortunately Sporring was in Canada, and 

thus the email interview. 

 

Interview C: Morten Keblovszki Fredens, Tester at IOI, May 3rd 2013 

Interview was an email correspondence. I met Fredens at SpilBar (see Appendix B) where he gave me his 

email and we agreed I could send him my questions. Few days after our correspondence the data 

disappeared. This is a mystery and I can only speculate that imbedded was a self-destruct code. Many of the 

questions, however, were not answered due to IOI confidentiality rules exemplified by the one email I 

managed to secure (appendix D).  

 

Interviews D -F were semi-structured face-to-face interviews. I had a list of questions and themes prepared 

but due to the nature of the interview questions varied according to the flow of the conversation (Saunders el 

al. 2003). Prior to the interviews I had made research on both participants as part of the preparation stage. 

Interview E lasted a little over an hour and interview D about half an hour. 

 

Interview D: Uffe Elbæk (R), Folketinget May 29th 2013 

Uffe Elbæk is a politician of the Danish Social Liberal Party (R). He has a background as journalist and he is 

the founder of KaosPilots International School of New Business Design and Social Innovation. He served as 

Minister of Culture October 3. 2011 to December 6. 2012. As former Minister of Culture with key issue in 

videogames Mr Elbæk was an interesting candidate to interview. I wrote him on Facebook and he was 

interested in my subject matter and willing to give an interview. He asked me to contact his secretary at the 

Parliament and book a date for the interview which I did. 

 

Interview E: Simon Løvind, Danish Film Institute (DFI) June 5th 2013 

I got in contact with Mr Løvind through a friend working at the Ministry of Culture. Simon Løvind is a 

interaction designer and concept developer of interactive media. He works in the field between art, media 

and technology. He currently works as Games Commissioning Editor at Danish Film Institute and Interaction 

designer / consultant / media artist at Zelig. Løvind was an interesting person to interview not just because he 

was in charge of Spilordingen but also because he himself had worked in videogame development earlier. 

 

Finally I have used a number of secondary data (stage 11), both documentary – written and non-written, and 

multiple source – area based and time series based (Saunders et al. 2003). My documentary written data 

consists of websites, reports, books, journals and newspapers. My documentary non-written data consists of 

one documentary film about videogame development (stage 2). Of the multiple source secondary data I have 

used government publications and journals which are area based, and one book and a couple of journals 
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which are time series based (stage 2). An advantage of secondary data is that it can provide comparative and 

contextual data (ibid). I have primarily used secondary data in order compare it with already collected data. 

By doing so, I place my findings in a more general context and even triangulate my findings (ibid) thereby 

testing my developed theory from findings (lvl 5) in the discussion (lvl 6). Triangulation has been 

consistently applied throughout the whole case study in form of: methodological triangulation, data 

triangulation and theory triangulation. Moreover, my data is interdisciplinary; combining economics, 

political and social science. 

 

lvl 2.3.5 Analysis 

In this section I will account for my analytic approach. One of the most commonly used qualitative analytic 

approaches is hermeneutics (Myers 2009). Meyers states that although logically different steps, data 

collection and data analysis often go hand in hand proceeding in an iterative manner. 

 

⇓  One or more approaches to qualitative data analysis 

 Explanation Building and Hermeneutics 

 

One of the analytical techniques by Yin (2009) for case studies is explanation building, which is also 

applicable to evaluation case studies (Yin 2012). Explanation building occurs most often in a narrative form 

and therefore cannot be precise, by reflecting on theoretically significant propositions, meaning basically 

theory deduction, the case becomes stronger (ibid). The iterative nature of explanation building means that I 

examine the case study evidence (findings) – step 8, revise my theoretical propositions (research questions 

and objectives) and examine the evidence again from  new perspective (discussion) – step 12. “To ‘explain’ 

a phenomenon is to stipulate a presumed set of causal links about it” (Yin 2009, p.141). This I do in the 

conclusion. But I do not only explain what is going on, I interpret meaning of data as well: hermeneutic 

approach. 

 

The purpose of using hermeneutics in qualitative research is to aid human understanding of what a particular 

text means (Myers 2009). A ‘text-analogue’ is anything that can be treated as a text, e.g. culture. My 

interviews, documents and observations record the views of the actors and describe events. By ordering my 

data evidence and explaining and interpreting it, I aim at ‘making sense’ of the situation – step 12. This is 

done according to the research question and objectives I have set and by comparing one text with another. 

“The movement of understanding is constantly from the whole to the part and back to the whole” (ibid, 

p.170). 
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lvl 2.3.6 Share 

The last step in Myers’ (2009) qualitative research model is a written record of the findings (step 13). 

 

 Written record of the findings 

o Thesis 

 

There isn’t any stereotypic form targeting case study reports. But there are five general characteristics of an 

exemplary case study (Yin 2009):  

- Significance: this thesis reflects some real life situations that has not been studied extensively. 

- Completion: this thesis gives attention to both the phenomenon being studied and its context and it 

demonstrates an effort in collecting different relevant evidence. 

- Alternative perspectives: this thesis has strived to eliminate bias by collecting multiple source of 

evidence that is not one sided.  

- Sufficient evidence: this thesis presents the most relevant evidence and maintains a chain of 

evidence.  

- Engaging manner: finally the thesis should be written in a manner that awakens the curiosity of the 

reader, hopefully this is the case, it certainly was my intention, I will leave it up to the reader’s 

judgement. 
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lvl 3 The Danish Videogame Industry (Choose your opponent) 

 

Denmark is a small country, but only in landmass and population - not in ideas, inspiration and 

ambitions (Danish Game Industry 2013). 

 

Danish VGDs can be placed in the following categories:  

● AAA developers: IOI 

● Browser game developers: Pixel Pandemic, Little Computerpeople etc. 

● Mobile games: Magic studios, Progressive Media etc. 

● Entrepreneurs: Duck and Cover etc.  

● Indie games: Playdead, PressPlay(microsoft), BetaDwarf, Copenhagen Game Collective etc. 

 

Generally games fall into three main groups according to size: AAA, Mid-teers and Indie. But in Denmark 

there is only one AAA developer and then there are about five medium-sized developers, but most 

developers, established or not, are small. 

  

Triple A games, or AAA games, are the blockbusters in the game industry. Eventually, AAA is a declaration 

that the game will have high sales figures. AAA developers are aiming for the best in all respects: budget, 

scope, quality, etc. Mid-tier games are those in between big budget and indie titles. “Indie” stands for 

independent. Indie games are games that are developed independently, that is without the financial support 

from a video game publishing company. Usually the games are developed by an individual or a small team 

of up to 10 people. Because there is no publisher issuing project managers to assess risks and control budget, 

these independent game developers have a greater tendency to focus on creativity and innovation. The Indie 

game movement took off during the last decade when digital distribution was made possible and new 

development tools were made available. A major difference between AAA and Indie is that AAAs are made 

to entertain the audience and to make money. While some Indie games are made for the same reasons others 

are made for intrinsic reasons. 

 

Creative freedom is the talk of the decade and many believe that you can only stay truly free as an 

independent studio.  

 

  

http://www.gamasutra.com/blogs/JoshBycer/20121211/183293/Are_AAA_Studios_DOA.php
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lvl 4 Research (Fight) 

lvl 4.1 Value of talent 

Leaps in innovation often come from outsiders, both outside organisation and outside industry (Wesley and 

Barczak 2010). In this section I identify where the talent comes from and what characterises them. 

 

lvl 4.1.1 Education 

IT University of Copenhagen (ITU) offers courses in Game Development and 3D Game Art as well as a 

Cand.it in Games. Department of Computer Science at Copenhagen University (DIKU) offers a course 

specifically for game developers, it is called Digital and Interactive Entertainment. But is this enough? 

Center for Culture- and Experience Economy prepared a fact sheet in spring 2010 about education in the 

experience economy including the creative industries (Table 1 Appendix A). Looking at the table it is first of 

all astonishing how many educations there are in music, 69 in total. In contrast there are only five IT 

educations aimed at the experience economy. Of course some design-, film- and music students also get jobs 

in videogame development. It is hard to say if the table reflects what Danes want to study or what is 

available. Furthermore, general education in programming is not included despite programmers constituting 

half the team in many cases. It is not so much that there is a lack of educations that give access to video 

game development, the problem is rather that many of these are not very useful.  

 

The questionnaire (Q2-1+Q2-2) (Appendix C) suggests that an education like e.g. HTX is useless if you 

want to work in videogame development, even a BA in Arts Management does not help you. “The non 

creative schools focus too much on game design when they should focus on marketing and the economy 

behind games instead (...) Any idea, any skill set, any tool should be measured commercially” says a 

developer. Students need to know how competitive the industry is and that it is driven to make money, and 

the schools need to prepare the students for this scenario. Most developers that feel their education was 

useful have an IT background or even a MA in IT.  

 

The National Academy of Digital Interactive Entertainment (DADIU) is the closest to an internship a 

programmer or 3D artists can get, besides being part of a development team. At DAIDIU students learn how 

to work with others from different backgrounds and in teams. Having students from Copenhagen Business 

School on these teams who can contribute with a business plan, marketing etc., would further help create a 

real life scenario. On the other hand, you need to have a deeper understanding for game development and be 

interested in games in order to make critical decisions for their process. The problem is to find the right 

person, with knowledge of the game industry, a CBS student thinks too much in economic theory says Simon 
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Løvind, Games Commissioning Editor at Danish Film Institute (Appendix D). He has in the past worked 

with videogame development both in production and as director from mid 1990s to beginning of 2000s and 

still manages to play a game once in a while. 

 

BetaDwarf, an Indie game developer offers one such job internship. They receive a great number of 

applications every year and have therefore made a structured approach to it. So why should anyone want to 

work for free? “First of all we are around 87 game companies in Denmark. Only a few of those target both 

consoles and Steam, and very few who dare to do so have been profitable. Through hard work, structure and 

team spirit we wish to change this. But note, that no matter where you go in the industry these days - it is not 

for slackers ;)” (BetaDwarf).  

 

What we offer: 

 The opportunity to work in a professional environment. 

 You will be part of our constantly self challenging progression program, that enables you to reflect upon your progress 

and have conversations with a personally assigned Jedi master. 

 Be part of an ambitious, co-op RPG project targeted at both consoles and pc/mac. 

 Experience the rush and excitement of being part of a big team in the daily pipeline. 

 Personal office space at our dwarf fortress in Ballerup. 

 10 wonderful colleagues. 

 Indie team spirit! 

 Experience within the many fields of game development. 

 Opportunity to sleep if you prefer crunching. 

 Free coffee ;) 

 There will also be opportunities for the very talented to acquire a bonus explicitly stated in a contract. However, if you 

are an intern or still has much to learn, you should do this primarily for the experience. A master degree is no 

guarantee of your value - we respect it, but the portfolio is what counts. 

 

Besides the experience, an intern will learn to work with a professional team of developers and at the end 

have his or her name added to a video game. This is crucial for future references in terms of portfolio as 

BetaDwarf emphasizes. In addition, more soft values will be gained as well, learning the informal rules of 

the game, working in a team, and meet other developers at events and jams and exchange ideas. 

 

Even with the right educations the videogame industry in Denmark is still lacking qualified workforce. How 

to meet this need I asked the former Minister of Culture Uffe Elbæk (Appendix D). He knows people from 

the industry through his work, workshops for entrepreneurs, and was in charge of allocation of state grants 

for videogame development some years back. Elbæk told me, that the responsibility for the educational 

strategy and programs is spread out on different ministries. What is needed first of all is an education capable 
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of producing the sought after talent and competence. In order to achieve that there needs to be a corporate 

political attention on the potential of the industry. Elbæk agreed that there is a hole in the system when it 

comes to the business side of creative educations, though he thinks  the government does address the 

problem with a policy focussed on stronger entrepreneurial element in all education as well as the creative 

ones, including videogames.  

 

With the potential of the industry still in need of attention just goes to show that the government is doing 

nothing in particular to encourage education in this area, it is only briefly mentioned in the growth plan 

(MBGD 2013) but there are no details on planned actions. Another problem with game oriented education in 

Denmark is that it is not visible. Many young students do not know they even exist. “(...) Personally, I never 

knew about any game related education until 1½ years ago, just before I finished HTX. Even though I tried 

researching on the web and went to several educational messes. I found some university level educations, but 

to be honest, I felt intimidated by them. They seemed way to technical/theoretical, and not at all practical” 

(Appendix C).  

 

lvl 4.1.2  Motivation 

When it comes to work environment in videogame development, the questionnaire (Appendix C) shows that 

employees describe it as being relaxed, friendly, creative, non-conservative and with a mixed levels of 

experience. Some are small cosy offices, others big and spacy. Some are a “mess”: “We sit around 5-7 in a 

rather big office. Sometimes we squeeze in 2 or 3 more. There is concept drawings on the walls, old postits 

anywhere and we have gotten some second hand whiteboards we haven't had time to put up on the walls.” 

Others are high-tech: “A giant table with a 27" workstation, a laptop for compiling and a 32" TV for console 

dev. Tablets, phones and sound equipment scattered all over the place.” The common assumption would be 

that the first example belong to Indie and second to AAA, but in fact both these work environments, the big 

mess and the high-tech, are in Indie companies, what works for one Indie company may not work for another 

and what works for one Creative Industry may not be applicable to the next. 

 

Company culture 

The questionnaire (Q6-2) points to a company culture being relaxed, having a flat structure, loose 

management roles and a lot of freedom. One respondent explains that employees have a lot of responsibility 

in managing their own schedule and that the company aims at having a culture where people are free to 

develop their skills and indulge themselves in things that interest them. 
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Motivating game developers 

There is no hierarchy in Indie companies; the group needs to motivate each other. In very small companies of 

two to five people there is no one in change of managerial aspects, it is a group effort. The questionnaire 

(Q7-1) shows that every person is motivated by different things. The work itself is motivating. Most 

developers are gamers themselves so be it concrete work related issues like problem-solving, results and 

interesting and diverse projects or more personal ones like being in charge and feeling that you are doing 

something meaningful, the videogames industry if full of people that love what they do. The team is also a 

motivating factor. Every day you are surrounded by the same people for hours, and in crunch periods even 

more, the group dynamics have to be complementary to each other if conflicts are to be avoided. “Working 

and getting paid for something you like doing is nice. But being in a group with other dedicated people, that 

care just as much or more, about the game is also a huge factor.” Add fun to the equation and the recipe is 

complete.  

 

lvl 4.1.3 Passion 

According to International Game Development Association (IGDA), video game developers spend a vast 

amount of hours on their games, this is still true for the industry as a whole. In the 90-page "Quality of Life 

in the Game Industry: Challenges and Best Practices" by IGDA 2004 it is stated that almost three developers 

out of five report working 46 hours or more in a typical week (38.1% say 46-55 hours, 19.7% say over 55). 

Most of them (58.8%) say their colleagues work about the same number of hours as they do. However, in 

Denmark this does not seem to be the case. The questionnaire conducted showed that most of the 

respondents work about eight hours a day which is three hours more than the normal 37 hours work week in 

Denmark. Still, there are some issues with unpaid overtime in Denmark as well says developer Thomas 

Rued, one of three coordinators from IGDA Denmark. He thinks people in Denmark also work for free more 

than they should, and that the debate about working conditions might pop up now that most game developers 

are about to hit 30 and start families, which means they will demand better work/life balance 

(Computerworld 2004).  

 

Hopefully it will not come to lawsuits as in the US where Electronic Arts was sued by six employees for 

unpaid overtime and Vivendi Universal Games accused of falsifying time sheets to avoid overtime pay. The 

biggest issue comes with Crunch Time1. Crunch time is omnipresent, during which respondents work 65 to 

80 hours a week (35.2%). The average crunch work week exceeds 80 hours (13%). Overtime is often 

uncompensated (46.8%) (IGDA 2004). Game development companies in Denmark are no different when it 

                                                           
1 Crunch time is interval of time before a product is due, when it is realized that launch will not happen on time, this requires employees to work over 

time for the period sacrificing sleep, nutrition, social life, hygiene, and product quality.  
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comes to crunch time. If a publisher does not want to pay for the amount it costs but still wants the game to 

finish, then there is no alternative than to work overtime. But Chris Mottes from Danish Deadline Games 

says “Here in Denmark we are in the industry very aware that there must be proper conditions, because you 

cannot push people beyond a certain limit, no matter what. You do not get more out of it, and it is important 

that people long term to be in the industry” (Computerworld 2004). Another company that has a healthy 

attitude towards work life balance for their employees is Indie developer PressPlay. “From experience we 

know it takes both hard work and a lot of energy to ship a title, and we are not afraid of that! But “work hard 

– play hard” is not for us. We believe in working with responsible grownups that have the experience to ship 

finished games without crunching for years and we know that the energy we spend on our games fuels on 

energy earned from being with family and friends – not Coke and pizza” (PressPlay 2013). The company 

adds that their employees enjoy reasonable working hours, six weeks’ vacation, healthy lunch, perks from 

Microsoft as well as pension schemes and health insurance. Though, the last two are standards for all Danish 

citizens.  

Where the line goes for how much overtime is acceptable is hard to say, but it does not come close to the 46-

55 hours mentioned in the IGDA report. In Denmark, families typically have two wage earners, and a 

relaxed work/life balance is appreciated. Moreover Lorenzen and Andersen report that for many creatives, it 

is feasible to live in proximity to, rather than in, major cities, and for some, it is feasible to opt out of the 

congestion and high-paced work life in major cities altogether (Lorenzen and Andersen 2011). My point is 

that Danes work less, they have a better balance, which leads to cognitively, better ideas, and ultimately 

creativity. This makes working in Denmark attractive for expats. 

 

lvl 4.1.4 Foreign skilled workers 

Denmark, and in particular the capital area, needs more foreign skilled workers. That is a conclusion of a 

comprehensive report by REG LAB which is a knowledge bank for organizations working with regional 

business development. The report looks at the Capital Region's ability to attract and retain foreign knowledge 

workers and on their impact on business and the economy. It points out that Copenhagen falls significantly 

behind with regard to attracting and keeping foreign skilled workers (11,5%) compared to e.g. Stockholm 

(23%). Copenhagen has the ability to attract about five to ten per cent more. Knowledge workers are nomads 

who will go wherever job opportunities are most attractive, they stay in Denmark for a number of years and 

then move on, they do not settle here. The regions ability to attract and retain more of the best is prevented if 

there are few job opportunities, and access to the Danish labour market is difficult and economically less 

attractive. Knowledge workers and companies also point to a heavy administrative practices and a negative 

receiving culture as part of the problem (Reg Lab 2012). This raises issues about taxes, administrative praxis, 

http://www.reglab.dk/download.ashx?did=4658
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access to English language schools and access to the labour market for foreign workers, which need to be 

addressed. But also the negative receiving culture should be corrected since Denmark risks being considered 

xenophobic - a reputation that would take decades to restore.  

 

When it comes to video game development, foreign skilled workers have a big role to play. Even if there are 

more programmers, artists etc. being educated in Denmark, the industry needs talent from abroad. If not for 

the sake of the profession then because of idea-, knowledge- and culture exchange.  

 

lvl 4.1.5 Culture Conflicts  

In his book “Kulturforståelse for Stenalderhjerner” (2001) anthropologist Dennis Nørmark explains why 

Danes are so hostile towards foreigners. Denmark has a homogeneous culture that does not have much 

experience with the cultural palette. Many foreigners are frustrated at how hard it is to get to know Danes, 

but it is not just Danes who are that way, they just have a tendency to act like that because they are so 

similar. During the 19th century there was only 20 immigrants to Denmark a year, there was a “we don't 

need others” mentality. On the contrary, Denmark does need the outside world, it needs knowledge and input 

from outside and to trust those who are not like themselves. There are cultural conservatives who would roll 

it all back to the homogeneous society, but they let the stone age brain win. Instead, Danes should learn to 

discipline their primitive nature says Nørmark. Uffe Elbæk says that there are many positive things about 

living in Denmark and that people are tolerant. When foreigners decide to move away again it is because 

they experience Denmark as a closed country where it is difficult to socialize. Danes are not very good at 

inviting people who have a different culture than the “homebrewed” into their social lives. The society is 

very homogenic. 

 

SpilBar (Appendix B) is an event organized by DADIU in collaboration with others. It is held every second 

month and features talks, game play and networking. It is a fun event, free of charge and busses are arranged 

from Jutland to Copenhagen. Talking to a number of non-Danes from videogame industry at one of these 

events I found that despite their initial perception of Danes as xenophobic, they do not experience much 

difficulty in interacting with them. One of the respondents in the questionnaire says “Danes are friendlier 

than I had been led to believe, although the large expat community is a bit easier to get to know (in 

Copenhagen at least)”. The questionnaire also indicates that the Danish game industry has many foreign 

skilled workers employed either on full time or as freelancers and mostly Europeans. These in some cases 

make up 25% of the employees in others less of more, but it is evident that the expat community in the 

Danish game development industry is large, a subculture within the culture.   
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lvl 4.1.6 Knowledge and Communities 

The video game industry needs to innovate in complex ways – they need “project structures” so they can 

draw upon different skills to create creative teams. Furthermore there is a reliance on liaison devices to 

encourage mutual adjustment within and between these teams and the culture is based on non-bureaucratic 

work (Mintzberg 1995). Project Based Organizations (PBO) differ from other ways of organizing the work 

in that their concern is to create novel output by integrating varied forms of expertise from high skilled 

workers in fixed time periods. The knowledge and resources are cantered on the execution of major projects. 

The PBO is similar to Mintzberg’s adhocracy though the task coordination in PBOs requires much more 

face-to-face mutual adjustment. In PBOs the coordination of knowledge and workflows is usually achieved 

through project teams in which roles and skills are highly fluid and changeable.  

 

Why some Danish videogames are successful can also be understood from a theoretic perspective on team 

compositions. In Game Changer: Structural Folds with Cognitive Distance in Video Game Development by 

David Stark et al. (2011) higher performance is a contributed by a prior history of working together. Because 

video game development is structured on temporary teams that come together for a period, the success of the 

team depends on how fast it sets, on-the-spot mutual adjustment that includes coordination by informal rules 

and implicit protocols of how things are done. Therefore, the effects of structural folding are compounded 

when cohesive groups are not only overlapping but also cognitively distant. Such cognitive folding mobilizes 

a productive tension of rules, roles, and categories that promotes successful innovation.  

 

Without going into an alley of philosophical arguments of what knowledge is, I can shortly outline that 

knowledge is something people have and do (Newell et al., 2009). On one side knowledge is a possession, a 

cognitive ability, a tool used to solve problems, here knowledge is seen as a pyramid: data > information > 

knowledge > wisdom (e.g. Ackoff, 1989).  On the other side knowledge is built through social interactions 

(Nonaka 1994). Nonaka suggests a framework for understanding knowledge types. In his SECI model he 

describes how knowledge is converted through four different processes: socialization (tacit/tacit); 

externalization (tacit/explicit); combination (explicit/explicit) and internalization (explicit/tacit). Nonaka’s 

point of departure is the individual, through interaction and reflection of own and others experiences. Here 

tacit knowledge can be converted into explicit knowledge in order to pass this knowledge onto others. 

 

From these perspectives the project structure of videogame development creates space for creation of novel 

output by integrating varied forms of expertise from high skilled workers, which share explicit knowledge 

through face-to-face/on-the-spot mutual adjustment, and who are cognitively distant, is why videogame 

development can produce innovation. Thus, successful innovation in Videogame development, and probably 

http://www.thesenseofdissonance.com/papers.php
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in most PBOs, is characterized by the 3Ms - milieu (project structure), means (social interaction) and method 

(conversion of knowledge). This process can also be observed in and explained by communities.  

 

Communities are a manifestation of the knowledge-sharing nature of humans. Why communities are formed 

can be explained if we look at knowledge as being created by the individual by “carrying out tasks within a 

specific social group which helps them make sense of their world” (Newell et al., 2009, p170). Here it is the 

social context that shapes individual learning; people find it easier to share information with other people 

from same social practice. Looking at how these communities interact, three features for knowledge sharing 

within communities are identified. Mutual engagement: social interaction leading to trust and a set of mutual 

relationships, joint enterprise: shared norms and behaviour, and shared repertoire: shared stories and 

concepts related to practice. These features help to lower the barriers to knowledge sharing. 

 

Sense of community is in videogame development more important than other creative industries. Why sense 

of community is so important to game developers should be seen in light of their craft. “(...) I do a lot of 

social things around game development/work and that is pretty much what I don't miss out on, e.g. Game 

jams, game conferences, game festivals etc.” (Appendix C). At a ‘Game Jam’ you create and play games, 

show off your creations, compete against others and network. These game jam events provide community 

and at the same time build it. The other reason why sense of community is important is that game developers 

socialize very little in their free time if it is not game related.   

 

lvl 4.1.7 Social Networks 

Social networks provide vital conditions for the creation and sharing of knowledge (Newell et al. 2009). 

From a networks as communities perspective, these network communities are characterized as belonging to a 

social group, supporting ways of knowing, engaging shared identity, benefits from shared learning, 

increasing bandwidth through shared practices, grow through shared goals and identity, and have a closed 

structure. Focusing on communities when trying to understand networks and the knowledge worker, gives a 

wider understanding of not just who knowledge workers are and what they do but also of how the knowledge 

is created. “In many settings, the knowledge which is applied in knowledge work is as much a product of a 

wider community, as it is the individual worker’s own thought processes” (p.169). The policy implications 

are evident when it comes to fostering innovation, as development of  such networks communities can be an 

“important maneuver”, e.g. in terms of clusters and knowledge spillovers.  

 

There is not a game clusters as such in Copenhagen (Figure 2 Appendix A). The closest to it are the ten to 

fifteen companies under that same roof in Pilestræde, but these are not dependant on each other in any way - 
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there is no value chain to be seen as in e.g. the car industry where you have a tire company and other 

components that go into the making of a car. Coe (2013) argues that forging extra-local connections may be 

just as important as promoting local networking. He argues that especially a global production network 

(GPN) approach is a good way to explore the dynamics of the creative industries, because creative content, 

capital and creative talent are also traded and connected in global networks. This approach would be suitable 

for videogames.  

 

lvl 4.1.8 Comparison and Ending Remarks 

The games development sector in UK employs 9,000 highly skilled development staff, 20 per cent of whom 

are employed in London (UK Parliament 2013). In 2008 UK VGDs were hit by IT skill shortage which still 

is the case. According to the industry the reason was a fall in students taking computer science, math and 

physics university courses (computerweekly.com 2008) as well as a brain drain (UK Parliament 2013). 

Though the Danish videogame industry is rather small compared to UK, Denmark has to be careful not to 

run into a similar problems, which can lead to higher production cost and loss of already scarce investment.  

 

Apha Kerr has studies the games industry in 10 years, she is calling for a discourse of why the industry has 

problems attracting and retaining experienced staff. Focusing on workers rather than skills gives a different 

perspective - things like working conditions in the industry, remuneration, training and accreditation, could 

have something to do with the skill shortages she suggests (Zackariasson and Wilson 2012). Looking at the 

videogame industry in Denmark, working conditions seem to be acceptable and remuneration is good for 

those that do not work for free. However, training, which leads to experience, seems to be a problem area, 

betaDwarf has internships, but it does not seems to be a widespread practice to take in interns in videogame 

industry in Denmark, this could be due to finances as well as lack of time. Accreditation has just started to 

take form in the industry through e.g. awards. 

 

 

lvl 4.2 Chasing money mice 

The Nordic videogame market is among the seven largest, but less than one percent of games sold in this 

market are actually produced here and less than five percent of the titles contain one or more Nordic aspects, 

such as language production, control or ownership of intellectual property (IP) (nordicgameprogram.com). In 

this section I introduce and elaborate on the challenges the videogame industry in Denmark is facing and the 

opportunities they can draw upon. 
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lvl 4.2.1 Danish award winning games  

The Danish Indie game community is small but that is no reason to underestimate these Zelda warriors. 

Many Indie developers have already proven themselves with games like Limbo, Subway Surfers and other. 

What makes them stand out is not only the creativity and innovation they put out but also their values and 

company culture.  

 

What makes Danish games like Hitman and Limbo (Figure 3 Appendix A) special? Well, IOI has made other 

games, like Kane & Lynch, Mini Ninjas and Freedom Fighters, but it is Hitman that keeps the business 

afloat. IO’s game director Tore Blystad says “I think the combination of the assassin fantasy, game 

mechanics and freedom of choice makes the Hitman series the most original games we have made at IO” 

(IGN 2013 part 2). Balancing between a very controversial subject, killing for money, and great humour 

without compromising either of them was a big challenge, but the distinctive features of innovative 

storytelling, well-done graphics, artistic approach and technology development, as well as employees that 

enjoy creative freedom and a friendly and relaxed working environment where even the craziest 

development idea is considered, is one of the reasons why IOI continues to create and produce hit products. 

Hitman is basically for gamers that like complexity in their games, it is a specific group, not grandmothers, 

and it is rated PEGI 18 by the Pan-European Game Information (PEGI)2. 

  

Limbo is very different from other games. It peels off the layers of traditional video games by being 

simplistic in both its graphical style but also the play experience, meaning there are no energy bars, lives or 

screen buttons to push. The storytelling is very subtle and kind of harsh, but the game is not only for adults, 

kids can also play the game, even though it is rated PEGI 18. It is more the visual art that is harsh and 

appealing for adults but the game is still mysterious and interesting for kids. When the game was release 

through Xbox Live in July 2010 it received plaudits from critics, since then it has been awarded 77 different 

prizes, among them Game of the year and top honours for Technical Excellence and Visual and Outstanding 

Achievement in Sound Design (danishgameindustry.com 2013). 

 

Whereas Limbo is a made for Xbox Subway Surfers (Figure 3 Appendix A) is a game designed for mobile 

platforms iOS and Android and Kindle tablet. The game is result of a co-development between Kiloo Games 

and SYBO Games. It was released in June 2012, and a year later it reached 200 million downloads 

worldwide making it one of the three most played apps in the world (sybogames.com 2013). Subway Surfers 

is surpassing Angry Birds in the app stores.  

 

                                                           
2 The Pan-European Game Information (PEGI) age rating system was established to help European parents make informed decisions 

on buying computer games. www.pegi.info 
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Why are these games successful? Hitman offers impressive gameplay and visual aesthetics made possible by 

powerful game engines. But it is the creativity more than the technology that make these games successful 

(Zackariasson and Wilson 2008). Hitman came up with something novel, freedom of choice. In the case of 

Subway Surfers, and Limbo the popularity comes from the game being simple to play as well. Like casual 

games from the 80’s like Donkey Kong, Super Mario, etc., it is playing what is interesting and what matters 

the most, better graphics faster processors and networking come second (Wesley and Barczak 2010). So it is 

not so surprising that we see this trend resurface. Limbo is based on the same commands as Super Mario and 

Subway Surfers has even fewer, anyone can play the game.  

lvl 4.2.2 Danish Style 

Denmark is becoming famous around the world for creating computer games with innovative stories and 

simple gameplay. This comes from the different tradition in storytelling and also visual arts. The visual style 

is more Nordic and drastic and can maybe best be seen in Lars Von Triers movie Antichrist (2009), whereas 

storytelling has a long tradition, e.g. in H.C. Andersens fairy tales which were both bold and original and 

with an appeal to the audience's emotions. 

 

Some critics within the games industry tend to say that games will never become a storytelling medium, but 

the big players from the games industry are only recently looking into this pool of possibilities. The games 

industry is still young and over time they will learn to master storytelling like moviemakers have done. One 

of them, Guillermo Del Toro, who has made movies like remake of “Don't Be Afraid of the Dark” and the 

newer sci-fi "Pacific Rim” To me, videogames are a huge component of genre filmmaking in the future. But 

for the next big step for genre storytelling, videogames will be a major component” (indiewire.com Aug 22 

2011).  

 

One of the success factors is that Danish game designers know how to limit themselves. Things like only 

using black and white or few commands makes it challenging but it opens up the creative pool and thinking 

outside the box. From the Danish Games Industry themselves the message is that storytelling is a Nordic 

tradition which is strongly anchored in many Danish games. A new generation of Danish game developers 

are inspired by fragments from famous Nordic writers such the works of Hans Christian Andersen, Astrid 

Lindgren and Stieg Larsson (Interactive Denmark 2013). 

 

I asked Simon Løvind about the strength of Danish videogames compared to others. He told me that the 

games in themselves are very variable, and that there is nothing that gathers them, aside from Danish features 

in some games, there is no specific Danish style or content perspective to speak of. 

 

http://www.indiewire.com/article/interview_guillermo_del_toro_part_i_videogames_transmedia_and_why_he_public
http://danishgameindustry.com/industry
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lvl 4. 2. 3 Difficulties for Danish videogames  

Since the computer game industry is a young business, there are not many leaders with a long experience of 

making successful games. There are not many success stories on the iOS platform e.g. although there are 

many talented people in the Danish videogame industry, the talent pool is not big as it should be. The 

questionnaire shows that almost all agree that Danish videogames have in fact no real strengths compared to 

games from other origin. The videogames made in Denmark are only somewhat interesting, there is no 

AAAs to pull the industry forward and not much good Indie work either besides the earlier mentioned few 

success stories. “I think most Danish video game companies are not trying to explore a particular Danish 

strength but are copying boring mainstream qualities instead - sometimes pretty successfully. If I should 

point at something that is internationally recognized as unique Danish it would physical digital games that 

put the attention on the players not the TV”, said a Creative Director (Appendix C). There is also a lack of 

specific educations across the country but at least Norddjurs Municipality is going the right direction to 

attract new people to its biggest city Grenaa where there is a 2D school on its way in addition to the many 

other game related educations there.  

 

Nordic Game Program (NGP) 

In order to secure a Nordic alternative to foreign games the Danish government supports the Nordic Game 

Program under Nordic Council of Ministers which is an official inter-governmental body. This co-operation 

has been around since 1971 and includes Denmark, Sweden, Norway, Finland, Iceland and later Greenland 

and Faroe Island.  

 

According to NGP there are several factors why it is difficult to develop Nordic videogames.  

A. Domestic markets in the respective Nordic countries are small 

B. The value chain is time consuming.  

C. Development costs and risk.  

D. Acquisitions from international publishers. 

 

I will in the following only focus on Danish videogames and market. 

 

A. Domestic markets in the respective Nordic countries are small 

The Playdead team said “There's actually very little market in Denmark, we’re anticipating that less than 1 

per cent of our revenue will come from in-country” (nowgamer.com 2010). The size of the Danish market 

means research of bigger markets like USA and Japan cannot be applied directly as the physical and cultural 

distance is vast. Danish developers will have to reach for international markets, and seek financing and 
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contracts from foreign publishers (Zackariasson and Wilson 2012). Although, this could have an influence 

on where IP goes, some of the IP-cake will for sure go abroad as well. 

 

The whole idea of producing Danish games to a Danish, or even Scandinavian market, is not sustainable. As 

Simon Løvind says: “I believe it would be extremely sad and completely outdated to narrow the perspective  

to Danish game for Danes.” The Nordic Game Program will in this sense, only give meaning to videogames 

produced to children or for educational purposes within national borders, as long as “choose your language” 

is on the menu screen of these videogames.  

 

 

B. The value chain is time consuming.  

The value chain shows the process a videogame moves through from idea to shelve, with the different 

gatekeeping taking place (Figure 4 Appendix A). The first gatekeeper, and maybe the most crucial is the 

money holder e.g. bank, state, publisher or private investment. Second gatekeeper is internal, whether or not 

to move to production. Unless the game is being developed for a publisher, which in this round can decide to 

drop the game, the third gatekeeping issue might be to find a willing publisher and so on. Gatekeepers, such 

as publishers and retailers, have a lot of power and get to decide which games make it and which do not - or 

at least they did before Direct Distribution. Retailers, as in the supermarket, decide where your game is 

placed. Some shelves are more expensive than others and you want the ones where your game will be seen. 

Usually a publisher has agreements with distributors and retailers, or owns them. 

 

 Nowadays, a videogame developer can avoid having a physical product, money can be obtained through 

state grants and Kickstarter3and videogames can be distributed directly to consumers. Like BetaDwarf, many 

VGDs have a strategy for avoiding 1-2 year long development periods, they develop small solid packages 

with added patches and later downloadable content if the community likes it (BetaDwarf 2013). Especially 

Indie developers can easily skip the gatekeepers and deliver the game direct to consumer via digital 

distribution. This direct distribution lowers production costs.  

 

C. Development costs and risk.  

Why development cost are big can be explained using $60 (€45) console game purchase price as an example 

(Table 2 Appendix A) - which is an average price for AAA titles. Only 45% of the costs are associated with 

development the rest is the cost of the path to reach the consumer. In comparison, Indie games cost about 

$20-25 (€15-18).  

                                                           
3 Kickstarter is full of projects, big and small, that are brought to life through the direct support of people. Project creators set a funding goal and 

deadline. If people like a project, they can pledge money to make it happen (kickstarter.com 2013).  
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Consumers’ willingness to pay a premium price determines how much a game will cost, but it is Playstation 

and Xbox who in reality set the prices -with each new console the development price increases. Developing 

for Xbox 360 and Playstation 3 was estimated around $10 million (€7.4 million) double up from their 

predecessors (wikia.com), and with Xbox One and PS4 due to launch Christmas 2013, one can only assume 

this figure will go up, resulting in a $70 price for AAA titles. Next generation consoles are rethinking their 

business models, Xbox One is said to be a development kit in itself charging a fee while PS4 is offering its 

development kit for free the first year (polygon.com 2013), and with the self-publishing service which gives 

developers more creative freedom it looks like Indie developers are being spoiled this time around. Nintendo 

Wii might be on its last breath with the new Wii U not selling as anticipated and publisher Electronic Arts 

(EA) stating that it will not develop any games for the console (thediplomat.com 2013).  

 

EA predicts a 10% rise in development cost but not in consumer costs (develop-online.net 2013), others 

believe that development costs will remain the same the next two years (Gamasutra.com 2013). Big projects 

lead to big crew which leads to high cost. Companies might find a way to be more innovative and reduce the 

size of their teams. If the prices do go up, Indie games will become even more sought after, not all gamers 

want fancy graphics, it is the gameplay that is more important. 

 

The biggest problem for the Danish game developers is the lack of investors who know about computer 

games and are willing to inject money into the industry. The challenge is to convince potential investors that 

you can come up with a successful product. It is an evil situation where you have to have developed a 

successful game in order to get the funding that is needed for developing a successful game. In the report 

Attraction of capital and optimization of marketing opportunities for game production (2011) by Ministry of 

Culture and Ministry of Business and Growth one of the explanations for the lack of investment in 

videogames is attributed to the videogame industry being young and consisting of many small companies. 

Many of the companies are run by relatively young entrepreneurs that do not have the necessary startup 

capital from other companies or assets to invest in the development of their business. One of the things 

identified in the report that could help the Danish games industry beyond the ‘investment immaturity’ 

alleged in the report are improved consulting and guidance. 

 

Because of lack of willingness to invest, many talented developers are forced to seek opportunities outside 

Denmark, says Uffe Elbæk. Each European country, and Canada too for that matter, try to set up support 

schemes so that the production is placed home, but Denmark is a small country and cannot do it all, he says 

admittedly. Lack of risk capital is the first barrier that prevents Danish VGDs from moving forward, the 

second is the high wages. In Denmark developers expect a high salary and reasonable world conditions 
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which is in contrast to the industry in other parts of the world where it is the passion for game development 

that drives them (xpmagazine.dk 2012). 

 

Cross-platform licensing helps reduce the risk of not being able to recoup high development costs from sales. 

Game engines can limit costs, but poor developed engines can cause a game to fail (Haze). Today there 

seems to be a shift towards casual games. They are cheap to produce and that makes it affordable to take 

risks, resulting in inexpensive casual games coming from small developers. These titles are in many cases 

more innovative than big budget ones. Large development companies set out to make a profit and they 

develop a strategy around that goal, while small development companies base their strategy around creativity 

(Wesley and Barczak 2010).  

 

D. Acquisitions from international publishers.  

Hitman 6 is rumoured to be produced in Montreal Canada. IOI just opened an office there this year, I asked 

my contact in IOI about the subject in mind, but he could not make any statement and just referred to a 

number of blogs and articles on the matter. Professor Jon Sporring from Department of Computer Science at 

Copenhagen University did say “the talent pool is great here and wages are also relatively low. I know that 

people who are doing testing and language versions get around 12 CAD per hour here” (Appendix D). What 

does this mean for IOI and what does it mean for the Danish game industry? IOI just fired 100 employees in 

June 2013 cutting down the number by almost half (mx.dk 2013). The reason is that the company would like 

to solely focus on Hitman, but the opening of the office in Montreal tells me otherwise. Perhaps IOI will 

move the whole office to Montreal or just keep the talent part in CPH, this remains to be seen. What is 

interesting is that while the Danish games industry is evolving, the jobs are going out of Denmark, the 

employees fired at IOI might start new companies and contribute to a wider growth in the industry. 

Alternatively they might emigrate taking with them knowledge and experience gained over last many years 

working for in reality the only AAA company in Denmark.  

 

lvl 4. 2. 4 Opportunities for Nordic games 

The questionnaire suggests that the Danish videogame industry is not yet as advanced as the Swedish and 

Finnish (Norway is not mentioned) but it is on its way, and with many startups in Denmark the industry 

could take a lead in the near future.  

 

Welfare state 

The difference between Danish developers and American developers e.g. is that “Denmark has a high social 

system where one dares to throw himself in this sort of thing” (Simon Løvind). While being a fulltime 
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developer can be hard if no funding is available, there are loopholes in the Danish welfare system which help 

young developers to work on their game as if they were paid to do so. The first loop is the state grants (SU) 

system that supports students while they are under education. While on SU, many use their free time 

developing on a hobby level, a part time job, or even start a small business with friends and make games.  

The other loop is welfare benefits given to the unemployed. Many work on their game while receiving this 

welfare as it is not considered a paying job. Some might even try to deliberately stay on welfare in order to 

work on their game, this way they have the time and income they need. For others it is not that simple, and 

so state grants are important. But can the industry be on its own or does the state have a bigger role to play? 

The questionnaire shows that many feel the videogame industry in Denmark can be self-sufficient and should 

be so and that government funding gives meaning and is needed when projects are experimental and risky. 

Besides that, more funding should go to startups. “Early stage financing has been a fucking nightmare for my 

company - there seems to be a shortage of accessible tangible resources/funds for startups. By 'tangible' I 

mean equipment/office space/tax subsidies (...)” (Appendix C). This is actually not only a barrier for game 

development startups but for startups in general. To get this capital and the right knowledge from the outside 

could make a difference whether a company will be successful or not.  

 

 

Financing 

Løvind says that the needs of Danish VGDs are first and foremost financial, both pre- and especially post 

demo where investments are needed, own or from 3rd party. Videogames have the same problem as the other 

creative products, namely that the traditional banks do not understand their ‘value’, they do not possess the 

knowledge for it, says Uffe Elbæk. When ‘value’ is addressed from outside the field, and takes place within a 

broader, economically dominated discourse with demands made for the creative industries, either 

individually or collectively, to demonstrate their ‘value’, is when difficulties arise (Throsby 2001). The lack 

of knowledge, technology or creative companies result in that banks only look at business plans and whether 

there is anything they can take mortgage on as an important parameter for loans. On the other hand, a 

business plan and production skills go most of the time hand in hand. If you cannot write a good business 

plan then other parts might suffer like running a project, making agreements, hiring workers etc. Most have a 

person of the team that has an interest in these things, but there are some who do not, who just want to be 

“nerdy” and do not care about markets and customers, they just want to make games (Simon Løvind). 

 

 

Work-for-hire 

VGDs can be self-financed by doing work for other companies. Cunningham (2013) mentions how New 

Zealand’s ‘Better by Design’ program has a broad-value notion of design across the economy in mind which 
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has been adapted in design strategies in Queensland as ‘Ulysses: Transforming Business through Design’. 

The key strategy is to stimulate growth on the demand side. A policy like this in Denmark would move focus 

away from the overemphasised discourse on how to upgrade commercial skills of creative workers, onto a 

business-to-business input focus on how investors can benefit from investing in videogame development and 

creative businesses in general, this may stimulate growth on the supply side. According to Simon Løvind, not 

many VGDs in Denmark have a B2B strategy. 

 

 

Creativity vs. Money 

Whether creativity or money is more important, is perhaps the same as asking if food or water is more 

important. If there is no time or no money there is no creativity. According to Simon Løvind, the funding 

from Spilordiningen ensures that the developers keep their creative freedom and IP rights as long as possible. 

He refers to PressPlay under Microsoft who said after the acquisition that they never had so much creative 

freedom. There is freedom in ownership, and freedom in being in control, but on the other hand there is not 

much freedom in spending all your time chasing money. “The wise investors do not delude themselves that 

they understand games better than the developers, they do not dictate what form they should take”, he says. 

Some respondents of the questionnaire said money is most important – “simply can't do that anymore”, while 

others though both were important - “The true question is how much?” (Appendix C Q16-1 +Q17-1). All 

respondents except one do not mind tipping the scale towards money in some degree. Even though many 

Indies make games for fun and for creative expression, many others do want to make a living, and especially 

in Denmark where there is a good balance between those two.  

 

lvl 4.2.5 Indie Town 

So who are the entrepreneurs of the videogame industry? In the question who is going to move the 

videogame industry in Denmark forward, the questionnaire results agreed with preliminary observation 

research (Appendix B) that it is the Indie developers that will dominate and that AAA development is as 

good as dead. Although AAAs allow for professional training and experience, it will be a while before 

Denmark gets another AAA developer on the scene. Copenhagen has many Indies that are inexperienced and 

learning by doing. The Indies might not push the industry forward as a respondent suggest, at least not 

financially, this will most likely be done by all the companies that lie between AAAs and Indies, but Indies 

will push the boundaries with creative and innovative games. The Indie community in Denmark is very 

active and there seems to be a shift from thinking products and markets to thinking “meaning” and 

“expression”. When speaking to some people in the community I had a feeling that many were anti-corporate 

and against profit organizations like Danish Producers Association.  
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Epona Schweer helped grow Sydney's local game industry into a thriving scene for independent developers. 

She researched the development and business models behind successful indie games like Super Meat Boy, 

Braid, Minecraft and Limbo, trying to find out what their developers did right and what core principles were 

crucial to adopt. She found that those hit games had two things in common: 

● They all explored something completely new in terms of game development. From design to tech to 

business model -- it all grew from and supported a totally original idea. 

● They were actively contributing to and engaging with their communities -- openly sharing methods, 

techniques and ideas with other developers and players alike. 

 

Measure of success of the Indie community in Copenhagen will be on the number of game developers going 

Indie. This means that developers need to be self-publishing without any help from investors/publishers, they 

need to have a customer pool and grow sustainably. This can be achieved by encouraging a culture where the 

focus lies on original ideas and where knowledge and techniques between developers is shared openly. The 

development community in Copenhagen already has a lot of workshops and speaking events and an open 

celebration of success, which reflects practices of thriving game development cities around the world. Yet 

the focus of those should be developer-to-developer and not mainly from management-to-developer. 

Schweer also suggests that “workshops need to be deeply integrated in the culture of the city, and not 

dependent on any one person or group to keep running” for community growth to be self-sufficient.  

 

4.2.6 Comparison and Final Remarks 

North America (NA) is the largest producer of game titles and home to many publishers. In the NA 

videogame industry artists constitute 70-80 % of the development team. Indies are small teams with 

interdisciplinary skills and multiple roles and the number of independent game development studios, which 

are autonomous game development studios is shrinking. Many successful VGDs are either acquired by a 

publishing company or themselves become publishers. Many states in North America offer various subsidies, 

in the form of tax incentives, but this benefits large companies only. Lobbying in US and Canada is common. 

The Entertainment Software Association (ESA) lobbies for videogames in areas such as IP rights and 

government censorship of games (Zackariasson and Wilson 2012). Danish Producers Association (DPA) is 

an association of Danish TV and Film producers and game developers. It is both a trade association and an 

employers' association and has 14 members out of 84 game developers. It seeks to gain political influence, to 

promote members interests in relation to copyrights and to provide legal advice and labour agreements 

(though not for the game developers) (DPA 2013). DPA could be regarded as a lobby institution, but it 

represents many other producers as well whose production needs may be similar but are different than that of 
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videogames. The videogame industry in Denmark needs to organize itself to meet future challenges such as 

workers’ rights and hours. Besides writers, who are covered by other unions, there is no union at the moment 

catering to the needs of programmers, animators, designers and so on. 

 

UK game industry is in decline with shrinking revenues and employment. Despite being third on market 

share of US and UK market, and second on European market, the UK is now fifth, behind Canada and South 

Korea. The UK has talent, strong local market, strong industry associations, and geographical position, but it 

also has limited access to finance and its games have little appeal outside its home market, it has poor profile 

in the investment community and government offices. Also increased competition for workers and fear of 

losing them to other countries dominate the industry. Skill shortage may lead to increased wage costs. UK 

policy discourse from 1990s, focused on creativity and IP creation but in practice it is often reduced to a 

discourse of IP ownership, skills and nation branding. UKIE is a publisher association which lobbies against 

games being socialized as "cultural products". Discourse of the ‘creative industries’ is premised on 

entrepreneurship and IP generation and was initially seen as a way to move away from the public subsidies 

and support which had been associated with traditional cultural policy (Zackariasson and Wilson 2012). 

 

When it comes to subsidies, state of Quebec, Canada, offers a 37.5% rebate on top of federal grant schemes, 

state of Gorgia, US, 20% tax refund, and France 20% tax credits on certain types of games productions 

(Zackariasson and Wilson 2012).  

 

There are areas where Danish VGDs stand out. Compared with US, the Danish development teams are made 

of mostly of programmers and game designers, only few artists, and Danish Indies have rapid development 

and prototyping mentalities. Compared to the situation in UK, the Danish home market is small but the 

appeal for Danish produced games is high. Skill shortage is a problem in Denmark as well (as mentioned in 

previous chapter). The small subsidies the videogame industry receives show a lack of seriousness compared 

to the support schemes in the above mentioned countries, but Denmark could fund trade missions to other 

countries, attendance in trade conferences and fairs, and training initiatives. This is important because 

international distribution rights are bought at trade fairs. It is also at these trade fairs that international critics 

and other gatekeepers will learn about the new products. 

 

 

lvl 4.3 Home is where my work is 

The experience economy is growing and the consumers want more experiences. Inhabitants in Denmark and 

the West have their biological and psychological needs covered, they also live in a country that provides 
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safety and security and now they want to be entertained and experience new interesting things. This gives 

opportunity for growth in the experience economy but also for competition. In this section I investigate the 

city of Copenhagen and its ability to attract and sustain creative talent, herein the talent working with 

videogame production. 

 

lvl 4.3.1 Urban development and creative class 

Professor Jon Sundbo, Roskilde University, writes in Experience Economy and Regional Development 

(2008) that the experience economy primarily is a big city phenomenon (e.g. Copenhagen and Aarhus). 

Copenhagen is known throughout Denmark to be the place where culture thrives, where all the big cultural 

and entertainment companies are, e.g. film and TV productions, and technology companies, among them 

game development. Many new companies in these fields are formed in Copenhagen due to supporting 

industries but also because their founders stem from universities and institutions from the capital region, i.e. 

IT University of Copenhagen, Technical University of Denmark, Copenhagen University and Copenhagen 

Business School, to name a few, and because they prefer to be around like-minded peers, (bohemian), and 

cultural diversity. Size does matter as big cities are well connected to the world in means of transportation. 

Copenhagen is especially well situated geographically with flight connections to big international cities 

(Paris and London 2h, Berlin and Oslo 1h) and rail (Stockholm 5h:11m, Hamburg 4h:32m). The Øresund 

Bridge also makes travel time to Malmoe easy in about half an hour (same travel time by train) and places 

Copenhagen as a gateway to Sweden, Norway and Finland for all European tourists travelling by car or rail.  

 

Having a thriving experience economy has been linked to the creative class. Florida (2002) defines the 

creative class as three types of job functions: Bohemian, entailing artistic forms of creativity (e.g. artists, 

designers and writers); creative core functions, entailing mostly technical creativity (e.g. researchers, 

engineers and doctors); and creative professional functions, entailing creativity in a generic and managerial 

sense (e.g. managers, finance people and lawyers). In the theory, the creative core has the highest skill levels 

and accounts for most of the innovation created by the creative class. Game development competences 

scatter across these three job functions. The manager can be a creative professional, the programmer belongs 

to the creative core and the 3D artist is Bohemian, in theory. But what exactly does a 3D artist and canvas 

artists have in common? Because of the technical complexity involved in videogame development I consider 

all job functions, with exception of manager, belonging to the creative core.  

 

Research has been done on the impact of the creative class in Denmark (Lorenzen and Andersen 2005, 

2011). The creative class often is clustered in big cities, and is attracted to places with certain qualities, i.e. 

cultural richness and diversity and tolerance for social and cultural differences. When the creative class 
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moves to a city, they will create and attract businesses because they are creative and innovative. Thus, the 

city will grow in population and wealth according to theory. Testing Florida's key arguments for the presence 

of the creative class and economic development, i.e. the 3Ts (Technology, Talent and Tolerance) Lorenzen 

and Andersen found that “in 2004, cities’ presence of the creative class correlated significantly and strongly 

with prosperity, and moderately with technological intensity. However, the correlation between cities’ 

presence of the creative class and industrial activity was very weak” (Lorenzen and Andersen 2011, p.127) 

One reason might be a lack of understanding for business side of creativity and entrepreneurship, and lack of 

workers with a cross-disciplinary skill set, such as engineers with project management experience, artistic 

creatives with a financial expertise or creative professionals with specialized technical skills. Another reason 

might be the lack of economic support for some creative businesses because of greater risk of failure. 

 

There is a lack of ethnical diversity in Copenhagen but it is offset by other qualities such as efficient 

transport infrastructure, good housing and attractive design and architecture (Lorentzen and Andersen 2011). 

Despite its modest size and cultural homogeneity Copenhagen is surprisingly competitive when compared to 

its neighbours like London, Paris and Hamburg. Their study shows that “already today, the risk of congestion 

and the erosion of generic public services compared to provincial towns adversely affect the attractiveness of 

Copenhagen and Aarhus to some members of the Danish creative class” (Lorenzren and Andersen 2011, 

p.131). These generic public services, such as health care, child-care and elder care, are issues that policies 

on attracting the global creative class fail to address. Despite the fact that the videogame industry in 

Denmark consists of many singles, at some point they will settle down and these issues will have an 

influence on where.  

 

Florida does not define tolerance in his 3Ts, but what emphasis the Danes put on it is explained by Sanaz 

Babaiasl4, a MA student in Sociology at Copenhagen University. She thinks individuality is a high priority 

among Danes but a different kind of individuality. The aim is to show tolerance to an individual by 

acknowledging their individuality and respect their freedom of speech. The Danish Ministry of Integration 

stated that a diverse society can be enriching but it also poses a major requirement of open-mindedness, 

openness, equality, acceptance, respect and trust. This requires that there is adherence to and acceptance of 

the fundamental core values that everyone - regardless of cultural background - must cherish. Values such as 

respect for freedom of expression and the individual freedoms and personal integrity (Regeringen 2005). To 

this Miss Babaiasl comments, “Concerning Danes’ own perception of Tolerance, they seem to be highly 

aware of the freedom of speech and the essential value of implementing tolerance in all circumstances in 

order to provide space for everything new and enriching, but from an outlook it seems like a paradox as these 

fundamental rules are only applied on others social groups, which are inclined to be a part of the bigger 

                                                           
4 Interview June 17th 2013 
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social system in Denmark.” Danes consider themselves as the most tolerant people on the planet, but the 

above statement sounds like it is the non-Danes that should acquire these values and not so much that Danes 

should open up the mental sphere for new values or values that non-Danes have. Again, this brings me back 

to the caveman mentality and the homogeneity that exists in Denmark, which again explain the use of 

assimilation policies over the past decades. 

 

Lorenzen and Andersen measured tolerance as well. “Concerning tolerance, cities’ presence of foreign 

nationals, as well as social inclusion of non-western immigrants, both correlated weakly with their 

subsequent growth in the creative class, while the correlation between cities’ share of bohemians in the 

labour force and subsequent growth in the creative class was moderate” (Lorenzen and Andersen 2011 

p.128-129). I am not sure if this is a true statement or a wording mistake. Why “their” (foreign nationals and 

non-western immigrants) growth in the creative class would be measured is a puzzle, it is “their” presence 

that should correlate positive or negative to the growth of the creative class.  

 

The moderate correlation between cities’ presence of the creative class and technological intensity and the 

moderate correlation between cities’ share of bohemians in the labour force and subsequent growth in the 

creative class suggests that Florida’s first and second T, technology and talent, is questionable but it does not 

disprove the need for it. In contrast, the weak correlation of cities’ presence of foreign nationals, as well as 

social inclusion of non-western immigrants implies that the third T - tolerance - is not a factor in arguments 

for the presence of the creative class and economic development, in Denmark, which can be explained by 

Danes’ view on tolerance above.  

 

lvl 4.3.2 Comparison and Ending Remarks 

The creative industries were not the only mark of the 1990s; creative cities also had a comeback in cultural 

policies. “The concept of the ‘creative city’ grew out of ‘cultural quarter’ policies, fusing it with tourism, 

‘flagship projects’ such as festivals, and a more general concern with city planning in the name of ‘quality of 

life’” (Hesmondhalgh and Pratt 2006, p.6). This is where cultural clusters took off with the idea of using 

culture and arts as regeneration strategies. Policy discussions of the benefits of creative clusters include 

place-marketing, stimulating a more entrepreneurial approach to the arts and culture, encouraging innovation 

and creativity, finding a new use for old buildings and derelict sites, and stimulating cultural diversity and 

democracy. Hesmondhalgh and Pratt ask whether this is a genuine cultural advancement, or another 

‘fictionalization’ of culture; or even a new mixture of the two.  

 

https://drive.google.com/?usp=chrome_app#folders/0BwzfgEpqtvQIV0VORUh1WWNOYWM
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Seoul, South Korea, has taken their development strategy to a new level with a whole newly built area in 

2002, Digital Media City, devoted to everything that is modern and hi-tech, where the public places and even 

the buildings are covered in art. Every second year the city of Seoul hosts a public cultural biennial which 

seeks to integrate the revolutionary worlds of new technologies and contemporary trans-disciplinary art 

(mediacityseoul.kr). Hesmondhalgh and Pratt (2006) need not to ask again, Seoul is an example that a 

mixture of cultural advancement and fictionalization is possible. The entertainment industries here, including 

the videogame industry, has been showered with money by investors, introducing professionalism and 

accountability (Kean 2004).  

 

Copenhagen has become part of larger strategy that includes the whole Øresund region. The policy 

(Kulturaftale 2012-2015) includes Danish Ministry of Culture and 27 Danish municipalities (1,7 million 

citizens - about 3 million including Swedish Skåne region) in what is called KulturMetropolØresund which 

will promote a closer cultural collaboration between the 27, which does not exist today, and Skåne, and 

compete with the larger city regions in Europe (KUM 2012). Two of the six focus areas are ‘events and 

festivals’ - the policy recognizes that events and festival provide a varied culture life, regional identity, 

international relations, experience economy potential and support creative industries, and ‘creative growth’ 

which is a marker that creative industries are not forgotten in the economic perspective. Focusing resources 

in a wider area and not in the centre alone - neglecting local areas, could help bridging the big gap between 

rich and poor.  

 

 

lvl 4.4 Creative governments 

The ideas behind experience economy are also in Denmark influencing public cultural policy and 

government funding for culture. In year 2000 the Danish government began looking at the possibilities of 

cooperation between the cultural and the commercial, and in 2003 it began to strengthen the synergy between 

culture and commerce by creating better framework for innovation, access to knowledge and development of 

competencies, and incentives for commercial cultural production. In this section I look at the policy set for 

videogames, and creative industries in general, and the role of the government plays. 

 

lvl 4.4.1 Role of the government 

Should the government subsidize game development? “I believe that the government should support 

entrepreneurship and not industries. It is impossible to predict where the good ideas come”, said Professor 

Jon Sporring from Department in Computer Science at Copenhagen University. Government subsidy helped 
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the U.S.A. become leader in the arts. When you say Hollywood and Broadway you know where it comes 

from. Denmark supports its arts as well, but chooses to focus on already established creative industries, 

which was criticized in the Danish newspaper Politiken by the IT and culture spokesman Michael Aastrup 

Jensen. It looks like the Danish government is making the same mistake as Nintendo did in 1990’s by relying 

on already successful technology (fashion and design) instead of introducing new (interactive entertainment).  

 

I asked Uffe Elbæk why already established creative industries have been prioritized in Vækstplanen. 

Carefully composing his answer as if he did not want one industry to appear more important than the other, 

he said that the government looks at where the biggest growth is and make their conditions for growth even 

better, e.g. the fashion industry. The videogames industry is an emergent industry in Denmark and thus not 

so ambitiously prioritized as in Canada e.g., on the other hand Canada has had to prioritize it as well he said. 

Film as an art form has a longer history than videogames and weighs heavily, and the glamour that follows is 

not to be underestimated. Films are big business and exposure whereas videogames are still young and do 

not have the traditions and big institutions behind them. Elbæk believes that in 5-10 years there will be a 

shift in status of videogames, the question is whether Toronto will reap the fruits or if Denmark could have 

done it.    

 

In 2010 when the Ministry of Culture presented the Film Agreement there was still a positive outlook for 

videogames. The agreement states that that videogames have created a union culture in Denmark and that it 

is therefore important to create a Danish alternative to foreign games which dominate the Nordic markets as 

many Danish games have shown potential in competing with these. On this basis the government will 

continue the state grants for videogames that are aimed at children and youngsters (Filmaftalen 2010). Not 

many understand why video games are in this agreement and why DFI are placed as administrators of the 

earlier mentioned state grants called Spilordningen. Spilordningen provides support for idea development 

and project development for games for children and adolescents. The scheme comprises a total of DKK 20 

million during the contract period which is set to 2011-2014 in the Film Agreement (ibid). The funds are 

allocated two times a year and application deadline is spring and fall. Applications are reviewed and awarded 

by a game editorial consisting of editor Simon Løvind, DFI, and the two external editorial board members 

Thomas Vigild, chairman of Danish Game Council, and Chris Motte, Deadline Games (DFI 2013). 

 

According to Løvind, different parties have different interests and reasons for supporting the videogame 

industry. For Computerspilzonen/Interactive Denmark5 it is about jobs, for DFI it is about getting a rich 

                                                           
5 Computerspilzonen is an experience zone subsidized by The Business and Growth Ministry and Growth Forum Capital Area. Its purpose is to 

support Danish game developers in growth by education, knowledge sharing, business development and export promotion and more. The support is 

on the entrepreneurial front and not development, production and distribution. The project is owned by Danish Producer Assosiation (DGI 2013).  
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gaming culture and for CAT Science it is about creating growth. The choice fell on DFI as it was the most 

suited choice at that time - DFI was the only institute that had experience with similar production. But DDK 

20M (€2.7M) is too low. This has two consequences. One is that not enough VGDs meeting the criteria for 

funding can receive it, and the other is that funding for some productions stops too soon, e.g. learning games 

and games for small children normally for the local market which have very little probability of receiving 

financing from investors or publishers. Løvind says that the reason why only about a quarter of the 

applicants receive funding is not a matter of bad ideas but of prioritization (Table 3 Appendix A). “The 

alternative is to spread out the money on more projects and thereby indirectly help them fail”. Løvind does 

not believe the videogame industry in Denmark is mature enough to receive DDK 300M (€40.2M), but he 

does expect the fund to grow in the future. He feels that the fund is completely undersized at the moment 

compared to the other efforts because Spilordningen is the only fund supporting the production phase. More 

money is needed in order to meet expectations of something culturally challenging in games, beneficial to 

society and commercially attractive. 

 

CEO Niels Jørgensen, IOI, also does not understand why there is so little support for the video game industry 

in Denmark. "It's a mystery that we spend half a billion on films when we spend so little on computer games" 

(IGN Denmark 2012). Films get a larger share of the money pie, and although games bring in more money, 

the value is measured on other criteria like tourism, prestige and culture. The problem could lie in the 

government viewing games as “play” and only as a tool for educational purposes, and not so much as 

cultural export media. On the webpage for Spilordningen it states “Spilordningen har til formål at støtte 

udviklingen af digitale spil til børn og unge”, which means that the purpose of the scheme is to support the 

development of games for children and adolescents. “I believe that definition should be removed as soon as 

possible”, says Løvind. In his opinion the definition expresses two things, it takes into account children that 

do not speak English, which is fair enough, and the other is an outdated belief that games are something for 

children. This definition has also been used in the report about the growth potential of the Danish video game 

industry from The Danish Agency for Culture published in 2005, and the Filmaftalen agreement 2010. 

 

According to Løvind, there needs to be “value chain” thinking in this area. The public sector is involved in 

videogames on many levels, on the education front with DADIU and other universities, followed by those 

who support startups, combined with DFI production support, followed by Computerspilzonen/Interactive 

Denmark, and Shareplay which is a mix of local and EU funds, adding CAT Science, Væksfonden and The 

Market Development Fund could also be implemented. There should be unity among all of these.  
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lvl 4.4.2 Denmark at work 

The UK government defines in 1998 the creative industries as ‘those activities which have their origin in 

individual creativity, skill and talent and which have a potential for wealth and job creation through the 

generation and exploitation of intellectual property’(DCMS 2001). In 2000 the Danish government defines 

“cultural industries” as “companies within or related to the fields of music, theatre, book production, visual 

arts, film and video, print media, radio and television, architecture, design and toys / amusement parks” 

(KUM 2000). Videogames were placed in the last category and the only mention of videogames was that 

they constituted a dynamic growth area which had potential to be bigger than the movie industry revenue in 

the theatres. At this time there was no official financial support for videogames, only from the development 

fund within Ministry of Culture. Seven years after it was the “experience industry” that dominated (KUM 

2007). Videogames were recognized as experience products and Computerspilzonen was established as well 

as New Danish Screen (Spilordingen as of 2011) with a DKK 12M pool (€1,6M) in the period 2007-2010 

which was a “talent development program” (kapitalrejsen.dk 2010).  

 

Finally videogames received attention in Filmaftalen 2010 stating that videogames were an important 

culture-bearing media for children and youth and that there was a wish to support Danish videogame 

industry with DKK 20 million in competing with foreign games. Danish Ministry of Business and Growth 

and Ministry of Culture and Ministry of Foreign Affairs were to come up with various models on how to 

attract more capital and optimize marketing opportunities for game production. Instead the result was a 

vague conclusion that the videogames industry needs to become more investment mature if access to finance 

is to be strengthened. Furthermore, it is stated that relatively few companies in the digital creative industries 

are able to establish viable business models and achieve commercial success (DMC 2011). The conclusion 

was that the government probably could take action, but that the companies themselves and new 

entrepreneurs should drive the development.  

 

2013 marks the era of the “creative industries” formulated in ‘Denmark at work - Growth plan for the 

creative industries · design’ (MBGD 2013). The Danish government uses the UK definition of creative 

industries to delimit the creative industries in Denmark, which goes: “The creative industries in Denmark 

amount to a wide industrial area and comprises a total of 11 branches: architecture, books & publishing, 

design, film & video, content creation & computers, arts & crafts, music, fashion & apparel, furniture & 

interior, radio & TV and advertising (EVM 2013). From 9 cultural industries in 2000 to now 11 creative 

industries, it is apparent that content creation & computers, fashion & apparel and furniture & interior are 

‘in’ and theatre, visual arts and amusement parks are ‘out’. This marks the shift in focus away from cultural 

industries towards creative industries as well as change in ministries from Ministry of Culture to Ministry of 

Business and Growth, which looks as a strategic move. 
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lvl 4.4.3 Comparison and Ending Remarks 

So what are other countries doing that Denmark is not? The Canadian game industry enjoys big tax breaks 

and massive investment from the government (publish.uwo.ca). The UK government’s announced in Budget 

2012 a tax relief targeted at the games and animation sectors (gamesindustry.biz 2013). And France supports 

its video games industry both in R&D, establishing a special R&D tax credit to encourage research into 

video games, and in Production, their companies have an annual production budget of more than €500 

million and they actively promote the sector internationally in order to attract foreign investments (invest-in-

france.org 2012). 

 

In the report ‘Promoting Investment in the Cultural and Creative Sector: Financing Needs, Trends and 

Opportunities’ it is calculated that cultural and creative sectors accounted for 2.6% of the EU’s GDP in 2003, 

generating a turnover of more than € 654 billion and accounting for 3.1% of total EU employment in 2004 

(KEA 2010). The report provides an analysis of the financing needs of the cultural and creative sector 

looking at existing trends, identifying opportunities for improvements in access to finance and raises 

awareness amongst policy makers while wishing to encourage private investment in the CCI sector.  

 

Public support for CCIs generally aims to contribute to a cultural policy aimed at stimulating artistic 

production and its availability to the general public (for educational and social purposes), and to contribute to 

economic development (KEA 2010). There is a wide discourse on whether cultural policy should include 

economics (e.g. Hutter and Thorsby 2011) and public support be given to cultural industries with a 

commercial goal (e.g. Phillips 2010, Bakhashi 2013), this report certainly shows what the practice is, the 

academic lit is not going to change this, rather they should focus on research aiming at understanding the 

implications of this duality. To understand the policy implications, we need to separate out the ways that 

culture is characterized and used (Pratt 2013) not funded. The report further states that public policy has a 

great role to play in encouraging investors, which mean that the governments in the EU are not looking out 

to be the sole sponsors of the CCIs but that a hybrid funding model is desired.  

 

Europe is moving towards a cultural and creative industry policy at EU Level. Recently there has been a shift 

towards more political recognition of the economic value of CCIs, seeing a greater role for culture in local 

development, the European Commission’s first ever Green Paper on Cultural and Creative Industries 

emphasizes this. It is likely that this will pave the way towards inclusion of this dimension of culture in the 

future Regional Funds for 2014-2020. In addition, the cultural and creative sectors are now seen as essential 

drivers of innovation. The proposed creation of a “Creative Industries Alliance” will putt culture at the heart 

of EU innovation policy (KEA 2010).  
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lvl 5. Findings (K.O.) 

The Danish videogame industry is hanging in a thin line/branch. Despite all the potential and examples 

from around the world of what this industry has something to offer and can contribute to society in 

terms of social, economic and technological advancement, the Danish government has left videogames 

in the far corner of its creative industries and cultural policy attention. 

 

lvl 5.1 Game loser 

Educational constraints 

The minor problem of educations relevant to the videogame industry is that they are too invisible, the 

major problem is that they are not sufficient; the outside world is demanding that commercial 

knowledge also be a trait possessed. Higher education is only useful for those who know where to apply 

it - e.g. managers. Rather than acquiring commercial knowledge, it can be incorporated through other 

means, adding employees with a business background for example. The problem here is that developers 

tend to surround themselves with like minded people and create businesses together, if you have never 

done development work yourself you are not seen to understand the process, so there is an issue of trust 

here. Internship is crucial to further your career development. The portfolio, more than education it 

seems, is important for development companies, so there is clearly a contradiction in what is expected 

by the practice and what the broader picture is, the question is how long it will take the parties involved, 

the industry, the investors and government, come to terms with this issue? 

 

Risky business 

The market in the Denmark is small, but most Danish developers think globally, and with digital 

distribution in hand the distance to consumer is only a click away. Digital distribution partly solves the 

problem of the value chain being time consuming, which it is especially for AAA titles, but developers 

are learning to cope with this by releasing small solid packages with added patches and digital 

distribution. Again, digital distribution saves developers around 43% to 55% of their cost depending on 

the platform. The already mentioned problems are minor compared to the risk factor. The is risk 

associated with the product. Since “nobody knows” if the videogame will sell it is risky for investors to 

invest in videogames, but also for the company to produce them because a failure can be devastating. 

The lack of willingness to invest in Danish videogame industry creates a risk of many talented 

developers seeking opportunities outside Denmark which eventually results in a ‘brain drain’. This risk 

goes for the whole of Europe (KEA 2010). Denmark can also end up losing developers to competitors 
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by acquisitions, as is happening with IOI. Acquisitions can place financial matters in the hands of others 

(publishers) and leave the studio with more stable work environment where time is spent on creativity 

and not funding, but at the same time it leads to a need to succeed in order to avoid cut-downs. 

 

Contradicting public support 

The Danish government supports a wide area of cultural and creative industries. Even though some 

believe that governments should support entrepreneurship and not industries (Sporring), others believe 

that that state should support what the market fails to generate. Videogames are seen as an emerging 

industry, small in size, with young developers, and not mature for investment. In both views above give 

reasons for support and videogame development does receive support, but the size of it is not sufficient 

enough. The problem is that only few companies manage to receive this aid, not because they don’t have 

a great idea, but because the choice falls on quality over quantity. The second consequence is that 

funding for some productions stops too soon, e.g. learning games and games for small children normally 

for the local market, even though children and young people are in the centre of Spilordningen. This 

leads to another problem, namely that the Danish government looks at games as something only for 

children, while the rest of the world knows better and makes money on the videogame industry. These 

contradictions indicate that the Danish government has not discovered the true value of videogames. 

 

The need for transparency 

The videogame industry in Denmark has in the last thirteen years been in the policy discourse, receiving 

most attention during the end of 2000s, but it has not managed to convince policymakers to favour it in 

the century after. Despite all the potential, the fact remains that the industry is too small and loses its 

appeal as a growth generator. This is evident in the growth plan “Denmark at work” which sums it up 

pretty well, the financial crisis has emptied the government’s purse and therefore the priority lies with 

the industries that generate most turnover and growth and jobs. Even though public support for culture 

and creative industries generally aims to stimulate production and its availability to the general public it 

also has economic development in mind, it is a balancing act which is indeed deceptive. When it comes 

to videogames it means cold economic facts have been applied as the cultural value is hard to asses and 

societal value has not been taken into account. 

 

City bureaucracy and lack of diversity 

The city of Copenhagen has good infrastructure, many universities and is well connected to the world 

via various means of transportation. But there have been many examples of dissatisfaction with the lack 

of cheap housing, both private and for business purposes, and with the many rules and regulations that 
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are time-consuming and restrict creativity. Do urban development strategies suit their purpose? 

 

The Danish creative class, like in other countries, cluster in big cities. Their presence correlates 

“significantly and strongly” with prosperity. Copenhagen, however, lacks ethnical diversity and faces 

risk of congestion and erosion which may affect its attractiveness. Denmark is a homogeneous society, 

whether it is a tolerant society can be questioned, but tolerance does not seem to affect the presence of 

the Danish creative class. Copenhagen has less issue with attracting foreign talent than it has with 

retaining it. Foreigners experience Denmark as a closed country where it is difficult to socialize and 

many end up moving away again. 

 

lvl 5.2 Game changer 

Communities are important 

The creative’s of videogame development differ from the creative class in that they place more 

emphasis on community rather than e.g. cafes, hip clubs, fashion and high culture. Community plays a 

larger role in the lives of VGDs. Many socialize little in their free time and if so then mostly with other 

developers and in game-related occasions such as game jams. For this reason such events play a huge 

role, as they build community and provide networking and knowledge sharing which, as mentioned 

earlier, have a wide societal value. If this value translates into the government's innovation strategy 

remains to be investigated. 

 

Reaching across borders 

The talent required for the videogame industry is not only produced, it is also imported to a larger 

degree from outside Denmark, primarily the EU. Whatever culture conflicts may occur will 

predominantly lie outside the companies in the wider community where the “hulemennesket” or 

cavemen mentalities dominate. Within the videogame companies there are more similarities; motivation, 

share of values, repertoire, language, humour and love for games, than differences. But the workplace is 

not a free haven. Though it is not as evident in Denmark, “crunch time” threatens the work-life balance 

and can in the absence of a union have huge consequences for the creative worker, not to speak of the 

impact it can have on creativity. 
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Knowledge is the key 

The biggest asset a creative worker has is his mind. Knowledge is the key ingredient in videogame 

development. Besides knowledge being an input into the production of videogames, knowledge creation 

and knowledge sharing are vital for both the videogame industry and society in general. In the 

workplace it leads to novel output, outside the workplace it creates communities through networking 

and has a spillover effect to other industries which altogether amounts to innovation, which in turn 

generates wealth. 

  

Cultural pool of opportunity 

The success of the few Danish videogames does not mean that the industry here is successful, nor does 

it mean that all players know how to produce hits, most often this is a random act. Danish videogames 

do have a cultural pool from which they can extract inspiration and turn into ideas. This is likely to take 

place in the companies that apply for the Spilordningen subsidy from DFI as it demands a certain 

creativity, novelty and cultural input. While the cultural pool is grand, the money pool has shrunk. There 

are other money mice to chase, but these mice are just not familiar with this type of cheese – the banks 

and private investors do not understand the value of creative goods. Should VGDs acquire business 

skills or should investors learn more about the value of the video game industry? 

 

The middle ground 

The notion that creativity and money are two conflicting sides is unsubstantiated, at least when it comes 

to the Danish videogame industry. When giving up some creative freedom in exchange for financial 

gain the question is not so much ‘if’ as it is ‘how much’ it seems. Some developers agree that there 

needs to be a fine balance between the two, and that they don’t mind giving up a little creative freedom 

for the sake of actually being able to put their creativity to work.  

 

Value of videogames 

When it comes to VGD in Denmark, cultural value is hard to assess and economic value in hard to 

quantify. The evidence collected shows that despite the obstacles the industry faces, there is much value 

imbedded. Videogames are first and foremost creative. This creativity is not given but comes from the 

people working in the videogame industry. Knowledge is key and VGDs apply this knowledge 

creatively to produce novel output which have wider effects and benefits, e.g. in areas such as education 

and learning, technology and innovation and business (lvl 1.3).  
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Lvl 6. Discussion and Conclusion (Game Over) 

Videogame terminology in Denmark has in the last thirteen years moved from culture to experience to 

creative industries. Whether or not this move has changed any conditions for the industry might be better 

understood within a cultural policy discussion. As we have come closer to understanding the value of 

videogames the question now is how this value might determine the nature of cultural policy? How might 

this value change the ideological basis for state cultural support and what makes videogames a strategic 

creative industries investment? In order to understand these questions, along some of those raised in the last 

chapter, we have to understand what kind of development has taken place within the last decade, what 

cultural, economic and societal value represents, what the justifications of public support is and what the 

policy implications of the above are.  

lvl 6.1 From enlightenment to economic growth 

According to Garnham (2005) there was a clear historic division between policy towards the arts and policy 

towards the mass media. When the term “Cultural industries” came together it implied a commodification of 

cultural products; industry - thinking about the arts and media in economic terms. Cultural studies were 

arguing for a shift away from economist focus on production, while “political economy school” analysed the 

production, distribution and consumption of symbolic forms. The “creative industries” term comes from 

cultural industries deployment of “creative” labour, and has its origin in the impact of information and 

communication technologies (ICTs) and digitalization, thus attaching the term to ICT policy. The term 

“creative industries” was then gathered in the UK “Creative Industries Mapping Document” (DCMS 2001).  

 

Garnham sees the shift from “cultural” to “creative” industries as a disguise of policy dilemmas and 

contradictions (Garnham 2005, p.28). While Cunningham (2009) agrees with Garnham that the creative 

industries idea is about linking culture to discourses of information, knowledge and innovation, he believes 

that “he is wrong to assume that the latter trumps the former in each and every case” (p.376). Furthermore, 

creative industries policy is not a “Trojan horse”, as many critics argue, but that it is better thought of as a 

“Rorschach blot”. With this statement Cunningham opens up for the idea that creative industries policy has 

different meanings and that we should focus on what these are instead of raising conspiracy theories. In this 

regard One could also wonder how much influence the industries themselves had on this shift. 

 

Duelund (2004) identifies the interplay between the economic, cultural and political rationalities which 

constitutes cultural policy. After WWII there was a desire to regulate the cultural field in the Nordic and 

other European countries. The public cultural policies had the overall aim to promote artistic freedom and 

cultural diversity. According to Duelund, current creative industries policy signals a shift of focus away 

from support for the “traditional” high arts towards the creatively new and a shift towards a more serious 
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concern with the central business of economic policy. Duelund pins the interplay between “system” and 

“life world” rationalities, colonization and emancipation, against each other saying the political and 

economic medias of the system are trying to colonize culture, while the spheres of life world are trying to 

emancipate culture from economic and political rationalities. However, distancing culture from creative 

industries leads to alienation. If the purpose of culture is to be available for all to enjoy - equality, why 

should it be emancipated from e.g. commercial rationality of the creative industries?  Aren't consumers of 

popular culture just as entitled to it as consumers of the arts? Culture should be inclusive - the idea of 

emancipation, not alienating. 

 

Pratt (2006) investigates the hybrid nature of cultural production and offers exploration of new spaces for 

the governance of creative industries. “Heterarchical governance offers a potential key with which to unlock 

the totality of interaction,” with a more broadly based support for culture and not subsidy. I believe such 

model is possible only when a more cohesive definition of cultural and creative industries is reached, one 

that unifies the two under CCIs allowing for a much more dynamic definition as O´Conner (2009) suggests. 

He notes that the attempt to separate out art and culture from the creative industries is misplaced and that 

“the creative industries exemplify a particular kind of market – a social network market – in which the false 

opposition of economic and cultural values is dissolved within highly complex, adaptive systems” (p.387). 

Cultural policy goes unproblematic with the co-evolution of the market. 

 

lvl 6.1.1 “Cultural industries” to “creative industries” 

Townley and Gulledge (2013) examines the relationship between two forms of value: the aesthetic and 

monetary, the symbolic and the economic. Some might argue videogames are creative goods as videogame 

production employs creative workers, while some consider them as cultural goods since videogames produce 

symbolic meaning in their content reflecting some cultural aspect or artistic expression. Last but not least, 

some will even say videogames are pure functional like a toy. So whether videogames are a cultural or 

creative product depends on the perspective from which it is derived: Is it the process, output or value, 

individual or societal, that is the deal-breaker, and can you only choose one? Then there is the whole IP issue 

which automatically makes videogames creative products. In the end, everything can be a creative and 

cultural good. With this in mind, there is no point in further efforts in distinguishing the two, resistance is 

futile. Now having said that, is raises some issues. Are all creative outputs equally important and will it be 

determined by commercial or societal value or both? Some suggest people place value in the possibility of 

consuming a product at a later time, or get pleasure of it being available even though they will not consume it 

(Aubert 2003), but there is a reason why letting such a product demise. If we keep on artificially upholding 
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this product it just means that we are collecting unwanted cats. This hoarding of culture is meaningless. My 

assumption is that where some things disappear other rise to fill the vacuum. It is the law of nature.  

 

I would like to point to the KEA report (2010) again and discuss the ‘cultural industries’ vs. ‘creative 

industries’ agenda. First of all the report does not advertise one before the other, but carries them under same 

weight as cultural and creative industries (CCI). Secondly, the European cultural and creative sector - the 

KEA - report groups as following:  

- Visual and digital arts; Performing arts.  

- Cultural industries (film & video, TV & radio, music, books & press, video games).  

- Creative industries (fashion, design, advertising). 

 

This grouping is a whole new way of looking at the sector, which from my point of view, seems to be 

constructive. Though there three groups they do not exclude one group from having traits of the other, rather 

the grouping signals the core competence each. What is interesting is that the arts have been separated from 

both the cultural and creative industries term. Whether this is their emancipation, punishment or an effort to 

silence them is hard argue. In the case for videogames the grouping under cultural industries is where they 

belong, as content providers in line with the others, a place they should be returned to in the Danish policy 

discourse.  

 

lvl 6.2 Value of culture  

Restriction on the trade of cultural import goods can raise domestic welfare (Francois 2002) as can public 

subsidy, thereby contributing to economic development (Aubert 2003). But can culture contribute to raising 

welfare by other means?  

 

It is easier to measure commercial performance in the creative industries than those of artistic merit and 

societal impact (Hadida 2013). This may be why policy makers in Denmark are cautious to support 

videogames; they do not understand its artistic merit and societal impact, as it has not yet been accounted for 

- only the economic potential. It could also be the reason why the other side (actors in and around the 

videogame industry) does not understand why there is not enough support from the government. The point is 

that governments support culture, not commercial potential, or do they? We see in the evaluation of the 

videogame industry in Denmark that there actually is a strategy to support the already established industries, 

the ones with commercial success. Governments do support culture, but they are not fools to ignore the 

commercial performance. Commercial performance of Danish videogames is evident, artistic merit for 

videogames in Denmark just started with the awards at SpilBar, and societal impact is only imaginable. The 



 

 

54 Lvl 6. Discussion and Conclusion (Game Over) 

societal impact of the creative industries is extremely difficult to define and measure (Hadida 2013), 

knowledge spillovers, networking and innovation are addressed below, but other impacts remain under-

researched. 

 

The creative industries produce new cultural and economic values, which are generated when the value of 

goods is uncertain (O´Conner 2009). Hutter and Thorsby (2011) believe that “there is value beyond price”. 

Beyond Price: Value in Culture, Economics, and the Arts, a collection of pieces, shows the processes that 

construct value over time. 17th and 18th century saw the establishment of modern aesthetic and economic 

thought, before that economic value was seen as inferior, only the divine was valued. Now the divine and 

economic were complimentary, and objects that serves the self-love of individuals inferior. The separation 

of the aesthetic and economic came by the middle of 19th century. In early modern Europe the value of the 

artist, rather than the value of the commodity, could be preserved in the honour system (Hutter and Thorsby 

2011) in contrast to the market value. In some sense this today accounts for the value placed in knowledge 

workers, and the market does understand this value. With knowledge being a social construction (Nonaka 

1994, Newell et al. 2009), I tend to agree with Coslor (2013) that standard economic views can be 

complemented by the understanding of meaning and social value, and that science studies of valuation 

methods have an important role to play. 

 

 

In a presentation before the Council of Europe (April 2013), Professor Pier Luigi Sacco spoke of “cultural 

participation” as a conceptual scheme that allows us to understand (and capitalize) socio-economic effects. In 

this sense the value of culture is translated into psychological well-being, and thereby significant to welfare. 

This will be addressed later in this discussion, but I want to note, that if cultural participation should gain 

validation in cultural policy, then videogames, as interactive cultural consumables, could possibly become 

the best way of understanding this concept and VGDs become consultants on the matter. This is why it 

would be prudent to further research the earlier mentioned artistic merit and societal impact of videogames.  

 

lvl 6.3 Economic development 

The cultural and creative industries display rapid growth in their trade volumes and have in recent years been 

identified as ‘strategic sectors’ across the world (Bakashi 2013). Denmark and the EU have also taken a 

strategic approach to the CCIs: for the EU evident in the KEA 2010 report and for Denmark in the growth 

plan 2013 Denmark at Work. Denmark has further taken a step towards regional KulturMetropolØresund 

strategy incorporating the whole Øresund region. The advantages of regional integration are quite clear. 

Some are e.g. free trade, security and easier access to each other, both in terms of labour and business. In 
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terms of economics the intensification of trade integration in the region would soon enough lead to economic 

growth. It produces greater efficiency, competitiveness and productivity gain, not just by lowering border 

barriers, but by reducing other costs and risks of trade and investment. That this is now happening with 

culture as a driving mechanism is no surprise as Denmark and Sweden share many of the same cultural traits. 

Even though it looks as if regions are protectionist, like the EU, according to theory open regionalism will 

eventually result in openness to the world.  

 

lvl 6.3.1 Urban development 

In the past three to four decades we seen thought on the ways in which culture can shape cities, and cultural 

cities can attract mobile capital. The city as the site of cultural production where the relationship of activities 

and different processes are brought together in a viable environment exists that constitutes a reproducible 

ecosystem, rather than a unique "one-off" item (Pratt 2013). Pratt introduces the notion of the ecosystem, 

giving two reasons for appreciating the growing economic importance of the CCI: CCIs thrive in cities and 

the nature of CCI business; characterized by project-based companies, overlapping networks and knowledge 

and skills transfer. This type of environment requires a “rich knowledge ecosystem”; it needs the right 

environments (workplace and leisure), organization (flat structures) and the skills (talent). These three areas 

have in this thesis been evaluated in the videogame industry in Denmark, and confirm with the knowledge 

ecosystem. Pratt further argues that this all leads to a hyperconcentration of people. This compliments the 

works of Nonaka (2007) and (Newell et al. 2009) on knowledge and communities respectively, clusters will 

form as long at knowledge is best transferred directly between two people or between a group. In a wider 

connection, the attractiveness of a city and Florida’s bohemians (2002) are not just important to the eye and 

the soul, restaurant, clubs (game jams and events for those in videogame development), and so on, they are 

crucial to CI business.  

 

Uffe Elbæk mentions how Florida was an inspiration to urban development in Copenhagen and has had a 

huge influence on cultural policy in Denmark. Florida’s arguments of what can attract talent and technology 

can be seen as an alternative to the more economic-impact theories that try to show, that cities can make their 

economy grow by investing in magnificent cultural buildings and popular onetime events (Skot-Hansen 

2007). Looking at Copenhagen through these glasses it is noticeable that the last decade of investment in 

infrastructure has been aiming at making the city cool and modern. The art scene in Berlin was not created 

by the city initiatives but by initiatives of the artists, the many galleries and non-commercial exhibitions. The 

art in itself does not have a direct economic impact on a city, but the many other creative industries that 

followed have an indirect effect on the economic growth (ibid).  Denmark needs to take this example to heart 

and loosen up if the country wishes to attract foreign talent, "to nurture creativity, a city must have a 

http://www.kcl.ac.uk/artshums/depts/cmci/people/papers/pratt/Pratt-AC-New-engines-for-the-city.pdf
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generous and inclusive culture" (Richards 2010, p.15). But according to Hesmondhalgh and Pratt (2006), it is 

national employment policy, not cultural policy which has the main effect in the development of new cultural 

industries. It is here that the title of the Danish growth plan “Denmark at work” gives meaning. The 

videogame industry could play the employment card, as it does in the UK, but it is just too small. The bigger 

problem is that it is not getting any bigger, that a lack of access to financing drives knowledge workers 

employed in this industry to look for more attractive places to start their businesses, mainly overseas. 

“Hygge” can hardly fill that gap. This can have negative consequences for Denmark in terms of the 

“knowledge ecosystem” and the spillovers that follows.   

 

lvl 6.3.2 Spillovers  

Art and culture can “provide range and quality of amenity to attract highly skilled, high value-added, and 

knowledge-intensive workers” (Mercer 2002). The evaluation of the videogame industry in Denmark shows 

that besides these workers, which account for knowledge spillovers (lvl 4.1), there are the benefits of  

product spillovers (lvl 4.2) and network spillovers (lvl 4.3), also confirmed in recent research (Chapain et al 

2010). Chaplin also speaks of demand-driven knowledge spillovers; high-end games e.g. demand new and 

rapid advances in technology that stimulate innovation on the supply side.  

 

Cluster effects and the policy implications for urban planning are lately seen in relation to regional 

development (Chapain et al 2010). Creative companies often gather in clusters, but Cunningham (2013) 

questions whether creative industries require dense and vibrant urban environments to flourish. In the case of 

videogame development, where the game could be developed in three different countries and distributed 

directly to consumer, i.e. cutting off publisher, retailer, and marketing, clusters have a significantly less role 

to play. Digital distribution also removes the threat of producing too many physical (DVD) games, which 

risk not being sold and thereby resulting in a negative sales unit margin. However, videogames have not yet 

reached an “exclusively virtual” space, most AAA titles e.g. are distributed via traditional methods and do 

exist in clusters as well.  

 

The process we can observe now is both the culturalisation of the economy and the economization of 

culture. Perhaps creative industries are not ‘industries’ at all but exist to create  novelty (O´Conner 2009) 

and perhaps creativity is “the generic name for the set of forces that supply new ideas as new solutions to 

problems to connect new technologies with new human lifestyles (Pratt 2007, p.8).  
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lvl 6.3.3 Innovation 

The creative industries are deeply engaged in the experimental use of new technologies, in developing new 

content and applications, and in creating new business models (Hesmondhalgh and Pratt 2006). Videogames 

alone will not lead to economic growth in Denmark, but they play a role in the combined effort of the 

creative industries. Videogames and the digital sphere will push the limits of technology which in return will 

lead to more innovation in many other industries.  

 

Within evolutionary economics Potts (2007) argues for a ‘creative systems’ framework for creative 

industries. This he bases in the value of arts and culture being dynamic to an economic system. Instead of 

market failure that cultural economics focus on, evolutionary economics perspective looks at the analysis of 

economic dynamics. “Economic growth comes from the origination, adoption and retention of novel ideas, 

and the arts plainly have a role in all three stages of the innovation process of economic evolution” (Potts 

2007, p.1). It makes sense to look at the evolution rather than whether CCIs fit into the different realms. 

Consider how this would work: imagine a technological breakthrough, e.g. in videogame development, this 

will stimulate the demand for creative products which leads to increased creative output up and initially to 

increased tax revenues. This compensates for subsidies handed out. Potts argues that like any other industry, 

the creative industries can fall victim to recession, and a bad one because luxury goods are the first to be cut 

(2007), luckily luxury goods do not make out the larger part of the creative industry output and those 

purchasing luxury goods, high-income recipients (Frey 2003), are not the first to be affected by a recession.  

 

O’Conner(2009) writes how the CIs policy model is now centred on an economy-wide innovation system 

and represents a break with previous arts and cultural industries models. Potts argues that production of 

cultural goods may not be the most significant export of creative industries but rather knowledge, and that 

the connection between technology and human lifestyles is a “major and often leading export of many 

economies”(p.10). He proposes ‘creative systems’ as an alternative to ‘innovation systems’ is worth 

pursuing. Some policy implications of ‘creative systems’ might be a closer economic value and justification, 

which looks like to be the case in Denmark, and bring cultural policy at the top of the ranks to increase more 

interplay with other policies, like competition, market and education policy. 

 

If creativity in this sense is innovation oriented, where do the performing arts fit in? Oakley (2009) criticizes 

this ‘enthusiastic’ link to innovation of the cultural sectors calling them “the disappearing arts,” and 

criticizes policy-makers for being too welcoming of this connection. He feels that those advocating the 

wider economic effects of cultural activities now need to prove it, and that policy-makers must show how 

cultural creativity differs from other type of creativity. Oakley fears that with the move to innovation the 

arts, and the public funding for the arts, will become history. In China, the Marxist view on innovation was 



 

 

58 Lvl 6. Discussion and Conclusion (Game Over) 

vaguely ‘out with the old in with the new’, I believe even China has moved away from such views, but why 

are people afraid of change? I like the pyramids, but to keep building them would challenge even the sum of 

the world’s economy. Besides, what this paper does not mention is that innovation comes in different forms, 

incremental, radical, breakthrough, surely there will be a place for the arts in one of these. Even though 

museums, galleries and performing arts rarely generating profit and jobs, like CIs, they can.  

 

I like to turn to Cunningham (2013) “We need to talk about economics” for a little clarity. He accuses 

academia for not being in tune with the real world: “Outside the academy—where the actually existing 

creative industries (not the concept about which there is so much debate) are to be found,” the value of 

culture is a given. The actors in and around the CCs need “measured, evidence-based accounts that work in 

their terms” (...) “it is the lack of an economics useful for their circumstances” that is the problem (p.1). The 

UK government recently published a document on “A holistic approach to valuing our culture” (2013) by Dr 

Claire Donovan, Brunel University, which proposes both an instrumental and intrinsic measure of value. 

Even so, there is not enough work, or debate, done on the economics of culture. Thorsby (2012) believes 

economists should be interested in the formation of a rational cultural policy. Theories, tools and methods of 

economic analysis can make a contribution in five areas: support for the creative arts; cultural goods in 

international trade; the management of cultural assets; industry and innovation; and foreign policy. 

Cunningham calls for a halt in the fight over small differences, calls cultural economics a deadzone mostly 

dealing with market failure arguments for culture, and proposes that innovation economics dealing with 

dynamics of change in society is the way to go.  

 

lvl 6.4 Market failure 

The traditional logic for state subsidy is to provide greater accessibility to culture to both consumers and 

non-consumers. Presently, cultural economist discourse is on two areas, the extent of support by 

governments, and whether or not arts should be publically supported (Frey 2003). Market failure is 

intensively used as reasoning for support. The argument goes that the market misallocates resources of arts, 

and too little art is provided for if left to market price. Counter arguments suggest that the main consumers of 

cultural products are high-income recipients, both on demand and supply side. Declining costs and 

productivity lag on supply can be offset by other income, such as sponsors and side-business, though that 

moves focus away from the initial focal point to concentrate on that artists do best, their art.  

 

Aubert (2003) explains how uncertainty of preference (we don’t know what we like most), preferences are 

endogenous (we don’t know what we may like in the future) also qualify as market failures. According to 

Aubert, things as pride and having something that you do not consume but enjoy the possibility to consume it 

https://www.gov.uk/government/uploads/system/uploads/attachment_data/file/197826/Holistic_Approach_10_May_2013finalforweb.pdf
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in the future or just that it exists are enough grounds for support. That mainly concerns museums, theatres 

and so on, but videogames are of a different nature as it is a product you either consume or you do not, no 

one buys a videogame with the intent of playing it in the distant future. Phillips also jumps on this wagon 

saying “if there is a public good and a return to the public greater, than what the private sector would 

provide, then there is an argument for government subsidy” (Phillips 2010, p.51). This ‘nobody knows 

anything’ argument may prove to be a barrier to finance because of misalignments in incentives between 

intrinsically-motivated creatives and financiers (Bakashi 2013). However, in the videogame industry in 

Denmark there are signs that creativity and money are not contradictions. 

 

The "infant industry" argument has also been used as a justification for public subsidy, and involves the 

government subsidizing the industry through grants, loans, equity infusions, tariff protection or tax 

incentives, to the point where it is self-sufficient (Schrank 2003). The subsidies would then be removed, but 

in reality this can be a very difficult task, it is like feeding heroin to a baby, and rarely serves a useful 

purpose. In some sense this goes out to many CIs, e.g. videogame development in Denmark, where there is 

little private investment, is dependent on state subsidy. If the plug was to be pulled most of the industry 

would perish. The same thing that improved competitiveness can be its cancer.   

 

How much support the CCIs are entitled to is the next theme. Some believe that the CCIs are being 

subsidized too much. We could compare sectors with each other, but the cultural sector does not receive 

more support that agriculture, education, transport and defense. In a democracy the citizens must approve of 

such support, an absolute barrier to an idealized ‘democracy’ however, is the specifics of the interweaving 

of economic and national power (Hesmondhalgh and Pratt 2006). In a representative democracy, as is the 

case of Denmark, government's decision is legitimate. O´Conner (2009) believes “market failure’ should not 

mean arts as a “financial basket-case”, but a positive public investment in the enhancement of human lives 

should be supported. This can be done through education or ‘distributed’ learning systems, which allow us 

to produce new economic knowledge. 

 

The problems of state support are many. We see how in Denmark and the EU the subsidies require that CI 

productions to some degree reflect national culture. This need to appease regulatory bodies constrains real 

creativity (Kean 2004). Secondly, productions now follow the availability of finance rather than the other 

way around; we see that in co-productions of film and increasingly of videogame as well. A wider 

consequence is the delimitation of the initial purpose of cultural support; that the outcome may not mirror 

any particular national culture or one above the other, in this was taxpayers money is basically thrown away. 

Coe (2013) suggests that “the increased availability of financial incentives in Europe in particular has been a 

shift in national cultural policies from an ethos of ‘protecting national culture’ to one of ‘building the local 

http://books.google.dk/books?id=FaT4fgl0x1EC&printsec=frontcover#v=onepage&q&f=false
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industry’ (Coe 2013, p.15). This may change the nature of the subsidies to require less culture input and 

more economic output. Finally there is the problem of no exit strategy (Schrank 2003). 

 

A relating problem is quality control. Should there be limits to what culture the state supports or is all 

cultural output equally important, and are subsidies meant to artificially uphold the life line of semi-talented 

artists or should they make a living to support their own creative development? In this case, where modern 

rationality has taken a form of a primarily instrumental function, the state might lack critical reflection 

(Duelund 2004). 

 

Despite the different views in market failure through last few decades, and just when you thought we moved 

on, it resurfaces even more boldly. “Targeted government interventions in the cultural and creative industries 

may be justified, not because of their value added or their potential for exports, growth and job creation per 

se, but if and only if there are market failures. But in practice, we often see governments adopting ‘strategic’ 

policies to support individual creative sectors for precisely these reasons and seemingly regardless of the 

strength of the case for market failures” (Bakashi 2013, p.8). If market failure is the only valid (or original) 

reason to subsidize cultural goods, then does market failure apply as reason to support videogames? To 

answer this it is necessary to identify the nature of videogames: are they functional or do they have symbolic 

meaning, and whether governments that support creative industries that fall out of the market failure sphere, 

are in fact doing to boost economic growth and not for the reasons cultural policy intended? Many CCI make 

money, therefore market failure should not apply (Pratt 2009). Galloway and Dunlop (2007) ask if the 

creative industries agenda is “part of a longer term strategy to undermine the ideological basis for state 

cultural support” (p.29). Perhaps this ideology has clung to its roots for too long while culture has evolved, 

and perhaps it can be modernized. As we move forwards, the justification for supporting culture is bound to 

change. Instead of cultural economist market failures, justification for state cultural support could be based 

on value, not just on a cultural, economic or societal, but a holistic one.  

 

lvl 6.4 Policy implications 

Duelund (2004, 2010) explains the transformation of cultural policy in Denmark (and the Nordic) post WW 

II period up to the 21st century. The role of the welfare state went from democratisation of culture, ensuring 

artistic freedom and cultural diversity, to a “higher priority to the economic basis of the arts and culture” in 

what he calls colonisation of the arts and culture. Already in the 1980s the government realized that culture 

can make money, and began investment in cultural activities for financial and developmental reasons. 

Although responsibility for cultural policy has been decentralized, the state has kept its grip on cultural 

policy and shifted its goal in the direction of intrinsic/economic strategies. Behind this argument lies a fear 
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that the international cultural industries pose a threat to Danish values and identity. Duelund also points out 

that cultural policy in Denmark, from mid-1980s to mid-1990s, was influenced by minister of finance and 

by minister of industry thereafter.”The reforms in cultural policy in the Nordic countries at the start of the 

21st century, to an increasing degree, have linked together culture and industry to create a common 

business-oriented growth potential. “(...) Instead of asking whether an aesthetic artefact is important, true or 

interesting from an aesthetic, cultural or democratic point of view, the performative management mentality 

asks whether it can be sold, or has economic benefits or serves the purpose of political legitimisation” 

(Duelund 2004, p.9-10). This creates an expectation that success must be measurable, which in the case of 

videogames, and other creative products with the ‘nobody-knows’ trait, is problematic.  

 

Policy in Europe, according to Pratt (2009), is constituted by ‘Xerox’ policy making, a direct replication. 

For years it has been influenced by UKs CI mapping and the works of Richard Florida (2002), this can also 

be seen in the various policies where these are mentioned. We see also that in Denmark data from MS&DFI 

(2005) and FORA (2011) has been picked up by policy-makers. Perhaps more notable is that of a focus on 

the commercial aspects, or state management, of cultural production in EU, though historically there has 

been a strict division of the public and commercial.  

 

Who is making the policies? In Denmark it is the Danish Business Authority who is responsible for 

developing and implementing a policy for creative businesses and design: “Politically, Denmark wishes to 

ensure that Danish enterprises have good opportunities to generate growth and renewal by incorporating 

design, experiences and creativity as innovation methods” (DBA 2013). We need no more to speculate which 

direction Denmark moving. The question is only if this strategy will manage to improve conditions for all 

CCIs or the lucky few chosen in the growth plan ‘Denmark at work’ (MBGD 2013). In the report there is no 

definition of what creativity is nor is there a definition of the CIs apart from the eleven industries labeled as 

creative, this could pose a problem when it comes to measuring creative output, therefore the next step 

should be to create guidelines for measuring value, as this will probably interest both CIs and investors.  

 

An issue often displayed by culture is where is resides within government, and can and should it bridge a 

number of departments (Hesmondhalgh and Pratt (2006)? The answer is yes! DMC and MBGD have long 

been responsible for Danish cultural policy, and with the strategy on innovation and focus on education the 

DME could end up joining them; Although, it looks like MBGD is taking over the governing of CIs which 

signals a divide of culture and creativity. Furthermore, ‘cultural businesses’ (games, film, music, design) are 

still displayed on the website of DMC which reinforces the claim. The problem with Danish cultural policy 

is that there is no cultural policy. Not officially, like the Australian national cultural policy, a hundred and 

twenty one page testament to its “strong, diverse and inclusive culture” (creativeaustralia.arts.gov.au).  

http://creativeaustralia.arts.gov.au/
http://creativeaustralia.arts.gov.au/
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The strategic move towards innovation will have implications on both cultural and education policy. As was 

the case in UK when the term “creative industries” was introduced (Garnham 2005). Although, Garnham 

claims that the skill shortage argument never made sense, in the innovation thematic it does, because 

knowledge and creativity result in novelty. From ‘endogenous growth model’ to ‘national innovation 

systems,’ “these sectors produce the goods that produce the goods” as Potts (2007, p.4) puts it, saying that 

his “creative systems” model would give rise to the notion of three different sorts of creativity essential to 

economic evolution: generative creativity, adoptive creativity and retentive creativity, and would have 

radical implications for the education system. In the Danish growth plan it is stated: “I regi af regeringens 

innovationsstrategi er der iværksat en række initiativer for at styrke innovation som et grundelement i alle 

uddannelser fra folkeskolen til ph.d.-niveauet, herunder de kunstneriske og kreative uddannelser” (MBGD 

2013, p.8), emphasizing the government's initiatives to strengthen innovation as a basic element in all 

education from elementary school to doctoral level, including the artistic and creative education programs.  

 

Both the Danish government and the EU are talking of innovation and the economic development, while 

advertising culture. This is not any more a cultural policy but rather an eco-culture policy. 

 

lvl 6.5 Conclusion 

The aim of this thesis was to examine policies which give incentives to the production of culture. By 

evaluating the Danish videogame industry insight into the processes of cultural production has been gained 

and issues attached identified which give a glance into the realm of cultural and creative industries and 

cultural policy.  

 

Examining the three arguments set for this public support; value, existence and economic development, I 

find that: Supporting culture has a wider effect on the society thus the value lies in the consumption utility 

for the people as a whole, the taxpayers not consuming a particular cultural output value that others can 

consume it. The new industries however challenge this view in the same way elite arts always have done: 

demographics – limited to the few.  

 

The mere existence of many CCIs is challenged by the market or lack of consumption. Infant industry, high 

production cost and different market failures have all been used as arguments for support more or less 

successfully, but have always been contested in their legitimacy, especially the market failure argument. 

Recently the economic development argument has been used in policy. It is not anymore a question of 

whether or not to support culture, but how to utilize its attributes in the creation of innovation, growth and 
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wealth. Basically it is a move from defensive (protection from US popular culture) to an offensive strategy of 

competitive advantage. This ‘for the greater good’ argument has stirred up emotions. On one side there are 

those against a wider support and on the other those afraid of losing support. The first argument focuses on 

consumers, the second on cultural production, and the third one is accused of solely focusing on economics. 

This thesis finds no hold in the accusation - the economic development argument has more to it. With 

innovation as key driver, the focus is turned to the generation, acquirement and retaining of creative 

knowledge, which exists within the CCI and demand certain surroundings. In this sense institutional, societal 

and intrinsic values should prevail. Culture is the fuel that runs the creative industries engine, and as long as 

a state can replenish this fuel and uphold its use there will be a reason for public subsidies.  

 

Looking at how videogames in Denmark have moved from term to term, industry to industry, it is clear that 

these shifts have occurred strategically. Each time there was a new hype in form of cultural industries, 

experience economy or creative industries, they were thrown in there in the need to incorporate as many 

industries as possible under one umbrella in order to signal a larger economic impact.  

 

Having pointed out that there is a strategic importance of CCIs in policy, I turn to videogames and my 

research question to identify the following: What value do videogames have and how might this value 

determine the nature of cultural policy? 

 

Videogames first and foremost present value in three areas; education and learning; technology and 

innovation; and business (lvl 1.3). The reasons, as displayed by the KEA and Denmark at work reports as 

well as many academics, is to be found in the wider societal and economic impacts of innovation (lvl 6.3) - 

e.g. the so called “creative system” in evolutionary economics. The city is where CCIs are and where 

creative knowledge is produced, which accounts to the main ingredient in innovation, leading to spillovers in 

other sectors. Videogames are not threatened by digitalization and we have seen other CCIs adapt to change 

(digital theatre) showing that CCIs are not only creative in their input and output, but also in their ability to 

meet change.  

 

The nature of creative industries, of whatever they are called, is novel output that may lead to, or is in itself, 

an innovation. Innovation is the key to economic growth and prosperity and rationale behind contemporary 

cultural policy. Therefore, no matter what the cultural implications of the creative industries are, policy 

implications will tend to steer towards economics. This leads me to my second research question: 
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How might this value change the ideological basis for state cultural support?  

Contemporary cultural policies have been tangled around the strategy of economic development indirectly, 

through the term “creative industries,” which was first introduced in the UK “Creative Industries Mapping 

Document” and has been seen by some academics as a “Trojan horse”, and are now openly and directly 

advocating it in newer policy publications under innovation. The word innovation is mentioned thirty seven 

times in the forty four page report ‘Denmark at work’ and a hundred and two times in the sixty five page 

KEA report. The innovation strategy goes under different models within the academic lit; innovation 

systems, knowledge systems, creative systems and ecosystems. Instead of cultural economist market failures, 

justification for state cultural support could be based on value, not just on a cultural, economic or societal, 

but a holistic one with innovation as its driver. This means innovation support instead of cultural support and 

support for creative entrepreneurs and start-ups. Cultural support would be moved to museums. The third and 

last research question: 

 

What makes videogames a strategic creative industries investment? 

Cultural policy in Denmark is basically at a standstill. The creative industries discourse has moved to 

industrial and innovation policy leaving the cultural arena. Cultural policy has moved from a welfarist or 

subsidies model of arts funding and market failure, to the cultural and creative industries; which generate 

profit and jobs, to an innovation model, where value lies in new knowledge or novelty. Videogames have 

shown all the traits desired in the innovation model and thus present a strategic investment opportunity.  

 

Value is a socially constructed phenomenon and determination of value cannot be separated from social 

context in which it occurs. Social constructionism views reality as being constructed through people’s 

interaction with others 

 

As stated above, I have tried to examine the reality in which videogames unfold. Value of videogames 

cannot be separated from its social context, however it can be influenced by unseen mechanisms. In this 

sense, videogames may appear less culturally significant than they actually are. 
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lvl 7. Recommendations (New Game) 

It is no secret that the VGI is small, but that it loses its appeal for growth is puzzling considering the 

Danish focus on innovation, something is wrong here. If the videogame discourse will receive more 

attention in politics in the near future remain to be seen in 2014 when the new round of Filmaftalen 

plays out. 

 

The banks and private investors do not understand the value of creative goods. However, they do 

understand money. The question is whether the focus to establish the economic value of culture is in 

reality a tactic to speak to investors on their own language? 

 

The investors ask that creatives accrue business skills, but this can be offset by adding a person with a 

business background to the team. The problem is that if you have not done development work yourself 

you are not seen as understanding the process, so there is a trust issue between developers and business 

individuals which can have challenging implications for management. On the other side, investors have 

to be careful not to delude themselves that they understand games better that the developers. 

One way to cope with risk is to accept failure and have a portfolio management in place, producing 

many games at the same time hoping the few hits can cover compensate for the many failures. No 

Danish developer has the size or capital it takes to develop at this level, although, co-creation is taking 

shape in the videogame industry, and B2B is another model that can prove to be an alternative. The 

more successful of the bunch could go together to create an investment pool from developers to 

developers, which could be a type of a loan paid pack e.g. by a hit. 

 

It looks like Indie developers could rise to dominate the Danish videogame industry, they explore 

something completely new in terms of game development – from design to tech to business models, and 

they are actively contributing to and engaging with their communities. Denmark could learn from 

countries like Canada on how to make attractive conditions for developers, e.g. by attracting a huge 

publisher to town. Nordisk Film, which is a leading developer, producer and distributor of film in the 

North, could assume such a role. The industry needs to fight their way up the ladder to take their rightful 

place as producers of cultural and creative goods symbolic content. They need to organize and speak 

with one voice. 

 

It could be interesting to research the processes of cultural policy, how are they formed, who is involved 

and how. Surely this would shed more light on the ideology behind contemporary cultural policy. How 
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big of a role do the CCI themselves play in this process? Another area to investigate is the public 

support itself. By following the money this type of research would provide crucial insight into the 

economic side of culture. Does it do more harm than good?  

 

As for the ‘creative industries’ categorisation, we should ask how the industries see themselves instead 

of labelling them. I am sure the medicine industry e.g. would not agree on the ‘creative’ label, but rather 

sees itself as’ innovative’, then again, that is a label as well. 
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