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The stars have aligned for new policymaking in Hong Kong. This year
marks the 25th anniversary of the establishment of the Hong Kong
Special Administrative Region (HKSAR). It witnesses the election of a
new Chief Executive and the transition to a new Administration, the
possibility of a new bureau of culture, sports and tourism, and last
but not least, an ambitious vision for Hong Kong set out in the latest
National 14th Five-Year Plan. This timing is critical for policymaking
and hence our report strikes at this hour.

In March 2021, the 14th Five-Year Plan set out eight positionings for
Hong Kong in relation to the overall development of the country. Of
those, it promulgated for the first time the support for Hong Kong to
enhance its status as a regional intellectual property (IP) trading
centre, and to develop into a hub for arts and cultural exchanges
between China and the rest of the world (National Development and
Reform Commission, 2021). These two positionings present direct
implications to the cultural and creative industries (CCl),' a sector
that contributes to 4.7% (HKD 129.3 billion) of the city’s GDP and
6.2% (237,150 persons engaged) of total employment in 2019.
Furthermore, statistics show the main driving force of the CCl in
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Hong Kong’s CCI comprises 11 domains including: i) art, antiques and crafts; ii) cultural education and library, archive and museum services; iii) performing arts; iv) film, video and music; v) television and radio; vi) publishing;
vii) software, computer games and interactive media; viii) design; ix) architecture; x) advertising; and xi) amusement services.
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recent years, to be the “software, computer games and interactive
media” sector, contributing the largest portion to both CCI’s total
value-added and total employment in 2019, at 44% and 27%
respectively (Census and Statistics Department, 2021).

Notably, this is the sector that drives developments in the field of Arts
Technology (Arts Tech)—a new area of policy rolled out by the
Government of the Hong Kong Special Administrative Region (the
Government) in 2020, and has since become a key direction for the
CCl, aimed at promoting impactful convergences between the arts
and technology sectors to “enhance Hong Kong’s standing in the
international arts arena, facilitate cultural exchange and strengthen
[its] role as an international cultural metropolis” (Home Affairs
Bureau, 2022). Clearly, the digital transformation of the cultural and

creative sectors is in full swing.

It is also worth mentioning, that same year was also the first time
Hong Kong became the second largest art trading centre in the world—
after New York (ArtTactic, 2020), and the first time the share of
eCommerce (online sales) in the Hong Kong art market exceeded that
of general retail (McAndrew, 2021).
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Digital Culture Strategies
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The emerging possibilities of digitalisation in cultural exchange
and trading have led to the recalibration of policies by many
administrations around the world. In the past year, the Mainland has
published multiple blueprints that emphasised “digitalisation” and
bolstering “industry-building” within the CCl, setting out clear
performance indicators and concrete steps, such as the short-term
goals of incubating more than 100 online productions, immersive
projects and digital art installations, as well as setting up at least ten
national bases for foreign cultural trading to make China a cultural
superpower by 2035.

The UK, for instance, since the release of its initial Culture is Digital
blueprint in 2018, has paved the way for the establishment of a
national institution aimed specifically at building capacity in
immersive storytelling for the UK’s creative workforce.

Amidst the pandemic, this trend has become more apparent. In 2021,
South Korea allocated KRW 113.9 billion (approx. HKD 796 million)
to develop cultural technology across the board, with the aim to
become a major cultural content powerhouse in the world (MCST,
2021). Similarly, Taiwan has recently established a dedicated agency
to promote its cultural brand to the world through championing
digital transformations, and is now investing heavily on blockchain-
led platforms that facilitate cultural contents licensing and
trading (MOC, 2020).
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Opportunities in the New Bureau
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This report acknowledges the time-sensitivity of the opportunities at
hand, takes into consideration the national call-to-action, and stays
grounded in local developments. We offer eight recommendations
under four main policy arenas, for the next Administration to

consider as key action items for a Digital Culture Strategy:

Under current government structures, matters pertaining to the CCI
are split across two existing policy bureaux—the Home Affairs Bureau
(HAB) and the Commerce and Economic Development Bureau
(CEDB). This has led to siloed directives and funding practices in the

past, which is detrimental to long-term cultural development.

Focusing only on the policy portfolio in respect of “Culture”, we
explore opportunities in the restructuring and strategy of the
Government’s newly announced Culture, Sports and Tourism Bureau.
We hope to revamp existing bureaux and departments, and urge for
the formulation of a comprehensive and industry-driven blueprint
that embraces technology, to guide Hong Kong’s CCI development
going forward.
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New Bureau’s structure

We recommend the new bureau’s structural makeup to
comprise four components—(i) arts and culture; (ii) creative
industries; (iii) copyright; and (iv) media.

To begin, we recommend the key departments that drive
developments in (i) arts and culture, and (ii) creative industries
currently, such as HAB’s Culture, West Kowloon Cultural
District (WKCD) Branches, and CEDB’s CreateHK Office

respectively, to be moved to the new bureau.

As for (iii) copyright and (iv) media components,
we recommend the Government to consider including certain
elements from CEDB's Intellectual Property Department (IPD),
Radio Television Hong Kong (RTHK), and Economic and Trade
Offices (ETOs) in the new bureau.

To fortify the new bureau’s cultural portfolio, it is high time for
Hong Kong to establish its own dedicated agency to champion
cultural and creative contents of all kinds. The Government
can consider setting up a new agency, or amalgamating existing
departments or agencies, such as RTHK, CreateHK, and the
Arts Tech Task Force.
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New Bureau’s strategy

The new bureau should be responsible for devising a blueprint
that takes into consideration the national call-to-action while
keeping abreast of local developments and sensitivities.
We recommend the blueprint first delineate funding priorities
and strategic game plans for the four components mentioned
in Recommendation 1.1.

More concretely, first action items in the Government’s next
cultural blueprint should include new policies to: invigorate
content creation and development (Chapter 2); strengthen
digital infrastructures for cultural data and IP trading
(Chapter 3); cultivate next-generation CCI talents and talent
exchanges (Chapter 4).

These action items take into consideration important cultural
policy features from around the world, alongside our own
capacities and alignments with the national policy direction.
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Opportunities in Content Creation & Content Development

Content creation

“Content” here refers to both traditional art forms and modern
creative expressions. Recent industry movements within
professional arts circles show that traditional contents,
including different forms of intangible cultural heritage (ICH),
can be reinvigorated as a form of new content creation.

With Hong Kong's first policies on Arts Tech, there is need for
the Government to devise an Arts Tech strategy that is more
impact-driven, by defining clearer policy goals and outcomes.
Specifically, we recommend the Government to set the
creation of new artistic content as a policy goal, and offer
directions on how to create content through Arts Tech with
purpose and impact. This includes setting strategic roles and
targets for the funding schemes that currently support Arts
Tech proposals and leveraging technology to create new artistic
content from traditional cultural forms and expressions. There
is a wealth of unique traditions and cultural assets in Hong Kong
for our Arts Tech policies to uncover.
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Content development

Imagine an original work (e.g., a book) being adapted into various
formats such as film, video game, theatrical production, or
animation—this describes the content development process of
creative works and intellectual properties (IP). It suggests
dimensions of intermediality and interactivity between creative
industries which could bring about immense economic gain and
cultural influence, and is why we must build mechanisms into
policy to encourage and facilitate the 1P development process of

original contents.

Currently, there is no CCl-related funding policy with specific
mandate to support the 1P development of creative contents.
Our funding schemes champion one-off, sector-specific projects,
and are kept quite separate from other funding schemes. This
undermines creative 1P developments and shows that fundings
are not working together, nor contributing to one wholesome
industry.

We recommend the Government break down current barriers
between all CCl-related funding schemes and devise a new
funding mechanism under the new bureau, which transcends
current silos promotes and supports the 1P development process
of creative contents, and embraces the development of content
across sectors, amalgamating lessons learnt and industry
feedback from existing funding practices.
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Opportunities in Building Digital Infrastructures for Cultural Data & IP

Cultural data infrastructure

Big data and IP are hot topics in the global discourse, featuring
prominently in cultural policies around the world: Governments
are making plans to build cultural data repositories for data
collection and analyses, to help public and private sectors make
better informed decisions. In Hong Kong, we have long suffered
from the lack of a comprehensive data system. The current one
is scattered and disintegrated, which has been a longstanding
hindrance to CCI development.

Whether this is through expanding the scope and functionalities
of Data.Gov.HK, or developing a new separate infrastructure, we
recommend the Government build a cultural data infrastructure
that is fit for the era, thus making available a comprehensive
collection of CCl-related data to better inform decision-makers
in public policymaking and private industries. This can also be
opened to the Guangdong-Hong Kong-Macao markets for a
bigger and fuller cultural data bank.

We recommend the cultural data infrastructure bear these
eight features: i) utilise new technologies such as artificial
intelligence and blockchain; ii) facilitate private-public data
sharing across traditional and new cultural content; iii) define
scope for data collection, processing, distribution and access;
iv) assist decision making in public and private sectors; v) make
publicly available; vi) integrate with the cultural IP trading
infrastructure (see Recommendation 3.2); vii) establish an
authentication mechanism; and viii) comply with regulatory
measures.
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Cultural IP Trading Infrastructure

The term “cultural 1P” is used to broadly cover wide-ranging
intangible cultural and creative goods that could be protected
under copyright and other forms of 1P law, such as publications,
films, videos, music, comics, character designs, etc. A competitive
creative economy is underpinned by 1P and its contribution to
economic and cultural development. This is becoming more
apparent as the CCl becomes increasingly interwoven with the
digital sphere, which propels us to think about how the 1P regime
can accommodate more innovative technologies, as well as
encourage more lucrative trading across and beyond the CCl.

In Hong Kong, we have not been able to fully leverage the
economic potentials of cultural IP the same way economies such
as South Korea and Taiwan have. 1P rights including copyright,
trademark, patent, and design are all vehicles of trade for
creativity. It must be noted that copyright constitutes the basis
for most economic activities in the CCI and that the average
contribution of copyright industries to GDP is 5.54% worldwide
(WIPO, 2021).” IP rights including copyright, trademark, patent,
and design are all vehicles of trade for creativity. If harnessed
properly, Hong Kong’s copyright regime has a lot of room for
development as a standalone portfolio for the CCl, especially in
the realm of cultural 1P trading—and an online one at that.

2 IR R ERER (2021) - MENREEEHENEEGENSZ 9.89% - MEIFMAIZ7.35% - BAREEEEMENE - EEARFRBANEIRIALL - XAIEEH ML ER
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According to WIPO (2021), South Korea's copyright-based industries account for 9.89% of GDP, while mainland China’s account for 7.35%. Although no figures are available for Hong Kong, but our most
comparable figure—cultural and creative industries’ contribution to GDP, which is 4.7% of GDP—is still lower than the global average.
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We recommend the Government build a digital platform
dedicated to the facilitation and promotion of cultural IP
trading and exchange, and recognise the economic potentials
of copyright as part of culture “going out” for Hong Kong. The
Government can consider building on the existing Asia IP
Exchange platform, or establish a new digital infrastructure
dedicated to cultural IP trading entirely.

We propose the infrastructure bear database and trading
functions, synchronised with the cultural data infrastructure
(see Recommendation 3.1), and is made accessible to local,
regional, and international markets. These will further
contribute towards our greater ambitions of being a cultural
exchange and IP trading hub as per the National 14th Five-Year
Plan.
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Opportunities in Cultivating Next-Generation Talents
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Cross-border collaborations and
CCl institutions on talents-grooming

Nurturing talents is a key strategy to realising Hong Kong’s new
cultural visions and positioning under the 14th Five-Year Plan.
We recommend the Government explore establishing cross-
border institutions with research institutes and industry partners
in the Guangdong-Hong Kong-Macao Greater Bay Area (GBA)
that are centred around CCI development and aimed at
grooming the next-generation creative workforce. These
institutions shall have research and development (R&D) capacity
to develop CCl-related technologies, offer training opportunities
with industry partners, and cross Guangdong-Hong Kong-
Macao borders to enhance cultural exchanges within the GBA to
broaden talent training avenues.

We recommend the proposed institution find support and
anchorage from industry, government, and higher education
institutions (HEIs), and demonstrate they: i) can offer future-
proof programmes including proficiency with Real-Time Game
Engines and other immersive and real-time 3D technologies; ii)
are industry-led and fuelled by practical work placements; and iii)
are talents-driven in that they contribute to a long-term talent
pipeline that aims to upscale and cultivate the next generation
creative workforce. Powered by policy support, Hong Kong is
well-positioned to capitalise these opportunities in the GBA.

13
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Strategic manpower planning for future

CCl talents

It is of utmost importance that a government-initiated strategy
on future CCl talents is devised, and implemented, to ensure a
competitive future for the industry. As per Policy Address 2021,
Arts Tech talents will play an important role in the future of
the CCL.

The Arts Tech Task Force effective as of 2020 rightly involved
the Education Bureau and was supposed to be accountable for
devising an Arts Tech strategy that includes a manpower plan,
but no concrete plans have been announced up till today.

We recommend the Government, via the new bureau, the Arts
Tech Task Force or otherwise, formulate a long-term
manpower roadmap to galvanise the sector and expedite
training. This farsighted Human Resources Strategy for CCl
development shall draw specific attention to skillsets required
under an increasingly digital and immersive landscape.
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The recommendations set out above, spanning the new bureau,
content creation and development, digital infrastructures, and talents
make up the first eight action items needed in a Digital Culture
Strategy for Hong Kong. They are not only relevant to the times,
important to Hong Kong's future, but also strategic to the attainment
of an important national goal for Hong Kong.
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Hong Kong is at a unique and unprecedented juncture in time,
especially for our CCL

In March 2021, the 14th Five-Year Plan set out eight positionings for
Hong Kong in relation to the overall development of the country. Of
those, it promulgated for the first time the support for Hong Kong to
enhance its status as a regional IP trading centre, and to develop into
a hub for arts and cultural exchanges between China and the rest of
the world (National Development and Reform Commission, 2021).

These two positionings present direct implications to Hong Kong’s
CClI and are grounded in our longstanding unique competitive

advantages.

Cultural Exchange and Trading—in our “DNA”

Facilitating cultural exchange and trading between “East” and “West”
has always been intricately entwined into Hong Kong’s history.
Historically a melting pot of Chinese and “western” cultures, and a
place with extensive international connections, Hong Kong was already
lending itself to a key strategic site for cultural trade in the 1950s.

For instance, this included playing a most crucial role in the
(acquisition and) return of some of the most important early paintings
and calligraphy to China. Scholars note this was only possible because
Hong Kong’s market economy allowed people to trade freely between
themselves and with overseas buyers. In fact, many of the works
rediscovered and retrieved in Hong Kong at that time are now canonic

3 [E (618F-907%F) @R (A4 E) RESBRLRICIENFESBLMIERT — - WERREFRENESEEY — » BHEERECR M01-N25F1E) F2FUWE » WN17S2FFRBIRERMGERRIEE o
LIEREWET SRR NS EENERE - ERHEEEEN  LHRMEESAT > KBRAMAEARTREE - LBRFRTT AR » (F5 THHE) RS E EYRT o
One of the most canonic works rediscovered and retrieved in Hong Kong included Five Oxen, which is regarded as one of the earliest extant paintings on paper from the Tang dynasty (618-907). It had been collected by
Emperors of the Song dynasty, presented as birthday gift to Qianlong Emperor in 1752, who stored it separately in a specially designated building and added colophons and seals to it to establish its importance as a vehicle of
state ideology. Currently the painting is held a first-class “national treasure” of the Palace Museum Collection.

PREFACE

=
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representations of “Chinese masterpieces” and national treasures of the
Palace Museum, reifying how Hong Kong’s unique advantages on
cultural exchange and trading had allowed for—in the words of art
historian-curator Raphael Wong—the “building of China’s national
collection of antiquities” (Wong, 2022).’

Aside from art and antiquities, our advantages in film are also most
evident. Film historians opine that Hong Kong cinema’s golden age
(generally accepted as mid-80s to mid-90s which saw the city
exporting more films than every other country in the world except
the United States) owed much of its success to the new blood that
entered the film industry during the period—many of whom studied
abroad and brought back with them an appreciation of “western”
standards of filmmaking. Its result, as encapsulated by local film
producer-director Wong Jing “an Eastern spirit in a Western package”,
was what made our films so crowd-pleasing but also “richly and
delightfully artful” during that time (Bordwell, 2011). In the run up to
this golden era, Hong Kong played the role of “super connector” in
bridging Asian and American filmmakers, again reifying our inherent
traits in forging global conversations about the cultural and economic
benefits of cross-cultural collaboration.*

4 HEERAAE - FIERRI958 FESBHBHMRNER (BFMENTER)  FEEFREEEEATN - ZEXES BB BEXMRLEICIREAIFRR  MAMEENDERBR AR AZBEX AR
B o FERERIREIR  DERBR ARAEEANEMNERREANSIFRE T ER - BEE - fERNAXRER  WREXASNMATHEEBREES - BFE  BEURTEAES TGN ENEES
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Hollywood studios were first brought to Asia when legendary producer Ray Stark shot his adaptation of The World of Suzie Wong (1958) on location in Hong Kong, and partnered with TC Wang—a Hong Kong-based
cinematographer and businessman who owned a pioneering company called Salon Films—to outfit the crew. In the years that followed, Salon Films laid the groundwork for co-productions between American and Asian
filmmakers, as Stark rose to the ranks of moguldom and Wang’s Salon Films became the go-to destination for Hollywood productions shot in Hong Kong, Southeast Asia, South Asia, and then China (F. Wang, personal

communication, February 17, 2022).



TUHERKREY (F2ER — FEVUAER) > KEEF Hall BE (2021)
Exhibition Infinities Between Ink and Gold—Recent Works of Li Huayi organised by Kwai Fung Hin Art Gallery at F Hall Tai Kwun (2021)

BESH: é%ﬂ?%?ﬂ?ﬁt“‘@% » HIENEEIRTE (B
MEREERS » FREHDOR - EM B TIUIEE
MAEER - SmBEH - REONBERRESE
MUREABBR K EHETENMAMEEERBES
(Lam > 2021) ~ BAMA » HENR 2020 FHEH WD
EREZABMREZ L BRI °

Today, Hong Kong remains firmly grounded in these competitive
edges—further complemented by its low and simple tax regime with
no customs duty, value-added taxes or estate duty on artworks, the
freedom of expression enjoyed by people including artists, a robust 1P
protection regime, and comprehensive private wealth management
services available to collectors (Lam, 2021). Naturally, in 2020 we
became the second largest art trading centre in the world, after only
New York.?

S REBEEMHIBIMAE ArtTactic IR E » 2020 FEBNEIREMTIHHEEN 2019 F8917.5% EFE23.2% > ERNBHERHK

According to a report from art market analysis firm, ArtTactic, Hong Kong's global art market share rose from 17.5% in 2019 to 23.2% in 2020, overtaking London for the first time.
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To uphold and further develop this status, the Government has pledged
continued support in the main aspects of (i) infrastructure, (ii)
collaboration with overseas partners, (iii) collaboration with the
Mainland, and (iv) Arts Tech and talents-training.’

Specifically these include: (i) facilitating cultural infrastructures such as
West Kowloon Cultural District (WKCD)’s newly-opened M+ Museum
and the soon-to-open Hong Kong Palace Museum to strengthen
themselves as champions of international cultural exchanges; (ii)
supporting the organisation of world-class and international arts and
cultural events such as Art Basel Hong Kong, Hong Kong Arts Festival,
Hong Kong International Film & TV Market (FILMART), among others;’
(iii) assigning dedicated offices to coordinate arts touring to the
Mainland;’ (iv) and promoting impactful convergences between the arts
and technology sectors to “enhance Hong Kong’s standing in the
international arts arena, facilitate cultural exchange and strengthen [its]
role as an international cultural metropolis” (HAB, 2022).

Picking up national cues

Concomitantly, Hong Kong is also faced with an unprecedented
government restructure that will likely culminate into a new Culture,
Sports and Tourism Bureau (CSTB). The setting up of a dedicated
bureau responsible for the CCI was deliberated before, but never
actualised. Thus, it bespeaks the monumental wealth of opportunities
at hand for the CCI going forward, with specific regard to

contributing to national visions.

6 EIEEHITHEREMEBAENN 202167 BILE IREEFs - XHAEE SBERPINSUCBIIIRP OB ERERBRR L
These four points were pinpointed in Chief Executive Carrie Lam Cheng Yuet-ngor’s speech from a dedicated forum organised by the China Federation of Literary and Art Circles Hong Kong Member Association in July 2021,
themed “Harmonising China and the Rest of the World, Mutual Learning Between Nations”: A forum on developing Hong Kong into a hub of cultural exchanges between China and the rest of the world.

7 BEBNAIEZRZER BN RIRSEHE) & IEXERES) DREE 30ETMI5.4Ew » USRMERAIES) « BB AT » Bhm5E - AEN 50 FELHNEBLMBERRZaEY » BEFLIR
EEBREHR20B3FEREEBRT » 8FR5W200 FREEHMARERMS A - 2100 RERLRE » TFEEFE Art Central BHITEEMRNER (FEFHERET > 2021) ©
The Government promotes development in the CCl by injecting HKD 3 billion and HKD 1.54 billion into the CreateSmart Initiative and Film Development Fund respectively to sponsor international flagship events, nurture
talents, open markets, etc.; the Hong Kong Arts Festival, the city’s major international arts festival celebrates its S0th Anniversary in 2022; Art Basel Hong Kong, since its 2013 debut in Hong Kong, has featured over 200
prominent galleries from around the world every year; Art Central also showcases avant-garde works by emerging artists from more than 100 contemporary art galleries every year (HKSAR Government, 2021).

8 HB2017Fi » EBEAMBEEE T 140X EIFRHE > B8R 670 A EZEEMBMRESBLUMNIEIEL > WERMIBINSUSHB R G T 23 R4 EALRE (FBRHEHT > 2021) °

Since 2017, Hong Kong has signed 14 agreements on cultural cooperation with Mainland authorities, subsidised over 670 performances of local arts groups or artists to perform overseas, and co-organised 23 and 14 mega

exhibitions with museums in the Mainland and overseas respectively (HKSAR Government, 2021).
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To seize this unprecedented opportunity, we must first understand
and align with national cultural policies and priorities. It is crucial
that policymakers understand the key goals and features from national
cultural policies to strategise effectively for Hong Kong, seeing as they
work to align with national goals.

We draw out key themes from two cultural policy papers issued by
mainland China's Ministry of Culture and Tourism (MCT) that we
perceive as most timely references to our cultural policymaking.
Laying these out shall set the scene for why Hong Kong’s next
Administration must start picking up national cues to devise a
cultural strategy that is relevant to the times, fit for the era, and in
alignment with national visions.

F&Fq{t) Ml TEXRML) : BIRXLERPNRAERS

“Digitalisation” & “Industry-building”: recurring themes in national cultural strategies

2021548 » XHREB &M (T+ A XM ki
BARE) - b H#(T+Ma) REME) He > A
FefsHHEE BB R A o °

EEEANE (2022F38) » AR CHHEE
LEHRBEBRE - HREHEMNIRRF - EERE
papilIv

In April 2021, the MCT published an overarching blueprint for
culture and tourism development following the 14th Five-Year Plan.
Entitled 14th Five-Year Plan for Development of Culture and Tourism, it
signalled ten specific policy focus areas to be further developed.’

At the time of writing (March 2022), we were able to locate seven
policy plans that targeted these policy focus areas. These plans, by the
order of release dates, are as follows:

9 IRBIEEL T CEBAM=ESURRS AR » CEBRS RRARMAIFESR « MUEERESEN RS - RAAHUREER - RAXEXER RAKEEXER - RAEMRET SRR « UKk
HIMIEERA XL RMRGEE R R - ZESXORRE A AR | EESUEARERSHE « RAEMRES RIRESHEKE » URBICLMREERSER ©
The Plan outlined seven key ecosystems and three directions for integrating culture and tourism. The seven ecosystems are: artistic creation system in the new era; system to protect, promote and carry forward cultural
heritages; system of modern public cultural services; system of tourism industry; system of modern cultural industry; system of modern cultural and tourism markets; and system for cultural exchange and tourism promotion
with foreign countries, Hong Kong, Macau, and Taiwan. The three directions are to: facilitate the integrated development of culture and tourism, enhance tech support for cultural and tourism development, and optimise the

layout for cultural and tourism development.
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1 (T+mA ) xefkERLaIFRE) (202154 8)
. 14th Five-Year Plan for Tech Innovation in Culture and Tourism (April 2021)

(T+MmA ) XLEXERRE) (2021F58)

*  14th Five-Year Plan for Development of the Cultural Industry (May 2021)

(T+mA ) XeMRkETHHERRE) (2021F58)
*  14th Five-Year Plan for Development of Cultural and Tourism Markets (May 2021)

(T+H A BB ERERE) (2021455 8)

(T+mA ) AR B R ERRE) (2021F6 8)
. 14th Five-Year Plan for Construction of Public Cultural Service System (June 2021)

(T+mA ) 2MaFRE) (2021F6 B)

4 *  14th Five-Year Plan for Preservation of Intangible Cultural Heritage (May 2021)

. 14th Five-Year Plan for Artistic Creation (June 2021)

7 (T+Aa ) iRERERFR) (2022F17)

. 14th Five-Year Plan for Development of the Tourism Industry (January 2022)

ZRERFIBFCEA ~ REEFFBIARRIME B A
Mo RREBFEOMEBI-2MBE6ERE > A
(T+ma) XeMRBER KA RE) ~ (T+ A
XACERZERRE) R (T+HA) ZHE/FREE)) -
AERBLEI28 MFEOBAUBESE _EPF
il'fg o 10

10 XIRERAHERT CHREER > XPREN=HE
(THME ) AHULRBRARRIRE) o BIMHE

Of those, Papers 1, 2, and 6 will be covered in this report. They have
been selected based on their scope, relevance, and applicability to our
cultural policymaking, particularly with our new cultural positionings
in mind. These three papers are: 14th Five-Year Plan for Tech
Innovation in Culture and Tourism; 14th Five-Year Plan for Development
of the Cultural Industry; and 14th Five-Year Plan for Artistic Creation.
Papers 1 and 2 are outlined in this chapter, and Paper 6 will be
covered separately in more detail in Chapter 2."

S PINVRATR BB SRR o HEREH 2 (TN A EMiRET S RERE)  (T+mA ) REXERRE) (O IMEXCEERERE) &
W ER > BMONUEBESALUCRS - ERRRNEN T 2SI EX L ERRIEAER » TENARSHRER > RAIL2EREER

These three papers, out of a total of seven, are selected to be covered in this report as they are most relevant to our scope and to Hong Kong. The remaining four are I4th Five-Year Plans for Development of Cultural and
Tourism Markets, Development of the Tourism Industry, Preservation of Intangible Cultural Heritage, and Construction of Public Cultural Service System. The former two are tourism-focused and the latter two regard
infrastructures for public cultural services such as libraries, and infrastructures for intangible cultures such as fine art and craft, which fall out of this report’s study scope and are thus precluded.
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14th Five-Year Plan for Development of the Cultural Industry: strategic focus, key areas and policy highlights

HEELESR
EIFRE R

Promote
innovation in
the cultural
industry

{(REMERiE
EBEEHER
Optimise

and upgrade
the supply

and demand

FE I Key Areas

IR B AL RS
Develop new emerging forms in
the cultural industry

BUERFHEG XL RS
Transform and upgrade traditional
forms in the cultural industry

s RBHR I A&

Strengthen tech innovation and
application in the cultural industry

BERFERERRER
Build an ecosystem for innovative
development

BABELERMER
Increase the supply of high-

quality cultural products

iR L EmEE R
Optimise the environment for
consumption of cultural products

B R I(EEHE Policy Highlights

EE100+43 LB E ~ 100+ 2N E85IEE
YFEMERER
Develop 100+ online productions, 100+ immersive projects and 100+

digital art exhibitions
N AREIEFBIEE CONTENT CREATION & DEVELOPMENT

SR AL EE BB B B E 5 = A EAMTAIFT O
Set up key laboratories and tech innovation centres for the cultural industry

N WEIEZEEEE CCl R&D CENTRE
MeEs L ERERL » EFAFERAERRITER

Strengthen cultural industry data centres and cloud platforms

N X1bEIEER CULTURAL DATA INFRASTRUCTURE
HEFEREIS - RERISERTEITE » R EEEZERR
NNSR B 21T RE/ B PR AS ZE 8 AR HE R

Study and formulate standards for VR and interactive entertainment
systems, develop the system of standards for the cultural industry, and
adopt and popularise international standards for digital art displays

~ B 100+

EEH—ARNEREXtERBRTIRZTE
Build unified and open regional exhibition and trading platforms for
cultural products

N 1k IP 225 CULTURAL IP TRADING

SEIEMAMTIE BN XOHES EHEA - HER » TEBEL
THBERERS

Encourage all regions to organise local cultural weeks/months/seasons,
and improve the system for promotion of regular consumption of cultural
products

PREFACE

ERAR | SRR (2021)
Source: Ministry of Culture and Tourism (2021) (The English texts are translated by the authors. Please refer to the Chinese version for official Mainland terminologies)
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3.

ZEJ& 751 Strategic Focus FE A Key Areas
BeXLEE - EPREXLEEGRER .
THEEE Promote coordinated
Optimise spatial development of regional
distribution of cultural industries
the cultural
industry

WEHSLERE - ZFEXCNRERSSIEA .

RMaERE Develop key forms of business for
Promote the culture-tourism integration
integrated

development
of the cultural
industry

(T+HEAE XEEXRZEERE) FHERAR « TEEFANEREE

14th Five-Year Plan for Development of the Cultural Industry: strategic focus, key areas and policy highlights (continued)

ERSHERTFIEHE Policy Highlights

BERKEEN(CERER | BHEEBHRAEELAIR ~ BHEEE
NI E B EEHEBHEAUE ~ AIERAFEXEER » R

L EZEBME BT > ITTERB2REENNIRA XL EERTHEE
NN58 PYith B2 AR AL EE R ATMEL S 1F ©

The Guangdong-Hong Kong-Macao Greater Bay Area cultural industry
cluster: give full play to the advantages of the Greater Bay Area in cultural
creation, tech innovation and external exchanges, prioritise the
development of digital culture and creative design, build a system for the
development of the cultural industry, build a city cluster of modern
cultural industries with global influence, and strengthen cooperation and
exchanges between the Mainland, Hong Kong and Macao

N IR AIESE CROSS-BORDER CCI-SPECIFIC INSTITUTIONS

ﬁ?);‘(ftéﬁﬁ%i’“)ﬁﬁiﬂA SENFTE—MEREMER « HANF
BREHEXEAEERGRa®E

Promote the integration of culture and business, and foster a batch of
cultural businesses that integrate such forms of cultural activities as art
performances, shared reading, film-viewing experience, etc.

N R[S CONTENT DEVELOPMENT

REERIREFA KR (BEREEESREEE > HHEAIRESE
S AL B AT unHi‘?}?FTﬂ% BEEHEIVEALGRERIRIEAEE
Upgrade Plan for tourism-performing arts: enhance the high-quality
development of tourism-performing arts, create a catalogue of quality
tourism-performing arts and a ranking list of tourism-performing arts
brands, and cultivate around 30 tourism-performing arts projects.
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S.

HEEHIS
FREREIED
Invigorate the
vitality of the
cultural market

players

BEMXILER
BIFR & 13
MBS

Develop new
advantages in
international
cooperation and
competition In
the cultural
industry

FE I Key Areas

ERMAREXCHISER

Develop and grow various cultural
market players

HELBZRFB T aZER

Build service platforms for
cultural trade

B R I(EEHE Policy Highlights

BEEERNEE > SRR EEAERES TEEHEES
NIBEMER - B — BB ZOE T NERERE E N X EXEE
Cultivate flagship cultural enterprises, encourage large cultural enterprises
to expand through resource integration, merger and acquisition, and
eventually develop a batch of cultural conglomerates with core
competitiveness and international influence

N AZIEE TALENT CULTIVATION
BB RB B ER AR R BN E IR E AR

Establish a collaborative mechanism for the sharing of public resources and
information among government departments and cultural enterprises

THRA RGN EEREREI UL EZEM ; ZEI+REG
Support regions with preferred conditions to build national bases for
foreign cultural trade, and build around ten of such bases

N X1k IP 25 CULTURAL IP TRADING

HALEEZRER R | BIEESHBENER - RAEERUIL
Internationalise the standards of digital cultural industry: tap the synergy
among industries, universities and research institutes to promote standards
of the digital cultural industry

BRI EXEEHRFES » KEESHMUCERMRFEER
Bl e

Cultivate the international competitiveness of the digital cultural industry,
and encourage outstanding digital cultural products and services to

go global
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Table 1 shows the contents from the MCT’s 14th Five-Year Plan for
Development of the Cultural Industry issued in May 2021. Six strategic
foci have been extracted from the document, they include:
1) promoting innovation in the cultural industry; 2) optimising and
upgrading the supply and demand; 3) optimising spatial distribution
of the cultural industry; 4) promoting the integrated development of
the cultural industry; 5) invigorating the vitality of the cultural market
players; and 6) developing new advantages in international

cooperation and competition in the cultural industry.

Having consolidated all contents, we have identified two key and
recurring themes—digitalisation and industry-building—analyses
are elaborated below.

Digitalisation

Digitalisation, for instance, is explicitly spelt out in Strategic Focus 1,
which envisions the growth of emerging content industries and the
innovation of traditional cultural sectors through enhanced
technology applications. Essentially, it hopes to drive economic
growth of a Digital Cultural Industry. Corresponding policy action
items include (but are not limited to) developing over 100 online
performances, immersive projects, and digital art exhibitions for
emerging and futuristic content creation and development; building
digital infrastructures for the cultural industry’s big data storage and
analyses; building CCl-related key laboratories and R&D centres for
culture-related technology application and transfer; designating the
GBA cultural industry cluster and punctuating its focus on developing
digital culture (Strategic Focus 3); as well as adopting rigorous
industry-university-research collaborations to cement the
standardisation of the digital cultural industry, and to this end,
groom next-generation creative workforce (Strategic Focus 6).
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Industry-building

Industry-building, which can also be understood as the
commercialisation of cultural content, is the other core theme
identified. This refers to strategies that are market-driven, self-
sustainable, and rooted in industry-based thinking. Strategic Focus 4,
for instance, mandates the integration of culture and business, and
specifically mentions the cultivation of a substantial batch of cultural
enterprises which integrate technology with culture in deriving
new content forms across immersive art performances, online
reading, or streaming services. More concretely, action items from
Strategic Focus 5 are about leveraging the resources of core, leading
cultural market players to upscale the industry and groom a batch
of cultural conglomerates that are competitive for the future.

In terms of infrastructure, the role of cultural trading platforms is
emphasised in Strategic Focus 2 and 06, as ways to facilitate cultural
content trading and to promote foreign cultural trade. This not only
reifies the policy’s anchorage towards exploiting the commercial
value of cultural contents regionally and internationally, but is also a
useful reference for policymaking on facilitating cultural exchange
and trading activities.

Table 2 below summarises contents from 14th Five-Year Plan for Tech
Innovation in Culture and Tourism issued by the MCT in April 2021.
Even though our report scope concerns the portion for culture only,
this paper proves a most useful reference on how technology can be
leveraged, anchored, and applied in different ways to boost cultural
and creative development. Four selected policy areas are extracted
below, namely: 1) setting up special tech programmes for culture and
tourism; 2) strengthening R&D and commercialisation in culture and
tourism; 3) cultivating talents for tech innovation; and 4) strengthening
theory-based research and think tank studies on culture and tourism.

Again, we are able to derive two key motifs: digitalisation and
industry-building.
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(MM E ) EAREEHS AI$FEE) thiy A BB BB ERE

14th Five-Year Plan for Tech Innovation in Culture and Tourism: four policy areas and tasks

1 RIS bRfRiERH S IRIRE © 2T 30 TR XL

Set up special tech programmes for culture and tourism: involving 30 core technologies

MEFAEMRERER (URREREXLES - IRAHBIFREEN)
Acrtistic creation and presentation in the new era (using technology to bolster culture and arts, and to improve its innovation capacity therein)
o TR - BE - BE -~ X~ REFEENEREERIBE TR R R
Develop smart tools and systems to support and assist art creations and rehearsals for dance, music, theatre, art and design
c AREREEE  AIFBRERE  REEISEA - EERRIHHE - BARERITNARSSENER
Research on the application and integration of technologies such as holographic displays, wearable devices, performing robots,
smart terminals and drones
c FRESE B SE M KBRS - BUEEHEBERETEERN - BEZARBNGESHRRRAR
Develop the design and production technologies for stage art, lighting, music, mechanics and visual effect, and build simulation

systems for stage performances

XAt ERREMEEFIA (UBRRERESRPEL » SEXCEERBRXWEL > #HE NEER))

Protection, inheritance and utilisation of cultural resources (using technology to promote fine traditional Chinese culture, including the
conservation of cultural heritages and efforts to “bring them to life”)

© IRMEXLEERT ~ SBRMERENE i

Conduct research on digital technologies to showcase, experience and promote intangible cultural heritages

R EE (URKRIFRAXCEENABTEREESN » REX(CEXEHL « Akt - E2LER)

Modern cultural industry (using technology to enhance the capacity in cultural production and content creation, and making use of digital

technology, the internet and smart technology to promote the cultural industry)

c FERZERE - B4 3 DERE - BIFE TR REMEERN NS 4 BRI
Conduct research on key technologies for content creation of new forms of industries such as cloud exhibition, cloud
entertainment, live streaming, digital art and immersive experience

o TREEHT—AENE  ARETL  ERRRE  MFEWFRIELEE - RELMER - BE3ERE - NEARRERITEERRMATIR
Develop technologies and special systems for the creation, visualised representation, interactive communication and immersive

experience of animation, online music, online performances and digital arts

BREHOR | SHEMAREEES (2021)
Source: Ministry of Culture and Tourism (2021) (The English texts are translated by the authors. Please refer to the Chinese version for official Mainland terminologies)
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Strengthen R&D and commercialisation in culture and tourism: applying 50 R&D results and innovations

© BEUBRBEBH UM RER R TS EB (T afs - IR E RBIL L BN B Z SRR ZEA
FEREE

Build demand-based platforms and mechanisms for the commercialisation of tech innovations in culture and tourism, such as conducting a
batch of special research and application programmes on the integrated digitalisation of cultural resources and content mining

SRR BIF B A A IEE

Cultivate talents for tech innovation

c BXRETERBRIS|IBEANSKEZX L ELXMSEIIEN (BERR - BESREERMEE)
Build several impactful and high-standard training bases synergising industry and education institutes (universities, vocational schools and
enterprises)

n3&> LR IRAAISMBERD 155 30 E50 EXLikiESERXBEN - SFERRE40E 60 IEHITHASE
Strengthen theory-based research and think tank studies on culture and tourism: cultivating 30 to 50 think tanks for culture and
tourism research, and making 40 to 60 research achievements a year

© RU—MERERNEAMTEE B @ XMAREERERERE - RZ M8  £27E - BFERERSHERARN ; B
8 ~ BB A SR S AN RSB T S e AR BB M FA ST )
Initiate a batch of basic theoretical and application research projects (e.g., on technologies related to intellectual property, trading and safety
measures in culture and tourism; basic research on the application of blockchain and digital twin in culture and tourism)

© MEUCHBATEAM LS R EEET B - FEXNRESERTEHFERE - S2EERMN  HEBEERHE RS ERR
Conduct research on the management and use of digital and smart technology at cultural venues, develop technologies for digitalisation and
smart management of cultural and tourism resource platforms, and construct high-quality databases of archival materials and collections of
resources

s (BEZEEMIREREREE « BESRMAE » B XEFAIRERFERE ~ 20 B3R iR S 5 T Al =0
Promote inter-regional and cross-platform exchanges and collaboration between culture and tourism research centres, set up database of
cultural and tourism experts, as well as 20 tech innovation centres under the Ministry of Culture and Tourism
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FEEERMECMRETREROER MR
&S RERUR B IR TR - WA EH BRI
FESE o

EXIt

FEXR) ST BERUGK - flt > EFLEE2H/E
320254 » EBIF S0 EA 5 A H Al R TE AL M R
EEBIBIER o R > EREE 2R - BRI
BRBEMBIENIRER B AR T HEE T o
HIFFEEE

Digitalisation
With technology innovation at the crux of this policy paper, action
items with respect to digitalisation are specific and articulate.

For instance, Key Policy Area 1 sets the goal of achieving 30 core
technological breakthroughs in relation to culture and tourism
related projects by 2025. Its corresponding action items also shed
light on how the MCT envisions technology and culture to work
together. Referring to the three-pronged approach shown in Table 2,
the first is to use technology to bolster artistic practices and
creativity of the new era; the second approach is to use technology
as a way of innovating and transforming traditional Chinese fine
arts and culture; and the third approach is to use technology to
enhance creative content production by way of developing
technologies and tools for more visual, interactive, and immersive
experiences.

In addition, Key Policy Area 4 delves into how technologies such as
blockchain and digital twin can be applied in the cultural and tourism
industries, and a corresponding action item will also carry out R&D
on intelligent data management applied in the cultural industry.

Industry-building

Notions of industry-building are also embedded throughout. For
instance, Key Policy Area 2 sets the goal of 50 projects that
demonstrate effective application of new technology in the field of
culture and tourism by 2025. Key Policy Area 2 also emphasises the
significance of developing technological innovations that are
demand-based.
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RE -BERBSHEMBHBRER  LUEEXRR
AF o
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Following the same vein, Key Policy Area 3 punctuates the
importance of devising talent training strategies that meet industry
demands when cultivating a talent pipeline, with a specific action
item to construct professional R&D centres that connect industry
with education institutes such as universities and vocational
institutions to cultivate next-generation talents.

From the above, our analyses have shown that these two policy plans
from the Mainland are underpinned by the two main themes of
“digitalisation” and “industry-building”, which permeate all areas of
policy including content creation and development, digital
infrastructure, and talent-grooming. Indeed, those themes have
emerged on the global discourse as key features propelling modern
cultural economies forward too (Holroyd & Coates, 2015). We realise
these themes have long been integral to mainland China’s cultural
strategy.”

Discrepancies in policy direction between the Mainland and Hong Kong

BE 871 M TER) BRMSUEERZE R
25 BEERRAREBEBEDERELERE
NERAR - NREMHT 52005 FURAM B EH
DA ERBIEREER - ABEEZ T - HAIBREE
IS RERE A FE—EER °

While “digitalisation” and “industry-building” are the keywords in
Mainland’s policies on CCl development, they are not—and have not
been—the direction Hong Kong prioritised over the past 25 years.
The table below offers a snapshot of selected policy developments
pertaining to cultural development in mainland China, and Hong
Kong, since 2005. When compared, we observe there is discrepancy
between our cultural strategies and that of the Mainland’s:

N 82017 FLOK - 3 7 SMBECEXHFL ~ RRAIABTEE - RIEBSHETSNBERE - S (MREDBF XL EXAFERNIEEER) (2017) » (N REXLNERAERAIIEER
R) (2019) M (RSB FXLEXBEELERNER) (2020) FrRR—5 - EHERE > MREBNNERB (EREEE RTS8 A XL THE) (2020) -
Since 2017, mainland China has released policy plans dedicated to digitalising the cultural and creative industries, strengthening original content production, and cultivating emerging new media markets. This is evident in Guiding
Opinions on Promoting Innovative Development of Digital Cultural Industry (2017), Guiding Opinions on Expediting Deep Integration Between Culture and Technology (2019) and Opinions on Promoting High-quality Development of
Digital Cultural Industry (2020). Regionally, the Guangdong Provincial Government has also published the Action Plan of Guangdong Province for Cultivating Clusters of Digital, Creative and Strategic Emerging Industries (2020).
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55 Hong Kong

1% Document

MEEER S
Policy Address (2005)

MEEGER S
Policy Address (2009)

MER S
Policy Address (2011)

BIREE NERAE=
BRI

Background brief on the work
of CreateHK (2013)

MEEER S
Policy Address (2016)

MEEER S
Policy Address (2017)

A RETEEN
T i 8137 T

Hong Kongss positioning and
supporting measures under
14th Five-Year Plan (FYP)
(2021)

PEMMEEECBRIERER

SR E & Policy Highlight
BERFEN XL EITER X IR EIE

Continue plans to develop WKCD into district of culture,
entertainment and art

Fi MBIREE M BB EsT2
Founding CreateHK and setting up CreateSmart Initiative

RERLEN X EHE (BXE) ERETEARHA
BRI RIRIZ T

The Leisure and Cultural Services Department (LCSD) to use new
technology and innovative presentation methods in new exhibitions

FEZRETEA BEXEREE NEXRIEERY
Bl

HKD 200 million injection into Film Development Fund for
new Film Production Grant Scheme

FE=RAETEARMERERBN B BB Rt
HKD 300 million injection into the Hong Kong Arts
Development Council's Art Development Matching Grants
Pilot Scheme

FRE& 3,600 BATHR N FREEERABIMTRAZTHN
EIEE

Funding of HKD 36 million in the next six years to continue
training scheme for arts administrators

RRE S BE - THBBE AN teREH&RE
Priority areas of exchange performances, exhibitions,

“Hong Kong Week” and WKCD events

Overview and differences of selected Cultural Policies in mainland China and Hong Kong

HEELSEIE Policy Area
HigEs

Physical Infrastructure

BXERER
IX{LERIEEE,

First appearance of “Cultural &
Creative Industries” in policy

—REENRHRIEYERE

One-off arts tech
museum exhibition

—REERER
One-off funding for film

—RIEEFR L BRI
One-off funding for traditional
art forms and events

—IRESEENIERRR
One-off funding for
capacity building

NEASEB A TR

Physical event-based exchange

1D Year

2005-2010
r+—%)
11th FYP

2011-2015
+—#,
12th FYP

2016-2020
+=%]
13th FYP

2021-2025
r+m#A)
14th FYP




HEE RIS Policy Area

HitEs
(321t x F%)

Infrastructure

(Culture x Technology)

324k x Rl%
Culture x Technology

HisiEs

Digital Infrastructure

Xt ERBEE

Cultural Finance &
Industry

HFXLEREEIE
Digitalising Culture &

Content Creation

HEXRTENENER

Industry-driven
capacity building

NEXRBERR

Industry-based exchange

HEEE Policy Highlight

STERFEEE  JULEE ~ BIEEE N ERBENEENR
FFR IR AR R B Ao S 54

Improve necessary facilities and equipment at public art
centres, cultural galleries and libraries, and utilise modern
technologies to promote advanced cultural dissemination

(RIER BRI EEMNE ZE R » BRAIFE
BB SRR ARTS

Promote extensive application of science and technology in
culture so that tech innovations can better serve cultural
services

EEHAHMFERBESNRA - BfEMA
HYFNLERTRE

Improve awareness of the importance of public digital cultural
infrastructure, and implement key digital cultural projects that
can bring benefits to the public

BIFT L ERARFIEE] ~ BRI & XL EEZERER
R BE R B Rl R SR AR TS

Innovate systems and mechanism for cultural finance, and
create financial products and services that are suited to the
needs for developing the cultural industry

22020 4F » FERIRiiT s ~ HERRBNEEFELE
REBEIEF » TEF XL E =B E KBRS
Develop a paradigm of the digital cultural industry featured by
advanced technology and popularity, and bring the digital
cultural industry to a leading level in the world by 2020

BREEXEP T EMEECETENRFNREERE
B )R EE RAER

Tap the model role of incubators and leading enterprises in
innovation and integrated development, and guide the
development of small enterprises

XA EXEBEREE | BREI UL E ZEMERS
(bR B PR T 512 ARSI « EEBIMRS(FIGE
International cooperation in the cultural industry: construction
of national bases for foreign cultural trading, information
services for international culture and tourism market, and
alliance for international industry cooperation

X 1§ Document
RE— T IREEX LRRNIEERR

Guiding Opinions on Strengthening Construction of
Grassroots Cultural Infrastructure (2005)

AL B RHZ A IE B EIEHE (B17)
Measures of the Ministry of Culture on Management
of Tech Innovation Projects (Provisional) (2009)

RARE— T NMRAHEFERNIEERR
Guiding Opinions on Strengthening the Construction
of Public Digital Culture Infrastructure (2011)

RANORABEX L ERMEIENER
Opinions on Deepening Cooperation Between

Culture and Finance (2014)

RSB F L ERAFERNIEERR

Guiding Opinions on Promoting Innovative

Development of Digital Cultural Industry (2017)

MRS FEFXLEXSEEEENER
Opinions on Promoting High-quality Development of
Digital Cultural Industry (2020)

+ME ) XMeEXEERE
14th Five-Year Plan for Development of the Cultural
Industry (2021)

BUIYD puejuieW Ty b e o
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WMRIPAHEL > BFE+—0) REE > A
MEBREXLENKHNREG > BRUREABHMIE
FALREE - BEEBBZ F RSO BUERTZ AL fF R Y
EE o MBEEZ T » FFIBISUL R AR AL BB UK
—RMEBBRSE - FEEHR  BREXEERT
EDBMETEFEN » FHIRERERE -

BE RN BENHMETZEFIMUBERIEEX
AR ZERE BEEBRTAIRERI 20205 48/X
HHBMBEEEK - Flt 25 > BESEESEER
EXBMEMBREMNEBRRZERS » TR
ABMEARN R ERNME > WwiIRHEBSET - B#RE
By~ ERRENAABINELNASENES > SLE
EFER W BT (OHKF » 2020)

12 2020 6 A » BEEBESER T EBED MBIiEHR (Arts Tech) e » A (HLEBMABEMISAIRBA) » WIRERIT () BMEHKER > (D BRED) - (i) B
# o EHBRELN (2020 FHEEERE) > THREESHEMAKMAXAIEXNFERS 2 —  HABEREE () I —EBRHNEE/VE » ST

Table 3 shows that Mainland policies as early as the 11th Five-Year
Plan have already started calling-to-action, the convergence and
integration between culture and technology, which are substantiated
by consistent tech-focused, and industry-building strategies. This
contrasts with Hong Kong’s cultural policy commitments over the
years. We are seen to have prioritised physical cultural events and
one-off funding practices in this time, which have proved to be
detrimental to long-term cultural development, as it leaves efforts
scattered and often discontinued.

It is also worth mentioning that while the Mainland’s policy
commitments toward culture and technology began more than a
decade ago, our Administration only just rolled out the city’s first
policies on Arts Tech in 2020. This was after Our Hong Kong
Foundation published Hong Kong’s first ever report earlier that year
which specifically called attention to the convergence between arts
and technology sectors, with recommendations regarding blueprint,
funding, infrastructure, and capacity building that were all
subsequently adopted by the Government (OHKEF, 2020)."”

BRI 0 MUK (iv) AT ISR BE DR S 22
(DFEPAIR GRS PR —EHETT

STHFBTRHRBIER 5 GDRRAEROEREENBIAIRAETA ; MURWMASESRETENTERE - BEEMRENAL - BRIENE  BINSERMT HFIFMENRMEREE » LMPIREEE

FRRERPIBIBRBER LT

In June 2020, Our Hong Kong Foundation launched Hong Kongs first report on Arts Tech development, titled Innovating Creative Cultures—Arts Tech, with recommendations on establishing (i) an Arts Tech blueprint, with (ii)
dedicated funding, (iii) infrastructural support, and (iv) measures on capacity building. A few months later in Policy Address 2020, the Chief Executive announced Arts Tech as a new key direction for the CCL. Her new policies
included (i) setting up an inter-bureau task force to formulate an Arts Tech blueprint; (ii) setting aside HKD 100 million under four existing funds to support Arts Tech applications; (iii) marking East Kowloon Cultural Centre
(EKCC) as a dedicated Art Tech Testbed; and (iv) creating more sector-specific job opportunities to nurture talents in Arts Tech. Noticeably, the Government has adopted all our key recommendations, and aligned their policy

visions to ours.
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We hope the stark discrepancy shown in the table above can be a
clear wake-up call to show that Hong Kong’s CCI has yet to anchor
itself in “digitalisation” and “industry-building”—two features
central to national cultural development. There is therefore a dire
need for a major recalibration at the top-level if we are to fulfil
national visions.

Echoing the start of this chapter, it must be reiterated that we really
are at a momentous juncture. Our report realises the time-sensitivity
of the opportunities at hand, taking into consideration the national
call-to-action, while keeping abreast of local developments and
sensitivities. Consolidating extensive desktop research and rounds of
stakeholder interviews, we offer what we deem to be some of the first
action items necessary for the next Administration to consider.

These action items are further elaborated in the next four chapters.
Chapter 1 discusses the new bureau’s structural makeup with
proposed strategic directions. These directions are further explored
in detail from chapters 2 to 4, covering key policy arenas including
content creation and development, digital infrastructures for cultural
data and IP trading, and last but not least, next-generation talents
grooming.

Our propositions here are by no means exhaustive, but they are
instrumental to a farsighted cultural blueprint that also strategically
aligns with national visions.
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FE—ERRFBARMILNXICEE RRERF 2 ZRBHRE -
ABRSEFREE X HENBREE - BB MENTE
AERANERRBMBENRRE » HAREHRRITRRE R
FIRIER = BFTRLE » TS RN AT BXAIEXG T2 EEE
MEEEBEZ AEDAME . FIATTHENGEHE > UK
S 1BEN [HMBRIRESEEE ] -

Chapter 1 explores the restructuring and strategy of the Government’s newly
announced Culture, Sports and Tourism Bureau. Our scope focuses only on the
policy portfolio with respect to “Culture”. We analyse the governing structures,
and funding strategy of different economies around the world in attempt to
enlighten the revamp of existing bureaux and departments, as well as to
pressurise the formulation of a comprehensive and long-overdue blueprint with
timely goals on Hong Kong’s CCl development going forward. This chapter is
parsed into two sub-sections: Section 1A expands on the New Bureau’s

Structure, followed by its Strategy and Blueprint in Section 1B.
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B1AL : FHIFHEE

Section 1A: New Bureau’s Structure

EEBLE BMAOMTEBRXERRBNES

M8 > WL R XL EEH A CURM) ~ EEH

BB LR E B8P ~ REAMBISCIRED - X
BENX L EBIERERMEHR o

REON TEBEBUNREEMETIENBIIE
BPBRMEBERUTOEIZLIMAHERE
i 821

1) BHEXCRER (RN DEEEEH
B4l £ > U TAUEEN ) RRSAVEERS o
RERFREB © WA B o B
RBVEZHES (XML R BENERBREE
TR AR EA N E P o

2) MERANEER CRTXAR) : OERATA
MR WRD AMEY B RN
0 S (TS LU R B A R B IR RS 2
T o BN EBHKA B LIS RO EER
BT o

On structural make-up, our research began by analysing the
governing structures of cultural ministries around the world, looking
more closely at South Korea’s Ministry of Culture, Sports and
Tourism (MCST), the UK’s Department for Digital, Culture, Media &
Sport (DCMS), mainland China’s MCT, and Taiwan’s Ministry of
Culture (MOC).

Drawing from our analyses, and taking into consideration the
timeliness of Hong Kong’s government reorganisation exercise, there
are four key components that we perceive to be essential to the new
bureau’s cultural portfolio. They are:

1) Traditional arts and culture (traditional content): This
includes visual and performing arts, museums or cultural
heritage that are commonly associated with “subsidised arts” or
“fine arts”. Often referred to as the “cultural” sector that is
currently under the purview of HAB, a key bureau at stake amidst

the government’s reorganisation exercise.

2) Creative and content industries (popular content): This
includes sectors in what is referred to as the “creative industries”,
such as film, television, design, and music. These industries are
commonly associated with the commercial production and
distribution of creative goods and services. Policy support for the
creative industries is currently administered by CEDB."”

13 EREEETRES R Rt BIBRE  BY  BY - B WRIRBIRLIRS \ERIZEE

CEDB is responsible for supporting eight creative industries, including advertising, architecture, design, digital entertainment, film, television, music, and printing and publishing.



3) EERERE (BFMt - #EREA) . 8FE#E M 3) Media and broadcasting (digitalisation, distribution & “going

ARA1T2 > BIUIE RIS EE T HRGFE out”): This includes matters related to broadcasting and the
8

HE TN ATES « NSEENESHIE > @ overall media industry, such as licensing, regulating, and ensuring

EEBES (BS) NBIASKEER BAR) fair competition in broadcasting services. Public broadcaster and

BB AR o regulator including Radio Television Hong Kong (RTHK) and the

Office of the Communications Authority (OFCA) are both under

4) WRHE (B« BFEREO) | QERRRAN  opp
IR AR QB0 RERAER - BB A
EEHLEHHER  BXAEINRE LB
58 BB (Towse » 2019) © KRR it
ERIAMER - DIEHIE - GHRSNERE
HEXAEXERHONE  BE LHHEER

4) Copyright (commercialisation, digitalisation & “going out”):
This includes matters related to copyright, such as the protection
and exploitation of copyright. Copyright is deeply tied to the
protection, production and distribution of cultural and creative
goods, and constitutes the basis for most economic activities in

E THMBERZESS - (FBRETHEA XML the CCl—thus, is central to CCI developments (Towse, 2019).
—5 > BIEER LHRREERS ) Copyright currently falls under the purview of IPD under CEDB,

along with other 1P rights—trademark, patent, and design, all
vehicles of trade for creativity. (The term “cultural IP” is also

adopted in this report to refer to copyright in a broader sense.)"*

14 T3EIP) BIERMEFS SURFEER - BRESEZEMAMEN OB ERRENERABESR  AINNLIRY) - B 52k ~ 4 8% - GRS -
“Cultural IP” appears in many Mainland cultural documents as [3Z{t, IPJ, commonly used to include a wide-ranging intangible cultural and creative goods that could be protected under copyright and other forms of IP law,
such as publications, films, videos, music, comics, and character designs, etc.
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The table below maps out the structural components of cultural ministries in South Korea, the UK, mainland China, and Taiwan:

m mEE - BE - hE N A B LR E S R

Structural components of cultural ministries in South Korea, the UK, mainland China, and Taiwan

REKF
Governing body

XAt R EH
Arts & Culture

BERATESE
Creative & Content
Industries

SRR =
Media & Broadcasting

hR#E
Copyright

40

%% South Korea

XLEE B EAEP
Ministry of Culture,
Sports and Tourism

(MCST)

v

ZE] United Kingdom

IS LER R AT

Department for Digital,
Culture, Media & Sport
(DCMS)

v

1 A Mainland China
B8 a1)ii3

Ministry of Culture and
Tourism (MCT)

v

B & Taiwan

XAtER

Ministry of Culture
(MOCQC)

v
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HENXEABTEE2ERTIEH2.8% (UNCTD >
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Notably, the cultural portfolio of South Korea's MCST appears most
comprehensive, as it has all four key components covered. South
Korea is also the only economy that has incorporated copyright
matters into their cultural ministry. With South Korea being
internationally-recognised and unanimously-hailed as a global cultural
powerhouse of the 21st century—accounting for 2.8% of the global
cultural content market (UNCTD, 2017) and fuelled by highly
proactive and substantial efforts from the administration to drive this
domain (Holroyd, 2019)— we believe this interesting finding makes
South Korea’s MCST worth our further deliberation and
benchmarking.

South Korea: the structural set-up of MCST’s cultural portfolio

XLREWEERSD

Culture and Arts Policy Bureau

B BT (a0 © RIEEA ~ XLEE ~ B4
A

Cultural & arts industry (e.g., performing arts, heritage,
traditional cultural forms)

RREBRR
Media Policy Bureau

XACEERESR (B0 : Bk ~ RS ~ AR ~ #E)

Cultural media industry (e.g., broadcasting, advertising,
publishing, press)

SEREB S BUER FE S RVAR AR
Components of MCST's cultural portfolio

AEEERE

Content Policy Bureau

RIRERR (Pl : BF - T - #1E - T8 B~
MAERHER)

Creative & content industry (e.g., film, music, animation,
games, fashion, cultural technology)

hREEER R
Copyright Bureau

MREEABRAZERS (4D © RREREE ~ BUSERAMEILEE)

Copyright-related matters (e.g., copyright protection, digital
infrastructure and portals)
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WMESFrR > XEH D A%EEIEIPY ) TE AN, Referring to Figure 5, MCST’s cultural portfolio houses several core

BEMNMBER  NSHER - B2 MED MR #E bureaux, namely the Culture and Arts Policy Bureau, Content Policy
HER - SENERE FR I EEERSE Bureau, Media Policy Bureau, and Copyright Policy Bureau. Each core

bureau corresponds to one of the four key components highlighted in

WU TFAMNESEREERNEET/E > RAFUIESEE  the section above.

BB RAILLE

2

15

Details regarding the four core bureaux are entailed below. We have
included, in parentheses, comparisons with Hong Kong.

1) YEREMEERZEEERBXCAR > BEXRE
27~ BRXLEE - BEIESEMXE2 #&X 1) Culture and Arts Policy Bureau is responsible for the overarching

LR EMAEREEE - LBEEBETENSIEBHA cultural sector. This includes performing arts, traditional cultural
EEAEEEY(LENEE S s EMEBYIESD heritage, Korean language and literature, regional culture, and
D &S LA R EE ST o other related areas. Some of the bureau’s key collaborators and

agencies include Arts Council Korea, Korea Arts Management

(BRARBRNXLR “MAENTRESA NI
ERAIAML )

Service, and Korean Cultural Centres for cultural exchange.

(This is most comparable to portfolios of HAB's Culture Branch®

) NARERASAENEEY BESY - and West Kowloon Project Management Team'.)
BRI FE - BE - BENXEER B ) content Policy Bureau is responsible for the creative content
b WHERBBR OB LHEESER ) HTEN industries. This includes film, music, animation, cartoons, games,
ME S EHBARES EERER (RER) M fashion, and cultural technologies—essentially, this is the bureau
BHREEIREEES o dedicated to spreading Hallyu (Korean wave). Two key-affiliated
- e agencies are the Korea Creative Content Agency (KOCCA) and
(EREERNWARSERAAL  AEERAE senees ‘ ey
e ) . Korean Film Council.
BESAINEXZEEES )
(This is most comparable to CEDB’s CreateHK office, which
covers the CreateSmart Initiative [CSI] and Film Development
Fund [FDF].)"”
REAE TIXN e BEEESFIARISL RS  BPOEETRNERITAREY M | SHRNEERES EHH9) MAATTREERNE | HIMEXCEE « BF - ARESE

BYRENBER S ; EEFELHBNAT - BRESEAMERBAEEELENE ;| LUTESBERM, 8P « QEMTREMIULIIR

HAB'’s Culture divisions oversees all arts and cultural affairs in Hong Kong. This includes, but is not limited to, the administration of major fundings such as the Arts and Sport Development Fund (Arts Portion) and
subvention for the nine major performing arts groups (9MPAGs); policy support for intangible cultural heritage (ICH), Cantonese opera, public libraries and museums; management of major cultural institutions such as the
Hong Kong Arts Development Council and the Hong Kong Academy for Performing Arts; and facilitation of cultural exchange between Hong Kong, the Mainland, Macao, Taiwan, and worldwide.

REBE THAAXEHrIaEEE AN RIBRSEE - ZEERFEER IR ERRNT - SPINTEEE | BEEANXCEEERN TIFEE « ARAXREERRIIBYERTRBMNE
BAL  BEAAXLEEERNE TRFMEES -

HAB'’s WKCD division oversees affairs related to the WKCD project—a flagship cultural infrastructure of the current administration. For example, it monitors the progress and performance of the West Kowloon Cultural
District Authority (WKCDA); work with WKCDA to establish governance mechanism for museums and performing arts venues; and supervises manpower and remuneration matters of WKCDA.



) BREHEREEFERTE OEERE - BS
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(BEERMARBERENTHHAESERSET
BEERETHNESG (REEZEHB) MEHAAE
(BEMERE) EEHEMUTE - ESMERFRR
BRAISEREE > OREREaEEE )

4) REHEREEFMERERRSES > SERER
EHIE s AHBBEMRMTE - B XBEIBH
REEFREZEEREFPIE BRENBUTIERS o

(EBERRETHIKEEEREERES - BK
BHMHEEECSREMBEERNMHERE
MIFRBEERESEE <)

BofT T ENABEXAIEXRNMETERRE —
REBMEER —BRREE - MEPFRR > 48
BN ERLIEEFR—EREE > MEBDE
KRB -

3) Media Policy Bureau is responsible for the media industry. This
includes broadcasting, advertising, publishing, press, and other
periodicals. Key collaborators are agencies like the Publication
Industry Promotion Agency of Korea, and public broadcasters.

(No comparable entity on media affairs is identified in Hong
Kong, but elements from CEDB’s RTHK [public broadcaster] and
OFCA [telecommunications and broadcasting] are related
portfolios. Areas such as advertising and publishing are considered
part of the creative industries and are overseen by CEDB.)

4) Copyright Bureau is responsible for all copyright-related matters.
This ranges from the copyright protection regime, public
education on copyright, to copyright technology R&D. The Korea
Copyright Commission is the dedicated agency for copyright.

(No comparable entity dedicated only to copyright matters in Hong
Kong. CEDB’s IPD deals with all forms of IP,"® and does not handle
copyright separately.)

Now as comparison, Figure 6 shows the rough structures of the two
key policy bureaux that currently oversee the cultural and creative
sectors—namely HAB and CEDB. Instead of having all components
under one governing body, they are scattered across the two
bureaux.

17 AIREASPIHDRAIREEER  FNEEARSESANELHRES - AREEH BN ARRIFRHERE » XEFMERBE ZIMNMIAIRERERR » fIlS4 RSB RY - EXERESUEDERN

NEFERRRENHEBRHEE  AINEZREEBRBINEINELEHEE -

CreateHK is a dedicated agency that champions and drives the development of Hong Kong's creative economy. It administers CS1 and FDF. CSl is split into design and non-design streams, and provides financial support to all
creative industry projects apart from film, such as those in music, fashion, and digital entertainment. FDF provides supports to projects deemed conducive to the long-term development of the film industry, such as

production grants or subsidies to attend overseas film festivals.

18 FrEMERIRAIRERDESIR « FF) » RRIEFISMNERS

All forms of IP include trademark, patent, copyright, and designs.
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Structural comparison of components of Hong Kong and South Korea's culture-related departments

for Home Affairs
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Secretary for HAB
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Under Secretary

Permanent Secretary for Home Affairs
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Civic Affairs Branch
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WKCD Project
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Sources: Ministry of Culture, Sports and Tourism (n.d.)., Home Affairs Bureau (2021), Commerce and Economic Development Bureau (2021), CreateHK (2022),
and Intellectual Property Department (2021)
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The four core bureaux from South Korea’s cultural portfolio have previously been indicated in Red, Light Blue, Dark Blue, and Grey. The most directly
comparable departments in Hong Kong’s existing bureaux are also highlighted using the same colour scheme.

Dotted boxes indicate departments which are relevant, but not directly comparable.
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Drawing inspiration from South Korea’s cultural
portfolio and our analyses above, we offer some
recommendations regarding the structural set-
up of the new bureau, as well as some direct
suggestions about which departments are most
appropriate to be moved into a new home.

B 1 1
RECOMMENDATION | .

MBRRBRE S M EZ OS2

New bureau’s structural makeup to comprise
four components

B TEARUMUCAENFEEERZES  BARBHRERT
BESNEL S Lt EZ OB

First of all, taking into consideration the timeliness and implications
surrounding the establishment of Hong Kong’s new dedicated bureau for
culture, we recommend it is most opportune for the new bureau’s
structural makeup to encompass the aforementioned four core

components:
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i)

ii)

Arts and Culture: To encompass the traditional cultural
sector, which includes visual and performing arts,
museums, public libraries, ICH, and other forms of
subsidised arts. This portion largely refers to the cultural
divisions that are currently under the purview of HAB.

Creative and Content Development (Creative Industries):
To encompass the creative industries, which covers at least
the advertising, architecture, design, digital entertainment,
film, television, printing and publishing, and music sectors.
This refers to the eight creative sectors that are currently
supported by CEDB.

iii) Media: To include broadcasting and relevant matters that

iv)

fall into the overall category of media, which is closely tied
to the CCI. This potentially includes RTHK and elements
of OFCA.

Copyright: To consider all copyright activities related to the
CCl, for a better facilitation of the documentation, protection,
and commericialisation/exploitation of cultural IPs. This
refers to copyright matters that IPD currently oversee but
also portends to further policy development to build more
innovative, technology-neutral mechanisms for copyright
(see Chapter 3).
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Following from that vein, we offer more concrete recommendations:

RECOMMENDATION 1 1 1

the new bureau

14 REBUSE FRIXERIBAIREREIAE - UNKEERE THRIEEEBENE
Move HAB’s Culture and WKCD Divisions, and CEDB’s CreateHK office into

5 AAITIZEREIA
SleR WKCD Project

Culture Branch Management Team

BIREE
CreateHK

REBETHXMH AN IEREE > £
KENREEBHRRII X EMKRAEESR
LRNEMEF eMEREFEPE—FZ
> Rt BRREEEETUERAG U
LEFIBEHR -

The Culture Branch and the WKCD Project Management Team
from HAB are the key departments driving arts and cultural
developments, which naturally deserve seats in the new bureau.
The same can be said for the CreateHK office from CEDB,
which champions creative industry developments. These are
the more straightforward regroupings that we recommend
being moved to the new bureau.



RECOMMENDATION 1 1 2

HAHEEE - EAEANKEBESMEREPHNT D TEZAATR
Consider including elements from IPD, RTHK and ETOs in the new bureau
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Propelled by recent global cultural policy trends, and in accord with
the present-day rhetoric, the new bureau will do well to consider
media and copyright elements under its purview, to provide a more
competitive future for the CCl's development going forward. The
boxes for IPD, RTHK, and Economic and Trade Offices (ETOs) above
represent portfolios that sit on the fence between their existing bureau
(CEDB), and the new one—thus, require a bit more deliberation.

On IPD:

IPD, under the ambit of CEDB, is currently responsible for all IP matters,
meaning it does not handle cultural IP or copyright matters separately.
Quite the opposite, South Korea’s MCST has a dedicated copyright
bureau as well as a Korea Copyright Commission mandated to devise
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and implement copyright-related policies. Hong Kong has no match on
this, only to show our copyright regime has not hitherto been able to set

an innovative, forward-looking foundation for the sector.

With copyright at the crux of the production and distribution of
cultural and creative goods and services, it can—when properly
leveraged, and as South Korea has proven—drive immense economic
and softpower opportunities for the CCl and beyond. Thus, we
recommend the Government, in its reorganisation exercise, to
consider extracting the copyright portion into the new bureau,
and set separate goals and key performance indicators (KPls) for
this dedicated unit.

(Refer to Chapter 3 which is dedicated to copyright and cultural 1P for
more on the role they play as part of the CCL.)

On RTHK:

RTHK is Hong Kong’s sole public service broadcaster, which ties quite
intimately to cultural affairs. RTHK can play important and
complementary roles towards a more focused, aligned, and
strategic line-up for CCI development.

Recommendation 1.1.3 further discusses RTHK’s potential
development opportunities, and we recommend the Government
deliberate the placement of this unit with care.
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On ETOs:

Bearing Hong Kong’s new cultural positioning in mind, the
new bureau could consider working more closely with ETOs,
even considering moving relevant elements into it. ETOs are
important and first port-of-calls in cultural exchange and
diplomacy—functions that are vital to the new bureau.

Apart from recommendations dealing with reshuffling and
regrouping, we also propose some ideas on revamping and
repositioning that further fortify the new bureau’s cultural portfolio.

Besides a central cultural ministry, South Korea and Taiwan have also
subsequently established quasi-governmental agencies—KOCCA and
the Taiwan Creative Content Agency (TAICCA) respectively, that
champion the creative industries and digital content,” and fully
embrace the possibilities of Arts Tech. Some of their key, selected
features are tabled below:

19 AREATEEEEY B4 BE 8 B WhR - B BEAXERE o BERBT B RELEANDEMVEHTIBIMNEES TE -

Types of content primarily include films, music, animation, cartoons, gaming, publishing, broadcasting, fashion, and cultural technolgies. The agencies are also responsible for functions such as marketing and overseas

promotion related to these contents.
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Table

BREI b
EXRIRER
KOCCA

aExit
RERER
TAICCA

BRESLEFRIRER R

BB ERFY Parent Bureau

XERER
MCST

XALER
MOC

BEMIEABRERNITR

Key features of KOCCA and TAICCA

FXIZFESE Establishment History

AIInt2009F » W HERBEESH :
Reorganising five existing organisations into one:
1. EBEIERERT

Korean Broadcasting Institute
2. BRI A B HRE BT

Korea Culture and Content Agency
3. SB[y A 85 IR B P

Korea Game Development and Promotion Institute
4. XALFRABF D

Culture and Contents Centre, and
5. BENHEXRERHTANBEERF

Digital Contents Business Group of the Korea SW
Industry, Promotion Agency

RIS 2019 & > (A fNEREI S L EZEIRE BRI BUE
Newly established in 2019, modelled after KOCCA

#RLAR | UNCTAD (2017) ~ Holroyd (2019) ~ TAICCA (2022)
Sources: UNCTAD (2017), Holroyd (2019), TAICCA (2022)

FESfE Vision & Mission

TR TEM AR AR E L ER

Develop South Korea into the world’s top
five content powerhouses

BEEHRRANDEXNEE  AEME
HaEwiEte AREEER

Create jobs and improve quality of life
through advancing the creative contents
industry

BEMt  (ERBEERNEE > #EFEE
NBREXERE

Integration: act as a professional
intermediary organisation that promotes the
development of Taiwan’s content industries

Ex  BERAIRS (IP) » Tt
A7 0 (EERIZE ;

Industrialisation: develop original contents
(IP) incubate cultural technologies and
facilitate startups

B @ i BE LR R

Internationalisation: promote Taiwan’s
cultural brand to the world

20 XRISHRERRERREX L EXRERNEIZEE Y —  SEARFENVAICEREAZTTFEMRSERE > UHEMOFIERRAENRIERAIZNDS o FTHRM S S AR
Content Korea Lab is one of KOCCA’s main initiatives, which supports prospective creators and start-ups by allowing people to use equipment and facilities to create content, and by providing shared working and creative
spaces. All spaces are open the public.

21 NAHBEERFAETRTHE QEERRAZRESH S SRR A ENRRNBREBETHE GIRE2E) -

CCDP consists of sub-programmes, including Book-to-Screen Adaptation, Development Fund, and Future Contents Development Programme (see details in Chapter 2).
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ERETEEE Industry-driven initiatives

XAIBEERE "

Content Korea Lab™®

AR RE T

Content investment and financing support
ABBERIAZSMITZE DT

Content policy research and industry analysis

RNERIREENE | T BRESRESHS RS
Creative Content Development Programme (ccop):?
Book-to-Screen Adaptation, Development Fund

RNB BRI ZEAMITR DM

Content policy research and industry analysis

BHRE G Technology-driven initiatives cn. |

A VR ~ ARMEMTZ M AR A B IRHEEEZ S
Production support for future-oriented content using VR, AR and other
immersive technologies

REERE (CT) WSS » SIFRER - BE - SENRE
EEBREANARHRE ~ ZEMEEARRMIRIM
R&D funding for Culture Technology (CT), including technologies related

to the planning, production, and supply of various forms of content like
broadcast, games, music, and performance

NABRREAE | RERANBREMETE

CCDP: Future Contents Development Programme
MERARBEREE G MNMEEETE

Immersive Content Grant for International Co-funding or
Co-productions
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Table 7 above shows that both KOCCA and TAICCA are playing
significant roles in the execution and implementation of creative
content policies in their respective regions. To a degree not seen in
many other nations, the South Korean government understood from
an early stage that Arts Tech and digital creative content could bring
about jobs, revenue, and the global presence of Korean culture
(Holroyd, 2019), which motivated a departmental reorganisation that
led to the establishment of KOCCA in 2009. Ten years later, Taiwan
is catching up. It is seen to have modelled its newly established
TAICCA after KOCCA.

Today, both are crowned key champions of Arts Tech, and we see that
many of their policy initiatives also underpin the notions of
“digitalisation” and “industry-building”, as discussed earlier.

Returning to Hong Kong—since the rollout of Arts Tech policy and
the Arts Tech Task Force in 2020, no blueprint nor roadmap has been
devised. While the Government recognises the urgency to develop
this area, it also needs to proactively enable greater gains and
innovations through concrete strategies to take this further.



RECOMMENDATION 1 1 3
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Establish a dedicated (arts tech) agency that champions and implements

Hong Kong’s future CCl policies
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We see this an opportune time for Hong Kong to establish its
own dedicated agency that will champion and implement
future policies on cultural and creative contents of all kind. The
establishment histories from the above examples provide useful

insight.

Referencing TAICCA, we recommend the Government
consider setting up a new dedicated Arts Tech anchored
agency that oversees, coordinates, and implements cultural
creative contents.

Alternatively, referencing KOCCA, we recommend the
Government consider repositioning or amalgamating
existing departments and agencies with potential, such as
the Arts Tech Task Force, CreateHK or RTHK to combine
efforts and more effectively strategise and allocate resources.
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Section 1B: New Bureau’s Strategy and Blueprint
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The previous section analysed structural compositions of the existing
cultural administration and how it can potentially regroup, based on
learnings from the South Korean case study. We now move on to
discuss blueprints and strategies, which should accompany
governance restructure.

We first establish the importance of top-level cultural blueprints,
then turn to Hong Kong's recent funding situation for the CCl as a
glimpse into the Government's cultural strategy—or the lack thereof.
Afterall, it is blueprints that help elucidate policy visions.

Figure 8 on the next page encapsulates a simplified representation of
the flow of key cultural blueprints in the Mainland and the UK.

What can be derived here, is that major blueprints in both
economies begin at the highest cultural policymaking level (MCT
and DCMS), which map out general directions and concepts. Then,
through a top-down approach, organise national resources and
implement visions laid down in those blueprints.
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Key flow of cultural blueprints in mainland China and the UK
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Mainland China
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National Development and Reform Commission
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Outline of the 14th Five-Year Plan for the National Economic
and Social Development and the Long-Range Objectives
Through the Year 2035
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k&R Ministry of Culture & Tourism
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14th Five-Year Plan for Development in Culture and Tourism
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Seven policy papers released:

14th FYP for Tech Innovation in Culture and Tourism

05/2021 (T+ME) XILEZERERRE)
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14th FYP for Development of the Cultural Industry

14th FYP for Development of Cultural and Tourism Markets
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14th FYP for Artistic Creation

14th FYP for Construction of Public Cultural Service System

0172022 (T+PUE ] fRFEXEERE)

14th FYP for Development of the Tourism Industry
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United Kingdom

2016

B ERE MRS
Department for Digital, Culture, Media & Sport

(ZILARE)
Culture White Paper

2

2018

B XL EERERE
Department for Digital, Culture, Media & Sport

(@ L EEE)

Culture is Digital

HEFRENTEE S « BIFEELS
HE®  HEERERENESRE
FFBUT EBPT A HEAE I ERRASR
Involvement from non-departmental
public bodies like Arts Council England,
The National Lottery Heritage Fund,
and Nesta
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The case of the Mainland, for instance, began with the MCT's 14th
Five-Year Plan for Development of Culture and Tourism published in
April 2021, which announced a series of specific key development
areas. Shortly afterwards, more blueprints were released to target
those development areas, such as 14th Five-Year Plan for Development
of the Cultural Industry in May 2021, and 14th Five-Year Plan for Artistic
Creation in June 2021, among others. For any one of these blueprints,
extensive research and industry engagement were heavily involved in
the drafting process.”

In the UK, the DCMS first released the Culture White Paper in 2016,
then invited strategies from non-departmental public bodies like Arts
Council England, The National Lottery Heritage Fund and Nesta.
This was demonstrated further in 2018, when the DCMS released a
subsequent blueprint—Culture is Digital—which, on top of providing
general directions, also listed out commitments from key cultural
organisations.

14th Five-Year Plan for Artistic Creation, for example, took nearly two years in the making from pre-study and thematic research to drafting and consultation.
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However different the Mainland and UK governance models may be,
both economies are seen to have multi-level blueprints involving
industry at different stages of policymaking. The importance of
high-level blueprints is thus confirmed, for their ability to
consolidate resources and industry voices, and pushing the sector
forward.

Yet, the Hong Kong Government has yet to be seen formulating
any cultural blueprint of the sort, nor encourage public cultural
organisations to set strategies in response.

To reify this, we turn to a snapshot of current CCI funding distribution
as a lens into the Government’s (lack of) strategy.

59



2021-R2EF BT LB « QIBEL « SR AR NIRRT

Snapshot of Hong Kong’s funding distribution to arts & culture, creative industries, media and IP in 2021-22
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« XtRERBEXRZBENEREREEE

Obvious funding discrepancy between the “cultural” and the “creative” industries
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No allocation strategy, fundings are one-off and piecemeal
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Figure 9 shows a snapshot of Hong Kong’s funding distribution
towards arts and culture, creative industries, media and 1P in the year
2021-2022. One immediate observation is made: there is an obvious
funding discrepancy between funding for the “cultural industries”
(under HAB to the left of Figure 9), and funding for the “creative
industries” (under CEDB to the right of Figure 9).

As the figure suggests, the major funding items for arts and culture
between 2021-2022 for HAB add up to about HKD 5.7 billion.”
Comparatively, funding from CEDB (in blue) for broadcasting, the
creative industries, and IPD (in grey) pale in comparison, aggregating
up to HKD 862 million,* which is less than one sixth of what HAB
distributes.

This funding discrepancy also signifies the lack of robust or
deliberated allocation strategy at all. We need only a quick cross-
benchmarking with South Korea to validate this, and as per Figure 10
on the next page, we offer three observations.

23 ZHFEIE2021-2022 FEHENLTRHIER | RE/S (B S3) 0948 (5) XL (6) #B) | SWRESMNR  HELMBRBMNEIBRREMMASE - FXE (BB 95) MABE (3) XMW - (4) K&

BT (5) AHEELE ©

This figure includes the following budget items from the 2021-2022 Budget Estimates: From HAB (Head 53) are Programmes (5) Culture, and (6) Subvention: Hong Kong Academy for Performing Arts, Hong Kong Arts
Development Council and Major Performing Arts Groups. From LCSD (Head 95) are Programme (3) Heritage and Museums, (4) Performing Arts, and (5) Public Libraries.

24 ZHFEER-—AEETNUTIER | BEREANAIZEERR (BB 55) pAE () EENAISAEX - MIBERE (BE78) wAEE (1) AT (2) REMBER -
This figure includes the following budget items from the same Budget Estimates: From CEDB’s Communications and Creative Industries Branch (Head 55) is Programme (1) Broadcasting and Creative Industries. From IPD
(Head 78) are Programmes (1) Statutory Functions, and (2) Protection of Intellectual Property, which is exhaustive.
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Snapshot of creative industries funding distribution in 2021-22: South Korea vs Hong Kong
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South Korea (selected)
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Sources: Ministry of Culture, Sports and Tourism (2021), the 2021-22 Budget Estimates (2021)
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Commerce & Economic
Development Bureau

Content Policy Bureau

Ecosystem-building for
contents industry
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Fashion industry KOCCA support
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Broadcasting and Creative Industries
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Media Policy Bureau
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HKD 4 41 B Total budget (2021) HKD 645M
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Figure 10 here is a snapshot that gives a glimpse of the multi-pronged
allocation of funding seen in the Content, and Media Policy Bureaux
of South Korea’s MCST in 2021, versus Hong Kong’s single lump sum
funding for the entire Broadcasting and Creative Industries.

First, on funding size, South Korea’s total budget for the creative
industries is way larger than that of Hong Kong’s—at least
HKD 4.41 billion” compared to Hong Kong’s HKD 645 million—and
it must be emphasised that funding is injected into these sectors
annually rather than periodically like Hong Kong, which is usually a
few years between each injection. The Government’s lack of priority
may explain its piecemeal funding practice, and this is one of many
longstanding pain points hindering CCI development.

Second, South Korea’s funding allocation is strategic and specific.
Noticeably, South Korea outlines funding distribution in much more
detail compared to Hong Kong, who groups all industries into one
category. For instance, we can easily tell that South Korea has
allocated the most resource to the game industry, totalling
approximately HKD 426 million—only slightly below what Hong
Kong allocates to all broadcasting and creative industry matters.
Second to the game industry is the immersive content industry, in
which Arts Tech plays a part in. Funding allocation reflects strategy
and denotes which areas the Government places value on. From
funding allocations, we can deduce that South Korea places value on
gaming and future contents as a way forward. In this connection,
Hong Kong’s lack of blueprint or strategy is once again validated.

Third, copyright is another core arena of focus under South
Korea’s cultural strategy, an area Hong Kong has perhaps

overlooked (see Figure 11).

25 MENHBFREBH IR 2021 FEEHS  NABRBEHERAFLMHMNIEEENEHN - ABARERNSIEESZE0 -
The South Korean figure was reached by adding up the most comparable, selected items from the Content Policy Bureau’s budget from the MCST's Annual 2021 Budget. Refer to Figure 10 for specific items and respective

amounts.
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Figure

Snapshot of copyright / IP funding distribution in 2021-22: South Korea vs Hong Kong
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Note: *Selected funding areas most relevant to this research

HRER | LR B ELE (2021) ~ 2021-22 FEMBFEEE (2021)
Sources: Ministry of Culture, Sports and Tourism (2021), The 2021-22 Budget Estimates (2021)
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To begin, it must be noted that the areas coloured in dark blue
above is South Korea’s budget for copyright, and the light grey
refers to Hong Kong’s budget for all IP-related matters. As
mentioned earlier in this chapter, it is because South Korea has
structurally separated copyright from other IPs. With Hong
Kong’s IPD overseeing all IP matters, it is impossible to single
out a budget only for copyright. Strategically speaking, this
structural disadvantage has prevented us from devising
plans that promote industry-based thinking and 1P
development.

Referring to Figure 11 above, South Korea’s total budget for
copyright alone is enough to surpass Hong Kong’s budget for
the entire IP industry. Admittedly, our development of
copyright is still at a rudimentary stage, with barely any
resources. It appears that the only copyright functions IPD
conducts are merely 1) the registration of copyright licensing
bodies™ (under 1P Statutory Functions), and 2) some public
education programmes to raise copyright awareness (under
Protection of IP).

26 BRIAHANERESITIRE > 01F | EBFMRRERIBEERAE  HEB R XHEGRAS] » Motion Picture Licensing Company (Hong Kong) Limited » HHEGIREBRAE) « HHEEENEEHE

ERETIREREREERAR

There are six copyright licensing body registries, they are: Composers and Authors Society of Hong Kong Limited, Hong Kong Recording Industry Alliance Limited, Motion Picture Licensing Company (Hong Kong) Limited,
Phonographic Performance (South East Asia) Limited, The Hong Kong Copyright Licensing Association Limited, The Hong Kong Reprographic Rights Licensing Society Limited.
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From the CCl’s perspective, these functions are insignificant
compared to what South Korea does, when one of its latest funding
strategies for copyright is to build a strong environment for the use
and distribution of copyrighted works (MCST, 2021). As reflected in
Figure 11 above, this specific strategy manifests through the funding
for copyright use and distribution (HKD 62 million), and copyright
information management services (HKD 16 million). All these
accentuate Hong Kong’s current weakness in exploiting copyright
opportunities for the industry.

Through drawing cross-bureau analyses and benchmarks with
corresponding funding in South Korea, we have concluded that we
lack both funding size, and overarching strategy for the CCI. The
most obvious funding discrepancies are found in areas of “Content”
(investment into the creative industries) and “Copyright” (developing
and excavating the economic potentials of copyright in relation to the
creative industries), which align with our perceived structural

disadvantages.

These funding gaps, combined with one-off, often discontinuous
funding practice, signal the lack of an overall strategy. We respond to

this limitation directly:
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RECOMMENDATION 1 2

i 5T LB 2 RV EE B A B AR -

SHANTHRNMERCIRBEE DI

Devise a blueprint with timely goals, and strategic allocations of funding that
emphasise on content development and being industry-based

HAELRE—T > BT=HBREFHETRE
USFBEBXACER o

BAEREAEZET > BABRBBAREREES
BhREMRERRERRBE - BRNEEXCLEHALE
EENNMESEE > LN HERAM 0F:
1) XAEMZM ~ 2) BIEESR -~ 3) ERLER
MUKz 4) Wt - BT E EBEMERNERO
BEHFTRIEMEE > TEBREENENS
I TEREERENEENES -

FAREMNR > RMFETEERE2IABNR
RXACEBRITENIER > UEis THHE) RE
hEE - RIS ERREEHFL

To recap, it is clear that we desperately need timely strategies that set
out how the Government plans to bolster the development of our
cultural portfolio.

Starting with basics, we recommend the blueprint first delineate
funding priorities and funding streams for all four elements we
deem important to the culture portfolio: 1) Arts and Culture,
2) Creative Industries, 3) Broadcasting and Media, and 4) Copyright.
Filling current funding gaps and laying strategic “gameplans” are first
steps towards dissolving piecemeal funding practices, and
demonstrating vision that is long-term and robust.

To be more specific, we have identified some of the first action items
most imminently needed in the Government’s next cultural blueprint.
They also acknowledge the opportunities at hand as per the 14th
Five-Year Plan, and are covered in detail in the next few chapters:



REAZTAFNRZENHEE (B25)
- UEMBRATFER BEENEAXLER
= DRAFMHATEINE - (B=ZE2.1)

- REFRRIXIEABTHRAEBRE  EHETHE
RN 23R > DERAERLER - (B#2.2)

MEE L BB IPHIFER > UZE

Xft IEHE NER (F=F)

- BUHBBER AKRE - DFMETXE
MEIERE » UXCBENREXZHE
EEPRAMABRERESR » BHEEZETEH
Bt 57 2 3th 9 S A Z2 0T 3207 O A & 3R 38t
ERESH0 o (B#E3.173.2)

BEXRERXLELREAZERZFATHEER

(Fm=E)

© EERRBOAAMZEE > BNAIEXEEKX
BHEX AT > WU ARRERRNERRE
BRIEIRBA RS » (B%E4.174.2)

MERBHRWMFR > BREBRMOMATPRIE
o ElhREREEBNXEIEXRAEEE
BENHRET - AMEETEREZHE—TE
it o

Policies to invigorate content creation and development

(Chapter 2)

* Usher new content creation through developing and innovating
traditional culture and contents, with a focus on Arts Tech as a
means. (Recommendation 2.1)

* Facilitate the IP development process of creative contents into
different mediums and manifestations as a way of emphasising
industry-based development. (Recommendation 2.2)

Policies to strengthen cultural data, and IP infrastructures for
culture “going out” (Chapter 3)

* Build digital infrastructures instrumental to the collection,
analysis, and distribution of cultural and creative contents,
centring on cultural data and copyright trading. These
contribute towards our pledge on becoming a hub for arts and
cultural exchanges between China and the rest of the world,
and a regional IP trading centre as per national visions.
(Recommendations 3.1 & 3.2)

Policies to cultivate next-generation CCl talents

(Chapter 4)

*  Groom next-generation talents and skillsets to cultivate
substantial expertise for the CCl, and to project such manpower
planning with concrete timeline and measurable KPlIs.
(Recommendations 4.1 & 4.2)

The above is by no means exhaustive, but our research has shown
them to be the key policy arenas that are most imminently
worthwhile to Hong Kong’s CCI presently, which will be elaborated
in the ensuing chapters.
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MEEERABTAERAEMN AR EXREBRTNEZTH
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Promoting content creation and its development has to be one of the first
action items in the new bureau’s imminent blueprint for the CCI. This chapter
considers both traditional art forms and modern creative expressions as

content, and applies the notion of IP creation and development to the

discussion.

AEDRME - F2ANBRABHAST WERF
FEMELEE) NHABTRIENTFUGREE
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This chapter is split into two sections. Section 2A explores how
traditional contents (such as 1ICH, like Cantonese Opera) can be
reinvigorated as a form of content creation. Section 2B discusses
how modern creative contents can be further developed and adapted
from one creative medium to the next as a form of content
development (e.g., the process whereby an original work such as a
book is adapted into a film or other various formats).

We are able to find relevant policy documents that corresponded
with either of these notions. In Section 2A we begin with the
Mainland’s 14th Five-Year Plan for Artistic Creation (MCT, 2021), which
stipulated a clear mandate of creating new content from traditional
artforms. In Section 2B, we delve into details of Taiwan’s Creative
Content Development Programme (TAICCA, 2020), which is a series
of funding initiatives dedicated to facilitating the content and 1P
development processes of creative works.
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Section 2A: Creating new
artistic content from traditional
art forms through technology
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The 14th Five-Year Plan for Artistic Creation,
published by the MCT in June 2021, is one of
the follow-up papers of 14th Five-Year Plan for
Development of Culture and Tourism. lts status as
the national blueprint and mission statement
for artistic creation grants it to be a true
manifestation of mainland China's ambition to
be the next cultural superpower. Figure 12 below
captures some of the blueprint’s key contents.

2
Figure
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Key Measures
and Tasks

(T+mE) SWEI(FRE HEERER

Policy highlights from 14th Five-Year Plan for Artistic Creation

HEREEBEMEREE

Promote and carry forward fine traditional Chinese culture

o HEEIEIAD C RIGS 4 - RIGEE - SMEPEEFEMMaEE L
BlFTMEEE R
Promote innovative and creative developments of various types of fine
traditional Chinese arts such as xiqu, folk music, folk dance, and visual art

c FMEXERERHSF L EESTE
Deepen the cooperation between art groups and digital cultural enterprises
s EFRLEBEG VEHRSEE

Promote the integration of online and offline performances

YR AR E

Reinvigorate and carry xiqu forward:
c BEBEMREHEER ETE N B - ERRVRFIRE

Cultivate an environment that can help bring traditional xiqu to life, create
masterpieces, and cultivate top artists and masters

© SIEEEKAXCRE TEERPIE SRR S E © FH)
BRGNS

Guide relevant cultural and tourism departments to proactively shoulder
the responsibility of promoting and carrying forward traditional xiqu, and
encourage all parties to work towards this end

FRER | EAIREER (2021)
Source: Ministry of Culture and Tourism (2021) (The English texts are translated by the authors.
Please refer to the Chinese for official Mainland terminologies)
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Promote integration of arts and technology,
enhance application of digital technology
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Promote the creation of masterpieces in the new era
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Strengthen the planning and resource allocation for artistic
creations: make good use of the China National Arts Fund and
other funding
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Guiding principles for the creation of masterpieces
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the new era Bo=
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BIfEAT ~ RBAS ~ B2 Promote the establishment of key
AT~ AT national arts troupes and academies

Foster leading talents in arts
and culture, including
creators, perFormers, arts
administrators and art critics
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N . .
LUBH A Arts troupes and academies: improve
Performing artists: tutoring the evaluation mechanism of arts
apprentices, offering training, troupes and academies

setting standards, fostering
talents through productions,
and nurturing talents through
performances
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HEBBEE ~ BEUESRIGR
e LA
Rerun and upgrading of outstanding
theatrical performances: the MCT
shall recommend theatrical
performances, and establish
performance rotation schedule of the
outstanding ones

73



74

IEN2Fr T o REPEFESREENFEENEIHER
h—ERREEBRE Gt B s RIRZENE
e AEME > MEEMNEAIREZEMBHEZ
— BBLER HBRRFIFEERER - Bk
HENE 2 HEREHR BRI 2REEBF
LERZBHNEE > URER TR ERE > U
BEGAMNABHEIR - BHWERE RIEI
M1ty - BPRMTRISEBERTRImIE E 245 — o

#HEFRLREMER (RE) RHTHEELTA - %
—RM AWM S - B R BUSN > AR
BRI B_REENKAEEXLEMAL -
FZRMBEARNZEENER > HE) LR LAY
TiF- BEMINES » BEUFBHRXMNRESN »
EHENBMATHIRIE -

N ZFAFHERBERREE - U TEE—
B > BEIREM BRI AR B E L EM > EMmAE
HHBIAR o

(HE-F52047) QUI7NN BREREFEINAE
BEESE » LEIFERRAERIRBEIREIR T i o FRER
BILRIFRD TBISEG) > URRE ~ RINKF
B~ RO R EREGEAEM A M 7 8 E R IR AR
mE o PIMERIDEERE - MMBMEAKS -
BERIERBBAFMNANEENREERXL > A
BRBANER > XERFENERA RETEE R
TEBRIR Z IRV EIEE o

As illustrated in Figure 12 above, our consolidation shows that a key
developmental goal is to promote the innovative and creative
development of traditional Chinese cultural art forms, such as
regional xiqu, folk music, and folk dance. Specifically, the
reinvigoration of xiqu are among the key measures and tasks, and this
is to be done through cultivating an environment which allows
innovation through new works and leading artists. To support this, a
corresponding focus area has explicitly stated to deepen collaboration
between arts troupes and digital cultural enterprises, so as to
integrate offline and online performance, and to inspire innovative
embodiments of traditional cultural forms and contents. This also
echoes the feature of “digitalisation” mentioned earlier in Preface—
one of two main features identified in recent cultural policies of the
Mainland.

In achieving the aforementioned key goal, the Plan offers
corresponding propositions. The first involves tapping into Arts Tech,
which encourages using digitalisation as a means to innovate
traditional culture. The second involves cultivating a new generation
of exemplary and versatile talents in arts and literature for the new
era. The third involves strengthening and standardising the quality of
state arts troupes and cultural organisations to reinforce the above.
The focus of these propositions is centred around the generation
of new artistic creations that are inspired by traditional culture
and expressions.

Recent industry movements within the Mainland’s arts circles echo
these policy trends. The following example is one that champions
Arts Tech as a means of reinvigorating and retelling traditional arts
and culture, thereby generating new content.

Apologue 2047 (2017)—a stage production originally conceived and
directed by renowned film director Zhang Yimou—best encapsulates
the national direction. In a series of what he calls a “conceptual
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As it happens, | believe the
way forward for us and for all
performance types, would be
to integrate technology.

FREGR Zhang Yimou
2018
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performance”, Zhang combined traditional Chinese art forms and
regional heritage, such as Peking opera, Quanzhou shadow puppetry,
and khoomei (Mongolian throat singing), with modern technologies
like 3D holograms, robotic arms, and drones. The production
embodies a form of cultural inheritance and preservation via
innovation. It harks back to traditions and embraces modern
inventions, facilitating a dialogue between the past, present and
future.

Since its premiere in Beijing in 2017, Apologue 2047 went on to tour
nationally for three seasons up until 2020, each time revealing
different combinations of art forms and technologies. To a certain
degree, this demonstrates that the Mainland’s direction on artistic
creation is effective—in the way it manages to incentivise artists,
through innovative ways of adapting technology, to treat traditional
and intangible art forms as valuable sources of inspiration. Artistic
creations like these demonstrate the possibility to leverage
technology as a means to create new content from traditional
cultural forms and expressions.

Further, the emphasis
placed on the integration of

HAKEPAAERAETH
LK GEEEEN
X BEENEEDN

B BE—ERE?

Who says we cannot use
modern technologies in

technology and artistic
creation even helps
transcend the perceived
division between traditional
culture and innovation.
From Zhang’s production

discussed above, innovation a . ;
artistic practices to sublimate

is even seen as inseparable ;
the souls of ancient past?

to the development of
traditional cultures. 4, Qiu Jirong
2018
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MEEZTF » FERATEEAERIEBEWfF ?  How do Hong Kong’s cultural policies compare?
REFESR AR EEREENRNEAIE B Novel applications of technology are emphasised in national policies
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. . innovations within the cultural and touristic industries are commonly
(T+MmA) XEEXZERERE) M (T+ME] XM

found across the Mainland’s cultural policy discourse in recent years

IRBEFHRRIATRE))) - BRI - FFIRBUILH B ER (refer to 14th Five-Year Plans for Development of the Cultural Industry,
T AN RSB L 3 2 M B R E SR XE and Tech Innovation in Culture and Tourism). In this connection, we
K o took the opportunity to see if any of our own cultural policies focused

on digital culture, or promoted convergences between arts and

technology practices.

RAXEPORERRS » BEMER
RMZER « EERFBNRMES
& o RMPIETIZERER - BBRAE
FHREER  ERESMRS URRE
FRIMES

By setting up a test lab, the East Kowloon
Cultural Centre offered local arts
groups with space, technical equipment
and professional support, allowing them
to conduct research and development
projects for application of various
technologies, so as to excel their works
through trials and evaluations
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B HETE 2020 F A EEM R L BRI FTEUES » The Government has indeed announced new policies on Arts Tech in
FEERAEWMEESERWRILEE «- FITHESE 2020, hoping that the organic integration of arts and technology can
(MRS E T/ AU EETEMR R R multiply benefits for both fields. These new policies included: (i)
EE (D AR BY — EE TS BEMAE setting up an inter-departmental task force to formulate an Arts Tech
FEF 378 (iif) 48 38 1 ST Ab 0 $T 2 B 25 B T 45 7 28 blueprint;” (ii) setting aside HKD 100 million under various existing
NERAEHESH ; (VM AEETRAEESMERS
LU B BEMRIE AL o

funds to support Arts Tech applications;™ (iii) marking East Kowloon

e g——

(iv) creating more sector-specific job opportunities to nurture talents ~*=%
in Arts Tech.”

BEE—RNE  BTH2MRENER > BEEGES

BEHENEESEREEE M MR AR EE  1tis worth mentioning that the Government’s uptake of Arts Tech
BHAn ) HESM® T (DSIETESFEHMEMNEMRFSE  followed Our Hong Kong Foundation’s first-of-the-kind report that

BB (DRI EEE DRI ERED » )y coined and advocated “Arts Tech” development earlier that year, with

(V) IEF 2 EE ) o Gl » TEMRE BRAERy recommendations that outlined exactly: (i) a targeted Arts Tech

N - S blueprint with (ii) dedicated funding, (iii) infrastructural support, and
BERNEIESES (iv) measures on capacity building. Since then, “Arts Tech” has been
promulgated as new key direction for Hong Kong’s CCI.

27 ARBBAREENEISFIEMAKES/ VE (54 SaRERER  BKR  AMEHES  HER » AFMBRENBEXENAR - S5/ MEA ST H R BB RIEFEHE
The Secretary for Home Affairs chairs the inter-departmental Task Force on Arts Technology (Task Force) comprising representatives of HAB, CEDB, the Innovation and Technology Bureau, the Education Bureau, the
Innovation and Technology Commission, and the Leisure and Cultural Services Department. The Task Force is responsible for formulating strategies and measures for the development and promotion of arts tech.

28 TRAEEOEHRBBEENANKETRRES (BMED) THRERRENHE ; ABCREENEXRRESTAIREEE ; LURHAAIMBEENARM LIRS THRESS St I — R &t
The various existing funds include the Arts Capacity Development Funding Scheme (ACDFS) under the Arts and Sport Development Fund (Arts Portion) administered by HAB; FDF, and CS1 administered by CEDB; the
Technology Voucher Programme (TVP) under the Innovation and Technology Fund (ITF), and the General Support Programme (GSP) under ITF administered by 1TB respectively.

29 2022-23FEHBIAREMNA T HRMFHRNSIE - B5F) BK3,000BEFIBNATERBEEBE L MEMEHRERIEE]) i) 23/ A EENRLEAN (S REE) 88/NEE1,0008
i) ARAILFOEETAE 8,500 8 » Uk iv) BEXETEE 7,000 BIRFSHFHLEME
The Budget 2022-23 saw an increased strategic support for Arts Technology, which includes the i) HKD 30 million for the new Arts Technology Funding Pilot Scheme targetting the nine major performing arts groups,
ii) HKD 10 million additional injection into ACDFS to support technology innovation in small and medium-sized arts groups, iii) HKD 85 million earmarked annually for the East Kowloon Cultural Centre, and
iv) HKD 70 million earmarked for LCSD to upgrade tech equipment and facilities.
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HABA T EEZEZNEMB R - EP AR
B 20205 RBBAEHBEXRRERSE TIAR
B T2MR ) EBER - BEEXREFEIRE—R
ZOBEBEE - SEMBIUEI]FREABFAXE
LM RBIAES] - BEBIFTEIR TR 2021 E 22 FE = MH#
BENNTEBITNBERIN  BEIDET NERHE
7T AR TEMREL ) BRI TRRIh RS o ¥

RIFZEEERENBNER T # > FHY TEMR
ENEBA NAERFNERBEY » WRBHEMR
RWHAR) > B SEXFIAERESMAR RS
XL 2MEtE > & ERER - REARBNERRE
Eers R R (REUS » 2021) -

We overviewed key cultural policies in Hong Kong that corresponded
most to the context of generating new artistic contents through
technology. One that is most relevant, is the new “Arts Technology”
funding category introduced in 2020 under HAB’s Arts Capacity
Development Funding Scheme (ACDFS). The ACDFS is a core
funding with the purpose of strengthening the cultural software and
building the capacity of the arts sector in Hong Kong. For the ACDFS
funding round in year 2021 to 2022, an additional HKD 6 million on
top of the provision of approximately HKD 40 million that is annually
disbursed was assigned to support successful applications under the
new “Arts Tech” category.”

According to ACDFS’s funding guidelines, the mission statement of
the new “Arts Tech” funding is to “embrace the new trend of arts
development and enable the arts sector to push its limits”, with a view
of supporting proposals aimed at promoting the convergence of arts
and technology in “the creation of novel presentation, curation and
audience experiences” (HAB, 2021).

30 BEEHREYEI2021 2 2022 FEN—HAH - HE7RRFE P RGE/IREET « 55/ 27080 - S5 BA/ 2T B008E ~ EMERE/HEEM - UNSEITEEY » BB LR 4,540 8
Bt Hh988 B U TEMTMSIER o = EMMERNBEMRIRIAR T » —ESRERXTER 0 SERRITEMERRITES - FMEEEHER TERERKNRABMNER » B RER

XAt o

From the round of ACDFS funding in year 2021-2022, a total of 17 applications across the panels of Visual/Media Arts, Dance/Multi Arts, Music, Theatre/Arts Administration, Arts Education, Appreciation and Promotion/
Community Arts, and Arts Tech were approved with a funding ceiling amount of HKD 45.4 million, of which HKD 9.88 million was granted to the Arts Tech category. Out of the three successful arts tech projects, one
involves elements of traditional culture, which hopes to crossover martial arts with new media technology. The other two awarded projects primarily focused on new technologies in modern arts, with little to no focus on

traditional culture.



BERMABLL » BB A RESRZEHEIRMNER - But compared to the Mainland, these funding directions lack strategy
MMEMEREMEESSER - — 2 - BEESMRAIE  and vision, and are generally inclined towards projects that are
BoBZEABHET—ESE > DBRMANZSHERSE A~  events-based, one-off, and with limited traction. Ultimately, this

SoaHiEEE ), IR R BRI S OnCe again reifies the fact that our funding policies do not champion
EAEAE o industry-building, nor inspire any impact or “endgame” for Arts Tech.

_ S - o s When in truth, Arts Tech has already shown to be the imminent _ 9
SEL BNHRERSRANME  LARENE trend on the global cultural discourse and capable of generating =-=

X EBREMRXCATHN—BFE > TRIERGR  immense impact as a means of creating new artistic content across
XALZMRENERGE - EBEFZESHEMRN  the board for the CCL Specifically, it also lends itself most useful to
XLEE > HEFRMEIRBERREIE o cultural visions that seek to reinvigorate traditional art forms and
culture in newer and relevant ways. There is a wealth of unique
traditions and cultural assets in Hong Kong for our Arts Tech policies

to uncover.

(RATIRAR | ) BLUBBIE 2R
HZALERE » BRERBEHET)
KRBEE—BNES

Become a Kung Fu Master! is a pose
matching installation in the form of a
video game, where viewers could
position their own body to match the
poses provided by a kung fu performer
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Cantonese Opera: a unique cultural heritage to Hong Kong

As an example, Cantonese Opera is arguably one of the most obvious
traditional artforms that warrant further content development in
Hong Kong. 1t is the only ICH that has been inscribed onto both the
Representative List of Intangible Cultural Heritage of Hong Kong,
and the internationally recognised UNESCO’s Representative List of
the Intangible Cultural Heritage of Humanity (Intangible Cultural
Heritage Office, 2022). The Hong Kong Academy for Performing Arts
is also the world’s sole provider of formal post-secondary, degree-level
training in Cantonese Opera.

Despite these features, it appears we are far from being able to
truly cultivate potentials in the art form to carve out new content.
The largest hindering factor is possibly because there is no
government-endorsed flagship entity dedicated to the professional
development of Cantonese Opera practitioners in Hong Kong, unlike
the Hong Kong Philharmonic Orchestra and the Hong Kong Chinese
Orchestra for professional musicians, the Hong Kong Repertory
Theatre for professional theatrical practitioners, or the Hong Kong
Ballet for professional ballet dancers, among other government-
subvented major performing arts groups.”

At present, the Government has rolled out dedicated initiatives for
Cantonese Opera, such as the Cantonese Opera Development Fund
and the Cantonese Opera Advisory Committee which supervises the
promotion, preservation, study, and development of the art form.”
But based on stakeholder interviews, it is commonly acknowledged
that while existing initiatives were able to make Cantonese Opera
more accessible to the general public, they have largely failed to help
it innovate with purpose and quality.

31 Bl AXTERLMBEEFEEZELE  SENLE 58\ CBLE  HERER SEEEEE HHEASER BEEAE  PEABMNES - —+ERRREEEREY - NARLEMEBERA

EEBREXCBMNEZCIERMN - MIIERMMEERNE « MRRRER

S IBREMATEAT » MR EB R S EE BN X LR o

At present, the nine MPAGs, including the Hong Kong Philharmonic Orchestra, the Hong Kong Chinese Orchestra, the Hong Kong Sinfonietta, the Hong Kong Dance Company, the Hong Kong Ballet, the City Contemporary
Dance Company, the Hong Kong Repertory Theatre, the Chung Ying Theatre Company and the Zuni Icosahedron, are directly subvented by HAB. The MPAGs are among the key partners of the Government in promoting
arts and culture in Hong Kong through developing quality programmes, strengthening audience building, cultivating artistic and arts administrative talents as well as promoting Hong Kong’s arts and culture to the

international community through cultural exchange activities.

32 2022-23 FEMBIERERAN BRBEES  TE—EBT BRI NEEEAMSEE

The 2022-23 Budget further injected HKD 100 million into the Cantonese Opera Development Fund to further support Cantonese opera practitioners in enhancing their professional standards and continuous training.
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NEISEE (FERIGE) Gihrdm) =/ &
SEIHRER 2021 ERIE 2 — > FLEkERAR
L& o LRI S S B RIRER I5
EREISEART - BATHHRER
MM —SmERER - LEMAE
REBLEE ~ BIMRRAFRER
RSB EEIRHRIGTER
Experimental Cantonese Opera
Farewell My Concubine (New
Adaptation) is part of Xiqu Centre’s
Black Box Chinese Opera Festival
2021. The performance blends
traditional Cantonese opera techniques
with contemporary stage and lighting
design

In recent years we have observed efforts within the city’s performing
arts sector advocating experimental expressions to the Cantonese
Opera art form.” Though they remain few and far between, the will
to carve out new artistic content based on traditional forms should be
encouraged. Instead of relying solely on individual efforts, the
Government needs to have a set of strategic visions that the wider
CCl industry can align and contribute to.

Notably, 14th Five-Year Plan for Artistic Creation has also listed
“Xiqu”—the broad term for Chinese operas, which includes
Cantonese opera—as a key development area. As such, developing
Cantonese opera aligns with national visions too. Based on the above
analyses, we pinpoint some recommendations that are aimed at our
Arts Tech strategy, because technology, when harnessed properly and
given a clear purpose, can create much new and artistic content for
Hong Kong.

33 mAXLEBIE R ORE T — AT o B 2017 FRBHN TAISEEEE) > 2021 FE 525 VNEPSEME ) » H—F—ENES » BriteiERERER » HiES RS MARTSH o
The Xiqu Centre at the WKCD offers an institutional example. It presented the “Experimental Chinese Opera Series” since 2017, later known as the “Black Box Chinese Opera Festival” since 2021, which are annual events that
showcase award-winning contemporary productions of rare and well-known regional genres, with the core mission of preserving and innovating xiqu.
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RECOMMENDATION 2 1

E—THAZRMMRBEERNER » BniFEE

Sf7ie #1585]

ERZMMRERAFSRNXIL

Increase the impact of Hong Kong's Arts Tech strategy by defining key policy

outcomes, one example being to leverage technology as a means of creating new
artistic content from traditional cultural forms and expressions

BEEBHHEMEMB RN > BUF R
MRS XA ERARRE R GERS
AR BB EMA R ERREFEEZE N
IR WE PSRBT IIERBZMNMR - 37
EHREEEIUEEEEZNEREGE B
gy TSR B - RMEBSAEN
HEER/MAREZ A EREESER -

RMPEMB R ENESIFE TRIFREER K
BRENERERBRRR > FHERE
BIEBRAE—TRABENATAERS
—ERBRNKEBRR > EMMFEBZEMNE
BIEARESNMEENNATIRMIES -

With the introduction of Hong Kong's first policies on Arts Tech, and
since the Government is seen to promulgate Arts Tech as a key area
of development for the CCl going forward, we believe there is a need
for the Government to devise an Arts Tech strategy that is more
impact-driven, by defining clearer policy goals and outcomes. With
an articulate set of strategic goals, the wider industry can better align
and contribute—which is a way of forging “industry-based” thinking.
We recommend the extant Arts Tech Task Force has a role in this.

Going beyond our current scope of Arts Tech that describes “novel
presentation, curation and audience experiences” as per latest Arts
Tech funding guidelines, we recommend the Government
emphasise the creation of new artistic content as a clear policy
goal, and offer directions on how to create content through Arts
Tech with purpose and impact.
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For instance, we recommend the Government to be more
specific about the objectives of Arts Tech—that it can i)
support new emerging artforms/genres/industries; ii)
transform traditional industries such as intangible cultural
heritages; iii) deepen R&D into more seamless integration
of cultural technologies for the CCl and other industries.

In achieving these set out objectives, we recommend the
Government set strategic roles and targets for the
different funding schemes that currently support Arts
Tech proposals. For instance, the ACDFS (Arts Tech)
funding scheme can be mandated to support “productions”
of arts tech; CSI to support training and capacity building
across the screened media industries such as TV, video
games, digital entertainment; FDF to support virtual
production-related proposals. This level of strategic
planning across relevant bureaux and different funding
schemes would help align the literacy of Arts Tech across
the CCl, and also cultivate a more coherent ecosystem.

In connection with the above, and drawing inspiration from

the Mainland’s national plan on artistic content creation, we

are inclined to go one step further and recommend it is timely

for the Government, in its Arts Tech strategy, to put forward

a clear goal, that is to use Arts Tech to transform traditional

industries and art forms.
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IP Creation
NAEIE

This chapter has captured Cantonese Opera as an art form so
unique to Hong Kong that also offers a wealth of untapped and
original content. Using the same example, we recommend the
Government prioritise Cantonese Opera as one of the key
ICHs in Hong Kong to warrant purposeful, and impactful
content development. Whether this is done through Arts
Tech, or otherwise, carving out new artistic content through
traditional arts and culture should be made an important goal
for cultural policy.

This is an opportune time to consider whether a flagship entity
dedicated to the grooming of professional and versatile
Cantonese opera talents should be established. In the end,
flagship entities that champion and uphold certain values can
substantially influence the rest of the industry. This proposed
entity may consider modelling after the nine MPAGs that had
received recurrent annual funding from HAB since 2006. This
would also demonstrate the Government’s coherent efforts in
staying relevant to the times while acknowledging our cultural
uniqueness.

IP Development
AR
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Section 2B: Facilitating the development process of modern creative contents

FEE2AEBF > HMEEFRS T UWABEBEMA R
RARNBEIE > LEHEWES XX EMEEFRIER
HNEMAS o REARZEWNE2BE > M HER
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B BRI EhESE - BiTiE r&%ftj P REBMZ
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NP RIS HRAER

IPRAZEHREAFRETERTNMGRRE - B
BTRIREXZEBERNEEN > MULRHEE U R
EXRBEE R mM &S (Wang > 2020) ©

NPy —RARPABARAUARABETNEREF HAth
AMEEN B RAIBEENR (ZRERENER) B9
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In Section 2A, we discussed content creation through Arts Tech,
specifically creating new artistic content from traditional art forms
and culture. Moving to Section 2B of this chapter, we shift our focus
from content creation, to the content development process of
creative works, ideas, and IP. Imagine an original work (e.g., a book)
being adapted into various other formats such as film, or video
games, or theatrical production, or animation. To forge “industry-
building”, it is most important to build mechanisms into policy, to
encourage and facilitate the IP development process of original
contents.

Quick Definition of “IP development”

1P development is the act of cultivating a single, original work
across different creative mediums. It suggests dimensions of
intermediality and interactivity between the creative industries which
could bring about immense economic gain and cultural influence
(Wang, 2020).

The term “IP” is initially used as a substitute term for original web
novels (copyrighted works) that can be adapted for other creative
mediums such as film and TV. Though not entirely a novel practice,
this concept is particularly prevalent in mainland China, for instance:
the adaptation of online fiction for television has contributed majorly
to the transnational circulation of Chinese TV programmes, and
scholars have contended that the nation’s increasing investment in
content creation is correlated to the rising popularity and adaptation
of web novels.”

34 122016 F > REIEAAIRYH O48E4A7 6.24 (&7#7T (8,000 ®%E7T) » F5tEI 202246 » FEISTEBRE B A EIR &I 2,750 @7t (2,2408TTARK) ©
Exports of Chinese TV dramas were valued at roughly HKD 624 million (USD 80 million) in 2016, and it is estimated that China will invest over HKD 275 billion (RMB 224 billion) in TV programming by 2022.
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“IP” thus connotes potentials for an original work to be adapted
into various formats through licensing or other monetisation
methods, which essentially means commercialising or exploiting
copyright. Nowadays, the term has expanded to describe an
overarching category of creative content that ranges from animation
to design.

In recent years, for example, we have seen an explosive success of 1P
developments from South Korea, where many webtoon contents
(digital comics) have been adapted into smash-hit films and TV
shows, such as Along with the Gods (2017), Sweet Home (2020), and
Hellbound (2021). As webtoon artists supply countless contents to the
screen sector, the screen sector also helps webtoons gain traction by
appealing to a larger, and oftentimes international, audience.

Similarly, in Taiwan, many recent film and TV hits were cross-
medium adaptations, such as Detention (2019), The Victim’s Game
(2020), and The Magician on the Skywalk (2021), which were adapted
from a video game and novels respectively.

Leveraging a single work to birth multiple new IPs has ensured
that the production pipeline is rich with content. It is also a crucial
step to forge a coherent and lucrative industry.

The Taiwanese government has tapped into the wealth of
opportunities in developing IP. The case study below illustrates
schemes under the pilot Creative Content Development Programme
(CCDP) rolled out by TAICCA in 2020, designed to promote and
champion 1P development across Taiwan’s CCL
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Case study Taiwan’s Creative Content Development Programme
. N A . 2
B8R Overall aims: NEHRERHBEEEB=EFHAERY PRSHEE o —
- BB T NN Ry
To boost local content production The CCDP manifests through three sub-programmes

designed to champion IP development:

© BRAMFIRRZABREEZHRE
To fill the current missing gap of funding for content
development 1

- RERMFFETSESNAERNES REANER
g R #t&ERE Purpose of scheme:

To bridge content creators with domestic and ~ ZIFNA AR RIEMR > IR EREEZRENERSE

international markets Facilitate book-to-screen adaptations, and accelerate cross-sector

collaboration between the publishing and screen industries.
1= B1Z Objectives of scheme:

© BARBERAIXAEIPHA
To further develop and commercialise the 1P in Taiwan’s literary

works

- ReHFERFREE

To increase the production volume of the screen sector

© fNsRthRTT ~ ARDMRE T S 1E
To facilitate synergy between publishers (IP owners), screen
producers, and scriptwriters
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NERstE 7T TAICCA’s workflow:

B8 D ETAM > UTEERTHERK

Step 1: Survey screen sectors needs

BT I RBERANANEES
RS EXAEm
Step 2: Openly call for local publishers to submit

NEE AR/ AR

original literary works that match screen sectors’ needs

B=W BB RAWEXE > EEMFIIRERK
AR KAIFm

Step 3: Invite screen producers to assess and select a
work that matches their needs

BT BB/ RESEEFESES ) BEAX
MR RmEFRR  WHEIEL
Step 4: Facilitate open discussion and signing of
contract between production houses and selected
publisher/IP owner of the selected literary work

FHY  BANSHEREZE BEERL » XK
rRP BIURBIATE > BEYERHZEESH
BIANT » AR FRFREEREE
Step 5: Content development process begins. In
connection with Step 5, TAICCA has additionally
established a scriptwriting talent bank which enables
production houses to scout for suitable scriptwriters to
help with the content development process, should
they need one

HIRREZREESHER—EHBAEE > ZKBEHRMTZREZ
MAFME IPRABTHAF - SHEFEXERER > LHRHDREX
FHRERTERRERLT ZANGRER -

The Book-to-Screen Adaptation is an example of a government-
led initiative that encourages 1P development between the
publishing and screen industries. 1t is intently industry-focused,
and anchors at facilitating synergies between IP owners of literary
works and the screen industries.

N

+

MEREXREXANBTRENDEMRES » 5 28 EAIFR
BB RAREE - KBRNBESZHRAT -

Strengthen the quality and capacity for content development within

b

At

5 Purpose of scheme:

Taiwan’s CCl, specifically in adapting original works into contents
for the screen such as feature film, documentaries, and animation.




1= B1E Objectives of scheme:

BEXNKEEFRBERESH IPRASHE S EDN
Tk

To consolidate efforts among TAICCA’s partnered
organisations in promoting local IP development

BRI AR AR R A IPE@RBIBEXRE
To recognise and unleash the immense potentials of

adapted 1P works as well as original

RAMBEZRITRAMUNABE > FHIEERIR
B IPEmi R AN K

To elevate the status and role of scriptwriters within the
screen industries, particularly when adapting existing 1P
works into contents for the screen

HMEZTHERANE  TREFRR  BEBEER
Bl ~ &gtk h ~ BEE

To acknowledge the all-encompassing notion of screen

I

contents to not only include feature film, but also TV

series, documentaries, animation, etc.

EHEE & & Applicant eligibility:
RERKRIRAENEE L e REEIEEE >
Only TAICCA’s partnered organisations are eligible to apply for this

funding®

p——

| et

st = &E[E Project scope:
REISREI P REN=—BERLAET—&E ) BRERA
BRE i) igirh o MUK i) BE

To develop original, or adapted scripts, into any of three categories of

screen content: i) feature film and series, ii) documentaries, and iii)

animation®

st =R HATE Project duration:

RN=F

Approximately three years

MRS ZIHAERE—EHRESE - HeEfM X ERREHR
EZIPRATHEMENAF  LEERRAIMSUIRERENRT
AR -

The Development Fund is an example of a government-led
initiative that calls attention to enabling more IP development
opportunities across Taiwan’s own CCl, specifically on the
adaptations of original and adapted works into contents for the

screen.

35 #1E20216F » XERER 4 XRELBDRNBEREE 7 SIFHTSHE - SIFEREESELR  TXENHBEUHES -

As of 2021, TAICCA has signed MOUs with 14 production companies and associations. Among these partnered organisations are Greener Grass Production, Mirror Fiction, and the Animation & Visual Effects Association.

36 BRRRUEED 6001 ; RIBERINARS 265 - RELSATHE AR/ HEHS/ AIEER/ AGRE/ BERMER/ BBRFMHMAGETE

Films must be at least 60 minutes in duration; series must be up to 26 episodes. Proposals must incorporate “Taiwanese elements” in its script adaptations/story concept/creative team/character setting/animation art and

design/animation and special effects.
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3.

HERE Purpose of scheme:

o B X Rl 2= 25 B 8l i B # IR0 045 11 BY R AR 4R B K
BE > fmEHEE (VR) ~ BESEIR (AR) ~ BS
B (MR) ~ ATE#E (Al ~ AR UKRIBERS
EWUnity MELSIES > TERNHFHNERAGR
ZE2H09 RE2NEBY - BRAENASRE -

To encourage CCI players to be open to innovative and

immersive technology use—such as VR, AR, MR, Al,
drones, and game engines like Unity and Unreal Engines,
and develop new and impactful content prototypes for the
CCl that resonate with global trends and are relevant to

the times.

sHEIEE Objectives of scheme:

HEREBLZLRABRERENESY
To cultivate new, innovative forms of future content brought
about by technology”

HEIP AR ARG SRR - Hh—ERAMA
EIERXH BB PR ERUEISES AR EEER >

To leverage on the possibilities of technology for IP
development—there is a project application from a local theatre
group which involves integrating theatre with AR experiences™

REAFTFRERBEZHHERT—EHBFAEE > XBEAIEA
FRIEMERPEARMENISRRIMHFF

The Future Contents Development Programme is an example of a

government-led initiative that encourages the use of innovative

and immersive technologies in creative content creation and

development.

37 StEREFMAENAEL > GFEER /R B - BRE - BE BE  BE - TRBM  BEMKE - LURARAUTRRREER » fIIVR ~ AR ~ MR ~ Al ~ EEAHE - #5 B BRI LUK Unity MIE45|

LS o

The programme is open to all content types—including music, novels, films, TV series, animation, comics, games, performing arts, fashion and design—and innovative and immersive technology use, such as VR, AR, MR, Al,

drones, haptics technology, and game engines like Unity and Unreal Engine.

38 MRZEAM (IF Live! ~AR B8R LEIS) B 2021 FERRABTREFMESHBRHEEZ—

This refers to the AR experience prototype development project of 1fkids Theatre Studio from the 2021 funding round.




NERFEREIEST TR T HARE ~ FERIEA -~ HE
URHFX R ERE > BRT XAIEXTH
BERpEHE > BERTTERCRIPRERAENELE
BfE-

HEMS FRAXEBERXRNIPRAETRAE
anfa 2

HILZ T BB A E LS R RN EE
CREHR > RIS RIBAR |P O B8 BB o

Bt AXAIERED BT AREHEFIFAERN
= P FI#BVERI EBEUR -

DFR1IBRNEEBRFERIERARM - RAARX
M REBHNENHE > OEERERES RS
BB 2R REMTE ¢

Breaking barriers between publishers, screen producers, scriptwriters,
as well as digital cultural enterprises, TAICCA’s programme is all
about intermediality and interactivity across the creative industries. It
embodies true industry spirit and understands the true value of 1P
development.

How does Hong Kong compare on IP development for
the CCI?

Comparatively, Hong Kong’s CCI policies do not, regrettably, embody
industry spirit nor understand the value of IP development.

To begin, there is no CCl-related funding policy with the specific
mandate of supporting the 1P development of creative contents.

In Table 13 below, we profiled the most prominent, and representable
funding schemes in Hong Kong relevant to the CCI. They include
FDF, CSl, and ACDFS:
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Table 1 3

I

EBhEE Funding
BEYZRER

Film Development

Fund (FDF)

BRIBESREETHN
AEEs as58nE
Currently administered by
CreateHK under CEDB

BIEEEHE
CreateSmart

Initiative (CSI)

BeiBmESEETHN
NAREE 85812
Currently administered by
CreateHK under CEDB

B XA ERSREENEBEE

Selected key funding schemes relevant to the CCl

tHREAET 2] Relevant scheme & initiative

=N (g
Script Incubation Programme

(SIP)

BEEIEERE
First Feature Film Initiative

(FFFI)

ERHERMEE
Film Production Financing Scheme

(FPFS)

N

5 39
Design stream

MR E S Outcome and analysis
BEER BEERE AT NELRRIRIZAR

Incubates scriptwriting talents and quality original scripts for feature films
FIEZRIER

Does not accept adapted works

SEBEASREMAIENEIER > AFEZ RAIBIANER

Mandates to incubate original screenplays and films by supporting
filmmaking talents to produce their first feature films

FiEZBERIER

Does not accept translated or adapted works

BYERESTE—EIUNRIERN B RIENTE
The only scheme in FDF that accepts adapted works for film productions
BEOSBEENASHEES !
Past projects that contained cross-medium content development:
- (EHZEEE) (2008) HESUHR
McDull, Kung Fu Kindergarten (2008) based on comics
- (BRER - B LT REARTEABINAVAN) (2014) B484E
/NER B
The Midnight After (2014) adapted from web novel

RERIP AR ERER

No mandate on IP development

2020 F£1 23 EEENBEF > £ 1718 (74%) BLGEEIHRET
Of a total of 23 funded projects in 2020, 17 (74%) were events-based
EFMEEE B =HERAANBTHNITE » BIEBRFHLNES
BBt 8RR BB 5t &

Two contained elements of developing original content, e.g., Design
Incubation Programme and Fashion Incubation Programme by the

Hong Kong Design Centre



EBEE Funding +HRAET 2] Relevant scheme & initiative R E 53 Outcome and analysis

BIEEE:a JEERET « 2EHIPHZIAREE
CreateSmart Non-design stream No mandate on IP development 2
Initiative (CSI) © 2020 FW25EEENIEEF » B 15 18 (60%) LEEIAZTUETT ;H?
Of a total of 25 funded projects in 2020, 15 (60%) were events-based
HRIBAEERETH s BRNIEEERERARNSHNITER  STEENSESER/EX
TAISEHE AEEE Four contained elements of developing original content, primarily aimed
Currently administered by at incubating emerging musicians/writers
CreateHK under CEDB
BEERRERETE SR &R (F17) + 2EHIPZIEREE
(&1f5Ep4s) Arts Tech funding (pilot round) No mandate on IP development
Arts Capacity * 2021-22 FEAFIKE 28 (P REMRL AN AR - HAR=1
Development RIEBEE) - BN RERLE TR BRI
Funding Scheme BHBMENRA  URERNTHY (PN ELRASRRE
(Arts Portion) (ACDFS) TR ST B ER A ERL VR B2E) 4
Three Arts Tech funding proposals were awarded for year 2021-2022,
HeHEKEEE out of a total of 28 Arts Tech funding applications received.* Applications
Currently administered by ranged from performance-based to immersive experiences, from training
the Home Affairs Bureau & incubation programmes to community & capacity building, and included

content development applications (e.g., developing a theatrical script into
a video game; or developing a literary work into a VR experience)m

39 REYEERERAIEESEMATINS (2020 FRAIREHESBENER) - URBGAEERSHMEEETON - BRASR TMAMHE TRNEEECMAESEETANRNRML » IlIRAIEURS LR
BHER o
The lists of funded projects were directly obtained from the CreateHXK office (Projects funded under CreateSmart Initiative in 2020), and were analysed by OHKF researchers. Projects that constitute as having elements of
“content development” means they involve some form of content incubation, such as music or design pieces.

40 PERZGHRAF) » Machine and Art NOW Limited IS BT E S HRAFE 2021-22 FE LA EE BRI (Bii39) BN EHREMN=2MINRHE o
The Institute of Chinese Martial Studies Limited, Machine and Art NOW Limited, and Osage Art Foundation Limited were the three successful applicants awarded the pilot round of Arts Tech funding from the Arts Capacity
Development Funding Scheme (Arts Portion) in 2021-22.

41 NAREAERNEE BN —ERIBEN IS —EENNERE  BARASEFER) E2HREBPREERINEES) -

The content development applications (that involved developing contents from one creative medium to another, e.g., theatre script to video game were not successful in that round of funding.
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W EFRIBFAR » EBRBHENBER—AERIHEH
BEMTHX TEEFHEMENFIZRGE - B
TARRBRENHIPRAETWHE > fl > EXEEES
—EAXEFFEPEMBEEH N EZT AN R AERE >
EREEREBEEMANEBENTELABENEN > &
HISSTRREEREMIPATHBEERS - &k > MO
MNEIRESZRSBAREINRNERE  LERER
A o

Bt AIEEEFAINEELEREYE (BMAKE
Bl) MRS RAEFEIPRABHERNLERE - KZBINES)
BERERE MAEXEXRHLUEHHENER - UL
HENXRE  FRENXAEEZENFRLRENEHES
F > TRREEAIERRERESE -

As provided in Table 13 above, most of our funding schemes
champion one-off, sector-specific projects, and are kept quite
separate from other funding schemes. This prevents any
thinking or action done on 1P development across different
creative media. Of the three major schemes under FDF for
instance, two do not support adapted scripts, which
undermines potentials for quality content from other sectors to
turn into film content, also undermines any other 1P
development opportunities further down the line. On the
contrary, we see Taiwan fully embracing the development of
content across various creative sectors, particularly for the
screen sector.

Similarly, neither CS1 nor ACDFS’s Arts Tech funding has any
mandate for IP development. They are mainly seen to support
events-based projects judging by their previous lists of funded
projects. All this points to show that Hong Kong’s CCI funding
are not working together, nor contributing to one industry.

RECOMMENDATION 2 2

BT S AR A A BT B

Devise a new funding mechanism for
content development, mandated at
promoting and supporting the

IP development process of creative contents

RHEBE R EENEDERKE > R
S RITRNAN B BUREE —BENEEE
TRERER USREA k- BNEENTE
LR -

Fitt > FPIBBBAFT B B X B E XA &5t
BIRVERE - B —(Es B 5T PR A X R EXRIER &
BNSTRIMRE W ERIRTIS » RBER » HPIRATEE
MBEIRERCBM

Judging from the current funding situation for the CCl in
Hong Kong, we see that there are funding schemes for sector-
specific projects, but none that link the sectors together to
build a bigger, stronger, and more coherent industry.

We earnestly implore the Government to break down the
current barriers between all CCl-related funding schemes,
which would involve devising a new mechanism that
encourages and allows all existing CCl-related funding
schemes to work together. Only in doing this will we finally
realise industry-based thinking.



EMEZESEAEH T LIREREFNEBFER > B35S We recommend that this new mechanism take the form of a
LEE S T ENSEREB IR SN ET o new funding scheme, set up under the new bureau, which

MEeBHZFBR RENSIENESNSHIPER transcends the current sector-silos, and like that of Taiwan’s, is cn. 2
@R o mandated at promoting and supporting the IP development Bo=

process of creative contents.

B ENEE R E
New funding mechanism for content development

NARIE AR
IP Creation IP Development
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BAESE > ATHENHENGRRESET
FNATRE  LREENFENERNTE
REEFOREER > EXBRENNTE » 81
BRI -

- BERNERESBIRIEIAEBRIER
HMEREXEATEHFEE - AM > 2
KEBRAMERSAMEIERERMEL R
G Bl Netflix R G RN EEBETME
BRIEENEREN -EEME > BEER
BN ERKELZRNITEEAMOZEB 2
BEEIE—B  UWEXE NHERBET
RETEZERAZTHAE - (2% . 8EF
AR E)

© RAIREESEBRRRERIPAEREERN
g BEBENE  ERZXFRE (B
LN BAISESR > SFERAHERNY
FRMFARESR - AM > BISREEENER
BEIAHHEFETE  BHEKRRET XAIE
FRIPABFMAENESD > REIFRUSREE
NHXERENHRAEHIG - ERREY
EEEANARNE  hATERKREAN
NEMAEORBMNEEXREXNIPAR
R (2% o BEREZRESSE)

We recommend that the new funding on content development
must fully embrace the development of content across various
sectors, amalgamating lessons learnt and industry feedback from
existing funding practices. Drawing from current limitations
including but not limited to:

* FDFis currently mandated to support “feature-film” projects only.
This means other screen contents are currently not eligible for
the funding. Yet, global trends and industry movements have
shown that the convergence of TV and film, such as hybridised
formats like Netflix, presents immense potentials for synergies
between the two. This signals FDF, or indeed any future
funding for screen media, to expand its scope to encourage
more content development across different screen sectors.
(Reference: Taiwan’s Development Fund)

* CSlI currently has no mandate for 1P development, which is
notable as it is supposed to champion all creative industries,
including publishing, and screen industries (besides film) which
were pertinent in this section. However, CSI’s funding across the
board tends to be very sector-specific. This limits significantly,
the potentials of original ideas to be passed across various formats
within the CCI as part of IP development. This signals for
revamps within CSI itself, and also signals any new future
funding to be proactive about facilitating IP development
across Hong Kong’s CCI. (Reference: Taiwan’s Book-to-Screen
Adaptation)



© ETE2MARENFETNEEBTEE—D
EEE—R - BEXTEIXEUZMA RSB/ T
EE UERTHURFALEEEEAEMY
R BERAUABEIEZHRERE » B0 E
BRI A B0 2B F RN > 50 SCER F da EUAR B &
£ BREREYFTEE2020F A AT
HESHHFBEENENER - HWAITHEZMH
RENSHERAEMIHATAENEBGENRR
BEENBRER - (22 o ERNRRRATRE
2S5t &)

&z BMRBREEMNANSHBE G EEENER
BXLIPEE - AEMBHREHBET > SHUXAE
EWERALRRLB/ER > BEEHARRIERIUAE
BETETHELRSER  EMEBEXAPTHERL

EH 4 o

JON N

* The current mandate observed in the Arts Tech funding
would corroborate this further. 1t currently supports projects
that embody Arts Tech as an end in itself—culminating in a
physical event or production or an R&D project, but pays no
regard to facilitating, say, a theatrical script into a video
game, or adapting a literary works into an animation. Given
that this funding only piloted in 2020, more can certainly be
done to refine its funding mechanism. We also expect much
synergy between the Arts Tech funding and the new
funding for content development, of their cross-
disciplinary nature. (Reference: Taiwan’s Future Contents
Development Programme)

Last but not least, we recommend this new funding for
content development also bring to the fore, the importance
of educational initiatives in 1P creation, development, and
commercialisation, particularly for CCI practitioners. This
serves to build up the critical mass of those in Hong Kong who
know how to sustain a career in the CCI, which will in turn
consolidate an industry-thinking mindset within the sector.

CH.2

J—
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Infrastructures for Cultural Data & IP
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WIS > ZMPEEBETABTEMERFAENEZS - T8 —
AR T BIIERE s FELEEANRNBEFAaTEEKER -

In the previous chapter, we have established the importance of content

creation and development. Building on this, it is equally important to have

infrastructures that contain, promote, disseminate and trade these contents.

ch.3

s E

BEAAR » RAERBBEM A ERZ 2IREAGE > Wi
B SACBERRE—F L o AP BUFEBTESH 821
LBBERE » FRBEREEDITAER > BEHER
HERRERTHBHBEERR - MXLIPRZFE
(BERE) FREEXLHDO > EERAXCKRE
IN—EAN > hIEEEFERE -

IEUN23E Michael Keane (2019) FTE | MHLEB AT
fAl—Z BRI LEXE TREH X BIRAERBRER
WIRBIEE IR o ) TE B P BIEER » BEEMUIERE
FER > 4 T+HA] KRBT BEXEBUABEEX
LM MAONEHNHAEREE ZFLEMERS
EHEZER °

AEEIAMK BT RMAF BEIE > HXAIES
BIEHE - EEAS3IBEIRT > HABFERFRILR
EXMLIPRZFENERE - RMIESEFTEEER
S RIS IR R Z T & » (e EIRREE
MRIZEBIERRIE D o

Big data and 1P are hot topics in the global discourse, with observable
features in cultural policies around the world. Governments are
making plans to build cultural data repositories for data collection
and analyses, which would better inform decisions in public
policymaking as well as in the private sector. Trading platforms for
cultural IP such as copyright are also gaining momentum as a way of
facilitating cultural export and even boosting cultural soft power.

As aptly written by the scholar Michael Keane (2019), “the way to
activate the “going out” mission now seems to be more than ever
digital”. These digital infrastructures, if properly harnessed, can be
instrumental contributors to Hong Kong’s aspirations of becoming a
hub for international cultural exchanges and regional 1P trading
centre as per the 14th Five-Year Plan.

Section 3A of this chapter first discusses the opportunities of
harnessing data for the CCl, before proceeding to Section 3B that
examines the significance of building online cultural IP trading
platforms. We will be drawing insights from comprehensive cultural
big data plans and existing copyright platforms from different
economies as case studies.
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FIAH  MBAHEMHXEIELRE — PEAM KR A ENXLKEEE
Section 3A: Harnessing data for the CCl—plans to construct cultural big data

repositories in mainland China and Taiwan

REBELBEMGELE > AP EEXAIESE -
XACBBET AR HXICEE > BEEFN
i /\,JHEE C EYEEMBI S ERIXEERN » UKk
REEBRAE s ERABANEMEESHRAIZHEE
FE ﬁ'ﬁqﬂlﬁqimﬂ’]lﬁxftj(%ﬂFL RIEIERRIRTE
EZhEE » FI—RB L BURRIR R T HRRIEHE

BB - LB WERIEIE « HFRBBEIAXFTH
% BIET MaFIsvER - W'Jﬂﬂﬁ@ﬂ’ﬂ%ﬂ&%ﬁﬁ*ﬁ

—BELNRERAY - #RX TN BEHBENRR R
BEEN - ERMEZENIBERTRZENER &
EXEE > EEHEELHAIFIEER (Mateos-
Garcia > 2014) » BB XL K BIRS 8 E4FAESIES
RE—& -

NALRIR TEE R B MR B EURATERE
IR FHEMEIE « THRERNNESZERBR - T@ﬁﬁ
BE > BEEERETRAE  AABRANONIA -
HIRENEN XM BERAM T HE S EERR
B WIFBNHRREREFIFTEZHUMBIREE o

MEAM LS EEMELEEESMILRER » EH
TXAEREBIRER o RE > thPIRABERERILAR
PP DB FEEZL » FIL XA E R RBIR AR
BRI EERBFEEN—EED ©

Big data is trickling into nearly all aspects of society, including the CCl.
One type of cultural data documents cultural assets. This includes
information on the cultural goods stored in public archives, museums,
and libraries, as well as creative digital assets from record labels, film
studios, and other organisations—mainland China’s national cultural
big data infrastructure is one manifestation of this. Another type of
cultural data reflects audience behaviour. Cultural organisations may
generate tabular data, network data, or textual data that captures their
relationship with audiences. For instance, the number of audiences at a
performance, social media statistics, audience feedback, can all be
purposefully collected and further analysed to help broaden
connections with audiences, measure cultural value, and even
encourage greater creative experimentation (Mateos-Garcia,
2014). Taiwan’s cultural big data programme is a manifestation of this.

Artists and organisations have begun tapping into the potentials of
data to enhance artistic practices, understand audiences, and improve
operations. When used carefully and appropriately, data can become
a powerful tool to surface new insights. Data can help cultural
organisations gain a deeper understanding of themselves and their
audiences, as well as assist policymakers develop more effective

strategies.

Both mainland China and Taiwan are two economies embarking on
cultural big data projects for these purposes. They see big data
infrastructures for the CCI as part of a wider policy agenda that
positions big data at the core of building a competitive digital economy.
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The Mainland’s Cultural Big Data Infrastructure

MM E Z P RARER X ARBIRRFBIEHE] - Z1L
BERXAOCKRBEFEE B SERK2019FHEH
(FRREXMMBRAERGHEERR) Pk
& BER (FRBEFERXIEREREREZRT
BN X ZERHERIUCABBIRERZL/\
TR o

202154 (AR RERRERR) E—F R
BT XA RBURERRRAERI R T > WABIIHER
FUEERNIESI oM - 2R TENIS !

The Mainland has bold plans for building a cultural big data
ecosystem. In 2019, the construction of a national cultural big data
infrastructure was first outlined in the Guiding Opinions on Expediting
Deep Integration Between Culture and Technology, which later
expanded into eight policy tasks in the Notice on Building the National
Cultural Data System the following year.

In early 2021, the Standard System of National Cultural Big Data
further mapped out relevant parties in the cultural big data
ecosystem, and exactly what data infrastructures will be built. See
Figure 15 below:
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E chE Py ST A B R 3R AR B
Chinese mainland’s plan for cultural big data

iR
Supply
XACEERAE

Specimen repository
of Chinese cultural
heritage

PERKXICERE

Gene repository of
Chinese culture

FREXLERME

Material repository
of Chinese culture

BiEEER

Production

BRRE A
Data collection
and cleansing

RS N R
Data tagging and

association

o IS

Data
deconstruction
and
reconstruction

o

ol [
T
Cloud platform

SRR

Data authentication

B RBUEHL (BiF)

National cultural big data centre (provmcnal)

B R BRI (&)

National cultural big data centre (regional)

4 e

B ABEEE L/ BIRLEE

National cultural big data centre/
National cultural private network

Demand

XACBERRIGPR

Cultural experience
facilities

BARBR /XAt
Individuals/cultural &
creative enterprises

PBEEZFAE
Online sharing

platforms

B iE Objective:

© BBEXICEIERE]

FEE

To cultivate a cultural data ecosystem and
connect all players in the cultural industry

through data

BERERR | BRXEABEEERER (2021)

gt > UBUIE BB XL

~ XALEHT R (2021)

B Purpose:

© BAXCEFRFREERT > UREHWEMBIRREEMERF

HER

To elucidate the flow of data in the cultural industry, and how each party

contributes to producing and using data

© RBBRE S HENEEEMLZRE

To set standards for data collection, data sharing and regulatory measures

Sources: Standard System of National Cultural Big Data (2021), Cultural Industry Review (2021)




[E15 #at 7 RE A B S RBUR R - sHEIRE
T BIRME - £E - EEEMB/RKR -

BRRMER  REA=ZESREAN > TEHEEN
FRIGERETRE - HAREER > BEFIREME
MEBELFEETERAEE - BIREEREEE RN
RRBIBENBERE TR > SRETHERER - &
& BRAGEINEAERTEAAER °

Figure 15 outlines mainland China’s intended cultural big
data infrastructure, which addresses four ends: data
supply, production, cloud platform, and demand.

At the first level is the supply end, which comprises three
data banks that will provide rich repositories of raw
information. The second level is the production end, which
is dedicated to processing and aggregating relevant data
from these data banks. Information will be organised and
authenticated before reaching provincial and regional data
banks, as well as the cloud platform for web access. Finally,
the demand side focuses on end users, and refers to
platforms that will access the cloud repository.

BRI At —1% 0 88t QT T R UL 3R B BURAT
& o B 2021FE 20255/ HERER=SE
TRHEN=BEN F—REXLEMSHE » 81
BEEXXBNEERE  BRCHNERRESTE
Fle E_REXREXTHEBAQRSNEIEE - F=8K
BEHTRRELENBIEEED T > HIWHE 81693
MEBAMGBIETHIZRE > 2R T —BREZRE :

Like the Mainland, Taiwan has also announced policy
initiatives for harnessing cultural data. Three initiatives will be
carried out between 2021 to 2025, focusing on three different
categories of data. The first category is cultural participation,
which will include surveys, attendance records, and feedback
statistics from cultural venues. The second category is a
database of relevant companies in the CCl, while the third
category will contain analyses of audiovisual and music digital
assets, such as identifying current trends and developing
marketing strategies. See case study on the next page:
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42 68 TIRFAVE BB 2.0 851 E) 88 7 SBUTEIPIIBERER - UE

8 EBSEEiEs 8

Taiwan’s Cultural Data Project

8EN IXCEEE DT RREEtE) BH
AR E L BT ARBIREE - BB RE
MRS BBN 2.0 ETE > "I EBH=TE
BHEED -

Taiwan’s Cultural Data for Intelligent Analysis and
Policymaking Programme is a cultural big data project
proposed and executed by the MOC. The programme
was borne out of the Digital Government Programme

2.0 of Taiwan,” and received approximately HKD 30

million in funding.
1% Objectives:
© REBREBKT (UBBRERIHAR)

To improve smart governance capabilities through
open data (data-driven governance)

C RFERAR

To promote evidence-based decision making
B Purpose:
© SIBEHEFRXICRRRE S

To guide the government’s cultural policymaking
and funding initiatives

© DITHEBENEREYT » XEXAIEX
To benefit the cultural and creative industries by analysing
industry trends and audience tastes

ZEESEZHEUEENRE (BEITH)
The project encompasses three measurable outcomes
(all currently ongoing):

RAREXHEBTEREE > ABLENRE > MATEREK
5G > BEREBRRREREZBENXL2ERERE -
To obtain data from various cultural venues to display nationwide

cultural participation on a big data dashboard in real-time by
employing new digital technologies such as Al and 5G.

ERIFEEEIPHTRERNT
1T 1% Bh B SR U RE o

This commitment seeks to better understand audience behaviour

TREFMXLHEERR > #

and cultural consumption patterns, which will in turn inform
policymaking.

R IHUER - AFEEEESE) DIGHAZ) o

Digital Government Programme 2.0 of Taiwan laid down policy tasks from various ministries and departments, and was developed in response to the Digital Nation and Innovative Economic Development Programme (DIGl+).




Y] B ENEXSAABRMERIREE

Figure
Taiwan's conception of a cultural participation data dashboard

BiZ Aims
o BUBXZ2HEAZIRAL 0 LURFAREBUAS « Build a Big Data Hub on cultural participation to enhance policymaking decisions
. BIBERBCTIESBL UL BUR « Collate structured and non-structured cultural data
. ZREFERENECEHZHEER « Collect comprehensive cultural participation data

IngE Functions CH. 3
. BRAETEMESLEESN2ERR (RS E) « Display cultural participation of different cultural activities in different regions e
. SFERUNEREEE > LERFHE SIS B R 22 BRS04 across Taiwan (e.g., audience members)

(BIUNEEZE ~ ZERE M ATRACHER) « Data obtained used to conduct in-depth analysis of cultural consumption and

behaviours (e.g., ticketing, box office, and attendees)

BREXZHEAHIBERIR
Real-time Cultural Participation Data Dashboard

Cultural database

T

R A BT
ETL technology
JEEAEE B35 ERb B4R
Auditorium Theatre Cinema Museum
EAfiTRE XALEE X8R AR
Gallery Cultural hall Heritage museum Memorial hall
hHig FE
Heritage site Art district

BRACR | A BURBRED ITEURREBNTE (2021)
Source: Cultural Data for Intelligent Analysis and Policymaking Programme (2021)
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BERNMANTRESFENEN > EMEBL—EXR
REENTRERE - WERNEBERSGRTEBERER
fthiT2E o

To build a database for the audiovisual and music industry
through obtaining comprehensive information on private
sector companies. The database will be expanded to

include other sectors in the future.

ERIFARI—ERFRDERSHMRERRS
ERY 44 -
This commitment establishes a network to promote

company awareness and facilitates cross-sector
collaboration.

ZBHRBEENERRBERAGERNRETRYEE WD TEL
MB-BEBE - MARE) LK BB IR H4 NetflixF
KKBOXFHA B HEEERAXEIMthIE & E S mAv Bk
To evaluate audiovisual and music digital assets using machine
learning and blockchain (analyse website traffic, advertising value,
fanbase, etc.) and provide data to content providers like Netflix and
KKBOX as incentives.

ERTFREMB QM ERIBZHNEE > SITRANEERER
BT E HFR A S » RMFEYES > LE—PHE
BZHNBERREAR -

This commitment promotes private-public partnerships, and
enables industry leaders to better gauge the performance of their
contents, and further improve or tailor their content for the wider

audience.




FPIBESHTE L E MBI ZE B 1T HLmE, -

A XA BIERREURHRESR (RELEER)
MEAXTLEERER  EEREEXLEEHRT
b WHFHIEEBIRRIRE - R AZERIEARNF
SR ESSEENXLEE » RKMEMPIZEMER
BENMASENDER -

BEN X R BBRE R ERARARENBE > TREB)
ERBUH TREBERCHEEBENSY  emie
HEHBIRRERATAEIRR o

We can draw common themes from the case studies above.

The Mainland’s cultural big data infrastructure was anchored in
documenting cultural assets across traditional (historic) and modern
cultural contents. 1t digitises these cultural assets and pays specific
attention to ensuring the data supplied to the database is substantiated.
Its approach hopes to maximise the quality of cultural data available
for end users, which enables them to draw more conclusive findings.

Taiwan’s cultural big data model, while benefiting policymakers, also
hopes to benefit the industry by better understanding audience
behaviours, thereby promoting data-driven decision making in both
public and private sectors.
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Cultural data in Hong Kong and potentials for
Data.Gov.HK under Smart City Blueprint 2.0

There are several major sources of cultural data in Hong Kong
currently, the first being Data.Gov.HK, an open-access, online data
platform that publishes public sector statistics and information,
launched in 2015 under the first Smart City Blueprint. Coordinated
by the Office of the Government Chief Information Officer under
ITB, it gathers information from different government departments
such as HAB and LCSD, and public/private organisations. Apart from
Data.Gov.HK, other entities also compile their own datasets. For
instance, Hong Kong Arts Development Council’s Hong Kong Annual
Arts Survey Report, Census and Statistics Department’s annual reports
on the cultural and creative industries, CreateHK’s statistics on the
number of graduates of creative industries-related programmes, and
many private companies with their own findings, such as local box
office statistics by Hong Kong Box Office Limited.

Our research shows that Hong Kong’s CCI has long suffered from
the lack of a comprehensive data system. To begin, the current data
collection system is scattered and disintegrated, data from the
cultural sector do not aggregate with data from the creative
industries, with no agreed definition and scope of the CCL. This also
means no cross-sector analyses are taking place. Published data are
also scarcely in machine-readable format, which means only a small
amount are actually available for data analysis. Information on the
CCl is also static, which does not acknowledge the dynamic nature of
cultural data, which can be textual, audiovisual, online/offline, and
more. Digital cultural assets are also not included. Data on future
contents and emerging markets are yet to be included in existing
cultural statistics. Because of all this, industry often fails to gain
meaningful perspectives on audience behaviours or untapped
opportunities. The lack of a comprehensive cultural data system has
been a major hindrance to the CCI’s development. Figure 17 below
encapsulates Hong Kong’s current cultural data landscape.
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Major sources for cultural data in Hong Kong, and current challenges

e
Digital economy

HBEBHMMER 2.0
Hong Kong Smart City Blueprint 2.0

N

-

Bl 2 EHEUE MBI EEEN
R BRI ERI RS

There is currently no strategy on
constructing data infrastructures for
the cultural and creative industries

BB S IRK

Data collection

REMBEERR (RFIRE0)

Existing data sources (non-exhaustive)

. BURFSEEEE
Census and Statistics Department
HEENXEMEIRESE (FEXE)
The Cultural and Creative Industries in

Hong Kong (Feature Article)
. B4R
Data.Gov.HK
REEEHBR > 8RN VEERE

HIABRAEHE
Home Affairs Bureau, including LCSD

RS R AR 22 IR B VAR R 2R
Commerce and Economic
Development Bureau

- BEREWERE

Hong Kong Arts Development Council
(BERMAEERERS)
Hong Kong Annual Arts Survey Report

.- HthFAALE]

Other private companies
BUNEEBEFEBRAT
E.g., Hong Kong Box Office Limited

REhkE

Current challenges

B RS ISR ENAREERER
Current system lacks accurate and
comprehensive big data

BRUERATL T E - NETAEEE
WENEIEEFRES

Data collection is scattered, data from
public and private sectors are not
integrated

BH S RIBIE R BRI 3 E R BIR
BREE  ERNAEENEEI2E
Data on arts and culture does not
aggregate with data on the creative
industries. CCl data remains
incomprehensive

REBRHFXIEE

Digital cultural assets are not included

BREBEBARNEE S EERRR]/
RRAETERER (FER 5 3BHT)
Information on original creations/
copyrighted works by individual creators
and cultural organisations are not

included (see Section 3B)
=BT B BB EE NS

There is a lack of data on freelancers in
the industry

BEHRENERETENEEEEN
SR HIE IR DT

Data collected has not been utilised to
carry out data analysis that would benefit
the industry or policymaking
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RS BN X CBRERTEERFTERER LE
TR BBAMMOES > KRS TER—R&
BIAMBRXBIER ENBIRER - 095 > LTS
ENRIERT TRE&RXL) BEANEE > ETERE
RERBBMRXESEXEH © AMEMEANS
AR~ RHEEZEERER - EPRES - MAWS
B TEN—88 BRAKBERBZ— 10
BEBREEERIRINE - AM > HEURHERRINEE
HeEERANRENRREFERE > TREXBIESESP
EFER - FE L KERRITUE— S ERERE
ENET2EMUEFHEBEIRERRG N > S AREITE
ZR—ETR AUMAREERXRATDH  8EX
LXRBHNHENNUE « TRKENERAODHS ©
FHitt > HFAESEKRTE—THE ER—REI B
XALBIRINEE - SRXLIZFR T IBRESUEE R Bt Ui &
A 53 AR R B o

WERABANEEDNKE » XA EXEERASET I
FEEEETENEE > MEREFBETNEENA
R HEBX
RIEXEEZBN  TMERR/ATWEEN  BEEN
RENEEE2E - 28 St RMEBETE
EERDN > BEXIERBARATHRESNRR - &
75HE IR RIEREERET ©

43 BRSSPI AATFEARBIER B L MRTE MEH—58) L8HRnEs -

Following the two case studies of the Mainland and Taiwan, which
were borne out of overarching digital government strategies, we
observe that Data.Gov.HK can be further expanded to better apply
themselves to the CCI. We acknowledge that the platform has been
aggregating datasets related to “Recreation and Culture”, which include
arts and cultural data from entities like HAB and LCSD,” publishing
information such as the number of visitors to museums, usage of
public libraries, and list of grantees. And like Taiwan, Data.Gov.HK
is part of an open data strategy with real-time data dashboard
functions, but its data dashboard currently only covers areas such as
traffic and weather, with no data execution strategy for the CCIL.
When in fact, the data dashboard can be further designed to offer the
public an interactive map displaying key industry information. For
instance, it can include the geographical data visualisation of creative
companies, the number and location of cultural facilities in each
district, and the distribution of audiences at different times of the
day. We observe there is potential for Data.Gov.HK to expand data
dashboard functions to display cultural data in the future, and
enable cultural venues and organisations to gather, monitor, and
analyse data more effectively.

The amount of data currently available suggests that the CCl is not
necessarily suffering from a severe data deficit, but the inferences
that can be extracted from the existing available data is severely
limited. Learning from cultural big data policies of the Mainland and
Taiwan, the purpose of constructing a comprehensive data
infrastructure for the CCI is not merely to gather mass information,
but to ensure the extent, quality and variety of data captured, that
can enable useful analysis of purposefully collected datasets to help
cultural organisations better understand themselves and their
audiences, carry out review and evaluation and, in turn, drive positive
changes.

These government entities have to publish Annual Open Data Plans to set out the datasets that will be released on Data.Gov.HK.
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Figure
Eight features in a Cultural Data Infrastructure

Build an Infrastructure
for Cultural Data

BRI EENBRZENRHEFEITE
EMZEBFREILIXEHIRHEES > H
FEEEER  DEEXLLEEMER;
i) BB BUERSIE ; i) BB 2 mVEE
DMAEBRREHREEENEER - B 2.
EBEE TER—33) NEBEMINEE > TR AFAEA
EERFHNERER  HEABES/\E

B=E

e 4 LSRR

o 5 ¥E B HY
Based on the models and common- Tﬁ%%ﬂ%ﬁﬂﬁi*ﬂ } \*4% %ﬁ 5 5
derived themes from the Mainland . Forr:%flfy;iaking 8 .Fe atures NEBRAFLBRER
and Taiwan, we recommend the and businesses in a Cultural Data Qlicly available

Government build a cultural data Infrastructure 7

L]
?nfrastruct.ure with the main objectives of: BS71L P s
i) integrating cultural assets and resources; REELEHE Establich an

ii) assisting cultural policymaking; iii) Connect with Cultural authentication
informing business decisions through il 8 mechanism
comprehensive data analyses. Whether this is .

through expanding the scope and %%ﬂ%ﬂ

functionalities of Data.Gov.HK, or developing C;r;jl;;«r;h

a new separate infrastructure, the measures

infrastructure shall bear these eight features:

m
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1. #IBATERE B - KBIERS6 FMEE

Utilise new technologies such as Al, blockchain, big
data, and 5G:

HRMEE X EBENERTRSEERHEM
F RS BRI E > I BIRENBURETRE
R MANRE ©
ALBEENMEREEFRILEZEREIES © 5
Mo ER ANTEENRER  WBEBETUBRE
2EMEMCOXCBEDHT ; BIRHER] T LIS
B BIURARM » CEBEFHEEMER - AB
HAMERBG LE S 2 o

Widen and enrich the collection of cultural data from
cultural organisations and relevant players from supply

to demand sides, and enable more sophisticated
interpretation of collected cultural data.

New technologies such as Al and blockchain can
benefit the CCL. For instance, machine learning as a
subset of Al can enable more comprehensive and
automated cultural data analysis; blockchain can
allow for more transparent, traceable, and tamper-
proof data storage with the use of distributed ledger
technology.**

44 IR ARAMT PR E AR L 2 EMERFE  BRBM0H - METRENR -

2. REBEMFEEATHANERERRE

Facilitate private-public data sharing across traditional and
new/emerging cultural content:

BIUNWESERG  GEaBEZ2ER > LIRAREE
YIEE ~ Bl ~ BXEE - HIREE - EX - ERE—
RN BIREE

Forge public-private partnerships to build more integrated
sources, and enrich the quality of data from a range of
cultural organisations, such as museums, theatres, archives,
heritage sites, cinemas, galleries, etc.

. ABURRIYLEE « BIE - S EMEIRETIIER

Define the scope for data collection, processing,
distribution, and access:

Bi—EEHEERE - BEEANEE/BER—8
0T E » WHRBEFIRER - SBFEPIZE
ERHR—IRE o

Establish the key contributors to data collection, data
cleaning and processing/consolidation, as well as providing a
platform to enable data access requests by approved parties.
This should be standardised across government departments.

. RBhEERBIRE 1T ARER

Assist policymaking and decision making in the CCl:
AAKEBERGIEMITRRBE M RRIZ MR - BEAY
R o

Provide useful insights to inform public policymaking and
strategic industry decisions.

Distributed ledger technology (DLT) is a technology that allows access, validation, and record of information across a network that is spread across multiple locations, in an immutable manner.



5. 2REMFLRER

Make data publicly available:

FMEB G X CEE  ARPOMARA L > SEHH
FIEEBEPRERE  LURFA B S EMAIE  AAT
RER s NEEEBERANREMES - EEBETE
MRBEEBEREANARHEE °

Make cultural data accessible to cultural organisations,
research institutions, and members of the public, allowing
them to tap into the potentials of data to enhance artistic
practices, understand audiences, improve operations, R&D,
etc.; and to strengthen public education on the value and
application of data during the process.

BEX(LIPRZERES

Connect with the cultural IP trading infrastructure:
EEX BB ERA X IPRZER » EmieEXt
BO (BrLs 3B #ifRsTam) o

Enable licensing options between the cultural data

infrastructure and the cultural IP trading infrastructure, in
so doing enabling cultural exportation (details to be
discussed in Section 3B).

. BIIsRsE

Establish an authentication mechanism:
FABESNERMATIRNRDERG > BUREXL
BIRHOR ~ BMIEEFIER > TEBERIB RN T4
Emsg g e o

Enforce a robust authentication system with the technologies

in place to verify the sources of cultural data, database access
privileges, and issue certification where appropriate.

8. HAEEHN
Comply with regulatory measures:
HBRBURWE « pITMEMBZR ENERE « 2
EMNREE o [FF > XIEARBIRRIESIEAS
FERHRNVEN > FEFBMBRBHRE > )
N eI LA & 1R 58 (R 5 (Bl A\ H SR FAE - B EFF]
ENZEABENERA LT/
Ensure the accuracy, safety and security of data
collection, analysis and other usages. Concurrently,
cultural big data may involve more sensitive
information such as personal preferences, requiring
strict and clear regulatory measures. For example,
consider using blockchain to protect the privacy of
personal information or to allow access to records by
those who have agreed to share their personal data.

RE > RTRSVNEAEENBESHIECE - HAR
BN CEBEHEERMERERXNEETHBRAK - UL
BI—EEX - BEEEMNEBERENILBURERE -
Last but not least, to leverage fully on Hong Kong’s
unique geographical location, we recommend the
cultural data infrastructure to open to Guangdong-
Hong Kong-Macao Greater Bay Area market for a

bigger, fuller and more comprehensive cultural data
bank.
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E3BE : TE XML IP) BB B F & » B3t FEHE
Section 3B: Building Digital Cultural IP Trading Platforms for Culture “Going Out”

RAERMBEPRAEE IPRZHHETER - !
EXFrE s T+A ) REPRARZFEBERES
BINAHERRZZ PO o MiE—EMRITEETBRS
RIS EM RO EMREESR » MHERR
XAEXBFRERER > HEmEE LS

FEGE—DT S mA A ERE 0 LHEME > URBE

IR R EX A EXRAFDIZL - (LB aE

BB > PIERRGE S BBREMR 5 INEERME L
BENREE

RIEFmBVERAE - SIEERMBRIER -

fas8 r>xikiPy ?

Rt RABERER  NHEESEBAE8ER
B HARE > INEEBE ~ XBMEMESR  BEHRBTE
%%Wmazmﬂoﬂﬁﬁﬁﬁﬁmﬂ“:%uﬁ
HAHERTESEEE - ADRNEEAENMHE
&&mu%mﬁ%k%gw 528 0 TNAE KB thiP A

BRI o

We now move onto infrastructures that facilitate cultural IP trading.
As mentioned, the 14th Five-Year Plan promulgated the development
of Hong Kong into a regional IP trading centre. This positioning can
go hand in hand with the mandate to develop Hong Kong into a hub
for arts and cultural exchanges between China and the rest of the
world, as the interdependence between 1P and the CCI naturally
brings the two together.

This section expands on the technicalities of IP—specifically
copyright—and why it is at the core of commercial activities in the CCI.
Case studies from South Korea and Taiwan further demonstrate to us
that online platforms which combine database and trading functions
are crucial to facilitating the commercial exploitation of creative works.

“Cultural IP”: How is IP relevant to the CCI?

According to the World Intellectual Property Organisation, 1P is the
creations of the mind, such as inventions, literary and artistic works,
designs, and symbols (WIPO, 2017). IP stems from creativity and so
the protection of IP protects creativity. Protecting and recognising
the 1P rights of individual creators can engender economic gains and
incentivise them to further create.



B ERE > SIERE S BiE - EFRMIMER T EH
RAIEHNEZHE - Hf » RERETAZEENE
o oASREBNREECXAEXTREEASZTE N
i B BF - REERFTAZ2E - BLA
EmEIR MR IREE > ERFI T D ARRIEEXAIESR
RIFEER o *°

o

i
Y
o

i
AN\
ot

N

IRIEET XBIEXP AR EEDNER - 5=
ERXAEXETERERERTRYRAIRBMRE
EmpIsER R TR ETEZELESE D > 5=
HMIT R~ B &SR (Erickson > 2018) - A&
BT RHREEXHEAEELENRTRTYES
5.54% (WIPO » 2021) > MELERGIG 2RI
FEEN -

ARSI T BERANEE  RIEXREBRD
FMARES P LIHAIFE BIRCEN o - MARE
BENBAZIEAIFEEERE BRIFEN/ 2T
R E RS HISEE (IPD > 2017) « EAXR L 24
BRENFRBEZETXZ T ERBIEERIEWAMN
BfE-

Hit > M ERRAESEERAXCERFIGERNE
W H—EARFNRIREE AR SR - BEXAE
FHAFMHEXHE > E RO EHREAERE - 5
teERMETE  ARERTEENNATHES
BVBIFT AT > WRBBE LM oV

IP rights including copyright, trademark, patent, and design® are all
vehicles of trade for creativity. Of those, copyright protects the
expression of an idea, which is why for the CCI, where creativity
often takes shape in books, songs, films, paintings, performances,
broadcasts, etc., copyright is particularly important.*®

Copyright constitutes the basis for most economic activities in the
CCI. This is because the CCI primarily, though not exclusively, relies
on copyright to assert ownership in original and intangible
expressions to generate monetary gains, a feature not shared by other
industries (Erickson, 2018). It is estimated that the average
contribution of copyright industries to GDP is 5.54% worldwide
(WIPO, 2021), and that these industries are key drivers of innovation.

But copyrights have very little value on their own. Instead, they must
be commercially exploited for creators to derive economic benefit.
Commercial exploitation of copyright is when creators gain the
market value of their work through licensing, merchandising, and/or
franchising (IPD, 2017). Essentially, copyrighted works need to be

traded to generate income and value for creators.

A competitive creative economy is thus underpinned by IP and its
contribution to economic and cultural development. This is
becoming more apparent as the CCI becomes increasingly interwoven
with the digital sphere, which propels us to think about how the 1P
regime can accommodate more innovative technologies, as well as

encourage more lucrative trading across and beyond the CCL."

45 BT hRIESH » ELAKTH AR ES N R EZARRT » FINEIER] RARE RRRAVEE - FRURERMTEE  SNEREHO AT LURE B RBOINT (MR KREIZ)

Besides copyright, other 1P rights are relevant to the CCl, such as trademark that reflects brand value, patents that apply to tech invention, and designs that cover the appearance (e.g., visible shape and pattern) of products.

46 X2 RAFRIRIERT BEMZRERIRE - BRIHER « ERFNERt > RRARIMER I BMBRE -

Literary and artistic works are automatically protected by copyright upon creation. Unlike trademark, patent and design, copyright does not need to be registered for effective protection.

47 MRERNRZIEEE - RELEBNHEES R

1P trading refers to the buying, selling, licensing and overall commercialisation of IP rights.
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FHBERT » HAA XL IP) —ARBEZ R
Ko ELfth 48 5 B9 XN 58 2 FE 1R B B9 U UL R B AF
me PINER S BEX - RE N BE - AB
REtF e EE_EF > HFIFEH T XIPIAR
RENEEM - BFTHR > RMPUEBREBETDE
BEESEXARRZ I ENES EFEA
+mA ) RETPEIBERMBEEN > ER]UERE
MBEMRMANFENA B FERINEE > AT
DIFTESRE -

In this context, we use the term “cultural I1P” to broadly
cover wide-ranging intangible cultural and creative
goods that could be protected under copyright and
other forms of IP law, such as publications, films,
videos, music, comics, character designs, etc. In
Chapter 2, we discussed the importance of developing
cultural IP as part of content development, now we
derive implications for Hong Kong to ride on our
strengths with exchange and trading. This not only
seeks to align with national vision, but more
importantly, to also ensure the creative outputs of our
local artists and creators are acknowledged, respected,
and sustained.

RN 8 EBERERT » BIIRISE IP A 5 B
BR BREEHENZZIER—FH—i50

VAN
\/I:lc

Analyses of South Korea and Taiwan initiatives show
that an effective digital infrastructure for cultural 1P
trading should act as an online one-stop-shop that
combines the functions of a database and trading
platform.

rERBISRIERZ B R
South Korea’s Digital Copyright Exchange

FUSIRIERR ST B IR2007 FH LN RBEHEEENRZ T
B HEBEXEEECHETHRHES(FREETEE -
HFRERZIE—E—ERA T B5 7 BEREE AN
ERRE CEEEBEEZHEAREESD - WEI9FT
™ FEBETE=(EEE

Digital Copyright Exchange (DCE) is a copyright database and
trading platform established in 2007, managed by the Korea
Copyright Commission which is an agency under the MCST. 1t acts
as a one-stop platform with comprehensive information on
copyrighted works and licensing options,* which serves to
encourage a wider use of copyrighted work. As illustrated in
Figure 19, the platform has three main functions:

48 1E20124F » BUIBIRER PTG T BN MERERBERS > DRREFRES SRR - B—&EC
S EEEMIRENRR RS > URAREREEER R - BREREENAR 2 BER LB TIRERZ
B9— U5 UARTS ©
In 2012, DCE integrated two copyright-related systems in South Korea. They are the Integrated Copyright
Number (ICN), a unique identification system that records and manages registered copyrights, and the
Copyright License Management System, a one-stop service for online licensing agreements between rights
holders and users.




R M RIS 5 R
South Korea's Digital Copyright Exchange

W - REFNEERREEN (BURE)

Collect, store and manage copyright information (Database)

3,000 HIEEHEGA : ,
A\

BT ARER

Publicly available to conduct searches

hR#E4E L fEmRBTRE
Digital Copyright Use Process

BREREmRIVERER
Search for info on copyrighted work

2

5H A1) R e K ELAth AR

1
1
1
1
1
1
: 30 million data entries on:

1 CH. 3

1 . FREMER* P —
: Copyrighted works” -

: . hRIEHEBA

1

1

1 .

1

1

1

B=E

Copyright holders ||I||

Collective management organisations

IR |||I 1
I . .
Licensing options i : |dentify the rights
b
e mm e — e —— - : FERERESN
: ) o : : Contract to approve use of copyright
1 (RERRERER R (RS) roy \L
1 - . . . -
| Facilitate copyright license agreement (Trading) [
| 2afEAMERME S B o EETEH
: 228 partnerships with: : : Sign contract
! T 2N Lo J
1 C ight hold 1
! OPEYE,_ olders o ERER
: HW&% {ﬂ%% ) : : Use of copyrighted work
' Copyright distributors -
: KRBT | TTTTTTTTToTTom s
: :
1 1

5 IR RENRAFREETRER  XBEFR  BR  BY - EE - ARMER - BliffFRS -

Note: * Copyrighted works include musical works, literary works, pictures, films, broadcasts, public works, artistic works, etc.

HRRR | BREEFIREEE T 2018 FE RS (2018)
Source: Korea Copyright Commission 2018 Annual Report (2018)
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1) s~ RENMEEREEN (BUEE) ! © REEHERE I XENELER BREX  FENE

Collect, store and manage copyright information

(Database):

© HB2018F  BENRERSESTRA=TEE
IREERBBEREA o

Bt RXZENUASTEERES) °

Copyright information includes: literary and musical works,
images, films, news, and broadcasting scripts (musical works
make up the majority of trading activities).

DCE contains over 30 million copyright information

data entries as of 2018.

R A Ffr U EE Y & Kl Table showing examples of information collected:

hRt#EE(E Copyrighted works

S%Fm
Musical works
X2 {Em
Literary works
EhR

Pictures
EERY

Broadcasting scripts

#hE

News

BE
Films

E1i5Fm

Atrtistic works

INEEHIE R Information collected
A~ EER ~ MRmAh ~ T RIEE ~ BEA C FHiE - NG BREHSE
Lyrics, composer, arrangement, singer, performer, producer, album, title, year of release, etc.

fFE - Bl2E ~ T4 ZTER - HREH - ERREE

Writer, translater, book title, country of publication, publication date, media format, etc.

B/ %18~ fEmEN ~ IR HE ~ REES « BEME

Title, explanation of work, date of picture taken, shooting place, photographer, etc.

FE Y - EH - BEER  aRHERR - EES

Subtitle, episodes, plots, date of original broadcast, time of original broadcast, channels, etc.

EEIRRE ~ IRBBAT) ~ 0% ~ BAER « XEERES

Sub-headlines, media companies, journalists, publication time, article links, etc.

FEEM - BB BRI BR - RHEFEH - FEBBH s EREAE

Subtitle, genres, types of films, film rating, running time, year of production, release date, format
information, etc.

F&E o FEME S BIFERRR - WEIBEA « BB EmNEELFE

Subtitle, main materials, date of creation, date of collection, name of organisation possessing the
collection, etc.

ERRR | SEEEEREZE S 2018 FEHRE (2018)
Source: Korea Copyright Commission 2018 Annual Report (2018)




© REEHRREEEE  BTA > RESE  3) AMMBREEHAEATERMES ¢

EIEEE > OIEEABEREMNEEIEE (NEEE Make collected copyright information publicly

FIREELZES) - FEFIHE (NRESLE R available for search and use:

e BEFRGE  REHMMES) - AARE . QEmEEUBREREREER  ETUBEREN

(43R 7% Kakao M B LOEN 1244501 CJ E&M) © BIREEN » BEBEERINTISNIRE®E o

Sources of copyright information: copyright holders, DCE makes all copyright information visible by the general

distributors, collective management organisations. public, as long as the user has a registered account on the 3
Partner organisations range from state-supported platform. This allows for easy access by domestic and ;H?
entities (e.g., Korean Film Council), non-profits (e.g., international markets. -

Korea Music Copyright Association, Korean Society of
Authors, and the Korea Press Foundation), to private
companies (e.g., LOEN Entertainment, now known as
Kakao M, and C] E&M).

2) (RENRERERZE (X5) :
Facilitate copyright license agreement (Trading):
c BB EEEEREREHRRIE
Ko EEIMFE AR BEZAMEGE SIERRE
DCE connects copyright holders with users, creating a

streamlined remuneration system for creators.

c BEACERENMEEXTUSHMIBEZERORE
fEmm > WHEERRBIMRBEENR > EMmikkEEEE
R LBEZERERE  RRESFRIOERRE -
Individuals and businesses can look for copyrighted
works they would like to use, identify the rights, and
sign online licensing agreements with the copyright
holders to eventually use the works for their own
purpose.
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BT EEZN  AENAKTRIRERRES
BOSHE :

Besides South Korea, Taiwan has also announced plans
to construct a copyright infrastructure:

ENXLABEEEE”Y
Taiwan’s Cultural Content Licensing
Platform™®’

XALERR MU XL A B RB B HEE St E) JRE 2020 F
LR TRFBEE BN 2.0 =] > thstE87E2021
FE2025FEERUBIRE AR ZEHIXICABTRZF
B o HERMNBIBREXZEEL > 88N TE e
BEMXZMER—F @ 1Rk NREFERDZTa RN
BEIEENAS > M 8K XL BERETERFES
R ©

Borne out of the Smart Government 2.0 Programme in 2020, the
Ministry of Culture’s project on building a Digital Cultural Content
Distribution Mechanism will see the construction of a blockchain-
led cultural content trading platform between 2021 to 2025. Like
South Korea’s DCE, Taiwan'’s infrastructure will combine database
and trading functions in one: the “back-end” copyright
management and authentication platform will act as the database,
and the “front-end” content licensing platform will enable trade.

TS s¥ 4Rt > BRERMINARARELEERNENRS
TheE :
How blockchain technology is utilised across these database and

trading functions are elaborated below:

49 ERARES R (20223 F) - UL BITEETH o

At the time of writing (March 2022), this infrastructure is currently ongoing.




XERBEETE (Fil)
o CONTENT LICENSING PLATFORM (front-end)
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Taiwan’s digital cultural content licensing platform

EmEETFSE Input copyright information

BUREFREIETE (RiF)
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Copyright information
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17:85:8EA3 Authenticate copyright information

BERER | SR B SIS st E (2021)
Source: Digital Cultural Content Distribution Mechanism Promotion Programme (2021)
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1) #7=F

R HBIEERREER (BHE) .
Storage and authentication of copyright
information in the database (Database):

FRENREENSEBERREINE THEXEY
BE > UEBHRENESE  FREEREATK
R

Blockchain will be used to authenticate all copyright
information fed into the database—clarifying rights
and ownership, and making sure information is
immutable.

R BB T RRBEISL 0 BERINIRET
BETHNRELERZRERE

It is also used to digitalise copyright storage and flow,
and to ensure the security of online deals signed on the

licensing platform.

FRIEERIZR - BAMEXLEBEE > Al
SENBENTLREEREERE  BokEE
MXALRMBIREXRIIAS °

Sources of copyright information: works with both
public, and private cultural organisations, such as
public archives, and collective management
organisations for musical works, to consolidate
contents from the traditional cultural sector and the

creative industries.

2)

EEBESY > RETFERS (XF)
Combine with smart contract to facilitate transactions
on the licensing platform (Trading):

SIABRBREMMEESL  UWRERSEETLS LA
SRR LA BRUK &RE FETRS °

Digital licensing agreements on the content licensing platform
warrant the introduction of blockchain-enabled smart contracts,
and this is envisioned to run on the ethereum blockchain.

REFR - BEERANRS > UBFLHNBERNRANBTEIIEE
RER TSRV o

This will facilitate faster and more transparent deals, and provide
fairer compensations to content creators, all in an automated

manner.

BEOXILABRRTEFEARAAREE  LUREEMZ
SRR ER - TRERARE 2 B 5 EIBE MK
IR

Taiwan’s cultural content trading platform also aims to be publicly

accessible to promote wider use of copyrighted works, though details

on this are yet to be released at the time of writing.




S EZRBIPIE Y > M8 & EEBUTE S S EIRE
MAEIPHIAIEHNEXE S » RFES KRR BRI
AR EXDRFEE W m o lEE &5t 8 U e iiE
RAii<ig > BEXCIPEZERER > RATEER
BEBEETENER -

FEE XL IP1 X5 EARRM
BRT—ESERM  AEER > BENITE SR
RREOABERHNE BELABEEEEN
SR

FE L EEXBEREAMZE > NS EEE R
HEHDETEAAESNBEEEZ T L B
2015 AIBERES TR NNEMRE—BEREHR T
SREEIEZR > IRHAIMERE Y —@ 2 IR B ERE
EEMF B FRASEXRNRENGFECES
FHAERE (BER > 2015) -

A EXREXRAE > RMNEAMNEINBHER
8ER > THBEXXCIPHREEN -

From the case studies discussed above, it is evident that both the South
Korean and Taiwanese governments realise the immense potentials
related to copyright, cultural IP, and creativity. With an early start,
South Korea is sure to be reaping significant economic benefits from
their copyright industries. As Taiwan plans for its blockchain-led
cultural 1P trading infrastructure, we consider where we are on the

map for this.

Hong Kong’s approach to “cultural IP” trading pales in
comparison

The Government plays an important role in building an effective and
future-proof IP regime that facilitates the trading of creative works.

In fact, prior to the national policy’s announcement, IPD has long
been promoting Hong Kong as an 1P trading hub, and the Working
Group on Intellectual Property Trading had published a strategic
framework to realise this vision back in 2015. One of the four
strategies proposed was to “support IP creation and exploitation”, in
which licensing and franchising arrangements in the creative
industries apply (CEDB, 2015).

However, as far as the CCl is concerned, we have not been able to
fully leverage the economic potentials of cultural IP the same way
South Korea and Taiwan have.
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BRESR  MEZETREFNEREREERNE
R EERZRABEE - WERHH > MHBERETRE
Bl B s EER W E LRI RS XTI R ; M
ERBENGE > SBLEARHRBFEER -

HREEE BB REMBBEN » IREERUREM
REZBEHBLESBNRERTHBERE  SE2%
BN A THRIESR R B IR 30 TSR » hii
e R EREREE E R  IARER L FFFER
#E@EAE (IPD > 2004) o

EEERIE N EE  CMAAERERZ
BERMEBEARBIBETHEEM  AEAMIRE
RMZ ZHYERE - BESET A A XL IPBYRES -
DR EBHIXRE S -

Hit > MR SEENREFNERETRANERE
M ZEFHHXBERER > BHREXLIPR
2hE RERLES -

To begin, copyright in Hong Kong does not carry the same weight as
it does in South Korea or Taiwan. Structurally it may be overseen by
IPD, but operationally, IPD has no policy mandate over how copyright
information collection and licensing is done—yet in South Korea and
Taiwan, these are mandated and government-led.

Because copyright is an automatic right in Hong Kong, copyright
information collection and licensing largely fall on independently-
run, and privatised “copyright licensing bodies”, also known as
“collective management organisations (CMOs)” or “collecting
societies”, which are organisations that are authorised by copyright
owners to grant licenses of copyrighted works to users on their behalf
(IPD, 2004).

There are currently six of these licensing bodies in Hong Kong.” And
as far as IPD is concerned, other than assisting the re-registrations for
these six licensing bodies, there is no further mandate for IPD to
bolster opportunities for cultural 1P trading and exchange, let alone
devise strategic policies of exploiting cultural IP in Hong Kong to
boost cultural softpower.

Hence, we suggest that Hong Kong’s copyright regime has a lot of
room for development as a standalone portfolio for the CCl,
especially in the realm of cultural IP trading—and an online one
at that.

50 AREEESRIREBEMRRFARBEBIRAR ~ HESEMEGRAE] » Motion Picture Licensing Company (Hong Kong) Limited » EEERIREHIRAE ~ EBEMNFEIBEERLAE » WREBETFIR

RERBEERAR

The six licensing bodies are Composers and Authors Society of Hong Kong Limited, Hong Kong Recording Industry Alliance Limited, Motion Picture Licensing Company (Hong Kong) Limited, Phonographic Performance
(South East Asia) Limited, The Hong Kong Copyright Licensing Association Limited, and the Hong Kong Reprographic Rights Licensing Society Limited.



FEL > RXLIPEZME » LR —EBESXAIESR
BMARBEEZEH - AINEBEBEEEARIRNE
EE - EERDMNRAENEEBRNERAETD
B —EBEFH#ENRE - B—ENFREE—EN
EREEERER  ETESAG Rt BENHE
RNENES - BERERRERKEAEREXZHMA
AEHE > BERTRZEENQE > SFEEETH
BIMBERY - PR BLBEEDHHE—EN
R REABRHNBREMEXRZ X EREMMER
R o

BEER LT REEANELR » UNBRHEEIE
RMNE L EBMANER  RMEASKEEES
HBERATENELNBAEERZ TS o RIS
T NEEHRBNFENHELABERZNRENFS »
BIEEMABERR S FA o Lk FAK2013F#HH »
M TmsaBERERN#HEER S M MEESBRA R
MNHBERZZRM) AEZ - FERETAERER
BRI REIE  BeiW&ET 23K28,000EAIRXZH
HAEREE > BBHYANMEER > D3EZEF - R
T~ EIZFNEE MRt ©

A RPOBHREMNMBEEZ B FEREEHIIX
tES L WEHARNRBNERER -

Indeed, as far as cultural 1P trading goes, the Government has
admittedly organised some of the largest physical events that involved
IP trading opportunities for the CCl. Hong Kong FILMART, for
example, is Hong Kong’s—and arguably Asia’s—largest annual
marketplace for film and TV content trading, and has shown
demonstrated success.” Another example is the annual Hong Kong
International Licensing Show (HKILS), where characters, designs,
animation, fashion contents are traded. HKILS is deemed a strong
facilitator of licensing transactions, gathering a large community of
businesses, and facilitating a promising number of matchings each
year.”” However, there are obvious limitations to physical events. A
most notable one, is that transactions are restricted by time and

place.

With the rise of hybridised modes and the new normal of digitally-
held events over physical due to the pandemic, we looked for any
government-led digital platforms for 1P trading. Our research shows
there is the Asia IP Exchange (AsialPEX), a government-led online
portal and database established since 2013, with the aims of
“strengthening international 1P trading” and “becoming Asia’s 1P
trading hub”. Developed and managed by the Hong Kong Trade
Development Council (HKTDC), it assembles 28,000 tradeable 1P
listings on four types of IP from around the globe—patents,
copyrights, trademarks, and registered designs.

Again, we find there is no articulate strategy, mandate, or policy
goal on pushing for foreign cultural trade on AsialPEX.

S1 2021 EEERFERS| T 2R E 8UMEMERY 7,000 SRR > (2 742,200 BFZARABO0MEMET - BEMF - BHERTEEAELET  AERALENBRBZT  RETHRLABTZZNEEN

Fa (BBEZER 0 2021) ©

FILMART 2021 attracted over 7,000 attendees from 81 regions, and facilitated the promotion and distribution of nearly 2,200 film and TV contents. For the past two years FILMART took place online, providing a virtual
content trading and meeting platform for industry players during the COVID-19 pandemic. (HKTDC, 2021).

52 2021 EBEFRERTS| TR E 47 @& 250 LRI - WM T 1,200 SEDREEY (FBEZ%RF > 2021) -
HKILS 2021 attracted over 250 businesses from 47 regions, and facilitated over 1,200 business matchings (HKTDC, 2021).
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B AIBFmABRLIFEE - Alt] > EFEHE—
LEXNHEFR > BARESRER - EXFER
HENAHERR S T aRe BRERFFRIBS1F
MEZ  RPFELIFTEAARN - HRMEFH
ERFETRIEA 0 XA E S A E R A I
FTARMAE - ZFATRZFMAOVREDE > ERE
HAE - EERSKBRERL > RARZEESHENM
MM EER S TR » ZREXLIPRS -

HPIEABNRZBAXCIPRZTE » BROMER
IREHEENERE - FANENENREFWREILS
M5 & B RIFE S S IBRI R (F 2 B AR E
(Wr RIS ZFIAR) > IR A ZRER
I B A& RS B M BEEFmBENET S
LETZE2NRS (MEELABTEREFTEMR)

ZEEHMAESSABHP MR T XLEIE - BUFTR
AUBEMEALXLBIEMIPRZEREERRF
B °

EMERZT » RARKIES BRI —EXE P S
BR > ERAREELBEEAINVEEES - FTE
B2 » HPITFERERICHUE - FtaE 7S
REUEER > BEZXFZENZENSIOMTTH ©

First, the listings on creative works are incomprehensive. For
instance, we were able to find some publications and audiovisual
works pertaining to film and animation but there were no musical
works. This might be because AsialPEX does not necessarily partner
with collecting societies, meaning its database is not fully
represented. Based on our stakeholder interviews, the uptake of the
platform among the CClI or IP practitioners is also questionable. It
also lacks a detailed categorisation of copyright items, rendering it
difficult to navigate. All this signals the lack of strategy in
leveraging AsialPEX to push for more robust and competitive
cultural IP trading.

We suggest the Government, through a cultural 1P trading platform,
to play the role of connecting copyright owners and users. The
database function of the platform should seek to collect and display
basic information on copyrighted works from Hong Kong-based
individuals or partnered cultural organisations (like that of DCE)—
such as scripts or music compositions—and allow them to be used
and traded securely on the platform using new technologies such as
blockchain (like that of Taiwan's content licensing platform).

Bearing in mind our discussion on cultural data in Section 3A, the
Government could also think about how to best synergise the
databases of cultural data and 1P infrastructures.

As we continue to live the new norm, it is indeed high time to
consider an infrastructure that digitalises cultural 1P trading to
maximise commercial opportunities domestically as well as
internationally. We should think beyond physical marketplaces and
start looking into digital infrastructures that will allow for greater
volumes of transactions that are done more securely and efficiently.



RECOMMENDATION 3 2

1AL IP R Z SRR > #E
X1t MEH A

Set up a cultural IP trading

infrastructure for culture “going out”

BY2Es > BRMNREBFRI—ERDE
HBMEREXLIPRZHNBBFES > UETH
RENEEENRE B XL IEHE) NEF—
o o WARAIUE BT ER BRI MAMBEER
RP¥E WBIUFFARIXEIPRZZ B
Fa

Based on our observations of where global trends are
heading, we recommend the Government build a
digital platform dedicated to the facilitation and
promotion of cultural IP trading and exchange,
and show it recognises the economic potentials of
copyright as part of culture “going out” for Hong
Kong. The Government can consider building on the
existing AsialPEX, or establish a new digital
infrastructure dedicated to cultural 1P trading.

2EmBNaE
KRG

F s

ZEEXLIPRZERAEFBUTEE

Based on the models of South Korea and Taiwan, we recommend this

cultural IP trading infrastructure demonstrate four features:

Figure

31k 1P 32 53 T £ HOP K 4 B S

Four features of a Cultural IP Trading Platform
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1. 2ENBBEINGE > ARAEFENEERQAEX

e EE MR RRIEE F
Comprehensive database function that stores and

manages copyright information collected from public
and private cultural organisations

BXERAIREFRMRES T HRBEERENSIE
BRBTRBEESREFREN > SEEFRKE
LN EFm ~ BERNFES -

Work closely with organisations in the CCI as well as with
collecting societies to gather a representable range of
copyrighted works, including but not limited to musical
and literary works, films, animations, etc.

ETEM > BERhREFREMESFRIESRERES
EEE - (2TRBYBRIERRZFT)

Centralise information that shows which copyrighted
works are handled by which collecting societies or copyright
owners. (Reference: South Korea’s Digital Copyright
Exchange)

. XBIMEE > MR EREREENEREZAS

MIBARAE LIRS
Trading function that enables efficient and
transparent online licensing agreements between

copyright holders and users

SREEA AN/ ABRFERI—EZ e S
RPN o

Built-in fair compensation mechanism for copyright
holders/content creators that are easily trackable.

PR @ IREAMERESNEHEAM > FTEBIRA
FEENRS - (BELEXLABERETS)

Use new technologies such as blockchain and smart
contract™ to create greater speed and transparency of
transactions. (Reference: Taiwan’s Cultural Content
Licensing Platform)

53 BEEANRBEFNEIRET - SR GRPHNRERE WRREERER) K XSZEFEBHRIT  FIN > SAFENIFRRERR - RINGEBBREAFEETS -
Smart contracts are stored on the blockchain and automatically execute when predetermined conditions—such as licensing terms—in the contract are met. For example, it can enable automatic remuneration to
creators when their works are being used.



EEXCHERES > LEERY (BE3.1PRR)
Link, and synchronise to the greater cultural data
repository infrastructure (as mentioned in
Recommendation 3.1)

SEA SC R 2R B M8 2 T N BYSE 5 ST ©
Register and document transactional updates from both

systems.

4. {Ha3h < &35 K B P v 3 i A

Accessible by domestic, regional, and
international markets

C A KEBLURERTENE S BRT AT
A% 0 (0PI o

Establish a platform and system for users across local,
GBA, and international markets to access.

ERAEE—SEREAR TR REIFT » FBM
APINEBEM IR R OMNE A HEEE 5 PO
et B M ERER °

These will further contribute towards our greater
ambitions of being a cultural exchange and IP trading
hub as per the National 14th Five-Year Plan.
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Next-Generation Talents
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RE > AAEBNEZEPNEBER +INA) MiXLBEREEN
ZRBARE o EW QRO FMEHRS) Pfad » 2MBRATER
FHEINEMBENIER > AEHFTHBEE TR AL
AmiBRNFEXR > LEHEEHNEZEBERESSIERMHIAS -
UK m IR B AT RENTE o TP ST RE K E
EMERATEETENERFTHR > BE-—THLAEBEEKNE
@R ERED > WIFHEREE -

Last but not least, nurturing talents is also a key strategy to realising Hong
Kong’s new cultural visions and positioning under the 14th Five-Year Plan, and as
per Policy Address 2021, Arts Tech talents will play an important role. This
chapter discusses the increasing global demand for “immersive talents”—
specifically those who can navigate Real-Time Game Engines (RTGE)—and its
implications for the talent pipeline. We start by examining the latest
institutionalised efforts by the UK and South Korea on grooming these next-
generation talents, before considering Hong Kong’s unique advantages within

the GBA and submitting our recommendations.

54 (021 FHEEERE) F70 B (ERPINEEMIIRFL) L5158 B (EMSLAA) FHEMIE o
This is

outlined in Policy Address 2021 Paragraphs 70 (Developing into an East-meets-West Centre for International Cultural Exchange) and 158 (Arts and Culture Talents).
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S DRERNAT ) (BFEMEE) B RFEMEM

Increasing Global Demand for “Immersive” (and also Arts Tech) Talents

FR &‘M—W‘E%i BEERFE BEER

EBRMILERE gﬂuiﬁ)ﬁﬁmwfﬁfﬁ%’uﬂﬁ&

m BEHE > RAEREURAABRERERMAE
BRI ﬂﬁﬁaﬂﬁA?—Xﬂ:ﬁ'U,%-\véiiétfﬁ?)ﬁ%;zm% °oBE

yaafﬁj‘ Fi e B EEE L)Efi*iﬁﬁim% \E—;ﬁ
PRI L/(&TEH GEMEMF E-2$53

flrig ,-;-/%%%zf’ﬁﬁii}ﬁfﬁ%iiif’ﬁﬂﬁ,ﬁﬁ%%ﬁ °

FH > TRFHE P E—BSERNEREERNER -
thBE TR REME - ERRETTRAR
MR MRFEEMBRRE - EHT - LLENERSESE
MELHNERER > TTFERETERBREXR
S EARNBIE - MERERSEMENAMFEAS
ERAEHMSR  HEBEREFAEASTHNT—E
AHfEM > BRAXCEEREBRMEN

S5 BEETE ) RIULRIXMTPMRIENERNTE - HPaET ERTE (AR) ~ JEER (VR M

The term “immersive” here refers to an overarching bracket of virtual,
augmented, mixed and extended reality technologies that can elicit
the realistic feeling of being present in a virtual space. Over the past
few years, we notice that immersive contents and technologies are on
the rise and beginning to take centre stage in the cultural and creative
sectors, as evident in the rise of esports, the application of extended
reality” in live performances, and perhaps most noticeably, the
paradigmatic shift towards virtual production (VP) in filmmaking and
screen industries, which involves combining computer generated
imagery (CGI) and game engines to enable completely new ways of
making film and TV.

More recently, the developing notion of a universal digital space

referred to as the “metaverse”™

can further solidify the current growth
and dependency of immersive technology in the future. From Justin
Bieber’s virtual concert to Sotheby’s virtual gallery, the metaverse has
witnessed the proliferation of mixed reality cultural and
entertainment experiences. Cultural icons and newcomers alike are
caught maneuvering into the virtual world, carving their own digital
spaces as the next frontier for creative content, and paving way

towards a new era of cultural production and consumption.

RAEEE (MR) »

“Extended reality” is a wide-encompassing term for immersive technologies, including virtual reality (VR), augmented reality (AR), and mixed reality (MR).

56 M=< > [TFH R—EHERRE  MEERSHRFRBENERRIRETHNER - EARR

P TFEARRARELE  LBNBEEE  BY  BRSSEE -

In the simplest terms, the “metaverse” is a digital space characterised by interconnected virtual experiences built by technologies such as VR and AR. Some people imagine that the metaverse will eventually penetrate all sorts

of activities in the physical world, such as business meetings, shopping, gaming and beyond.



BERATTFENBEBENIRET  5E2028F » HEIK
THBREEFEBES000E ET (W6E E - 1)
(Emergen Research » 2021) o SLeEEAI9RE > R
BUNEXRREANEEXRNEDZE > MEEHEEM
FERREREMHAT hEGRIINEE -

EUBRT o (B BRRA BB
FAS AR BN > MICHRANN AL EE
FABK ©

Initial research into figures related to the metaverse suggests that its
global market size will surpass USD 800 billion (approx. HKD 6 trillion)
by 2028 (Emergen Research, 2021). All these trends point to the high
probability for the CCI’s future to thrive on immersive
experiences, and talents who can craft, navigate and generate

those experiences will be coveted.

Against this backdrop, “Arts Tech”—among other definitions—
becomes the practice to amalgamate artistic and technological
elements to create immersive experiences, which generates a high
demand for talents who possess the expertise to create them.

.4
B BRI ZE NS ATRaIR #i%EE wms
Of immersive skills, a key skill to master is in Real-Time Game Engines (RTGE)

ERBEESIZERAEERIDRNANERETA o BRI
Epic Games#lBurning Technologies k& (2019) >
TBELFE > ZEERETIBREMENERER &
ERAABRIDAENAEXETNEABBERE > AU
BREARENESG  NEHMAEEBAS « Rt
B~ ZHRBENELRSF - VREBRE LS ER
REERER 3D ERNMMER T o

SRERET 0 L2017 EE 2018 FHARS » ZAHE Y M
BRI XA 848 315,000 {& £2 3D & A 48 [E A3 R B B
fii » EiB830,0001@ (4910%) FEERF 3D F&E
(Walsh et al. » 2019) o 2Z3REMER » BREALE
B SIZENEEHAEEZERSNIOFAFTEREE
%21% ©

57 R{EFEFBEZK DB REE ~ MNEA ~ BN ~ FEMAIIE

The five English-speaking nations are the UK, Canada, Australia, New Zealand, and Singapore.

RTGE are the key tools to creating real-time 3D contents—which
according to a report by Epic Games and Burning Technologies (2019)
is an area that has experienced explosive demand growth over the
past five years. This is because real-time 3D is increasingly prevalent
in the CCI to realise grander imaginations, assisting digital content
creation, design visualisation, 3D modelling, and rendering, to name
a few. VR headsets and motion capture are two examples of real-time
3D applications.

The report shows that between 2017 to 2018, there were over 315,000
3D graphics skills-related job postings in English-speaking” and EU
nations, and of those, over 30,000 (around 10%) specifically required
real-time 3D skills (Walsh et al., 2019). Video game developers who
are adept at the use of RTGE also have the highest 10-year projected
growth rate of 21%, according to the same report.
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BREFAINE  BREBSIZERVES T IREBIE
BRERERMAER > BERCLEAEFZIRAE
MEBEEBRRF  BEAIRL  BERES - Bk
EHREE  BERBRNEGBRUEZEEXAESR
PRHRELE > SR BE - BENTEZEN
HFoFEL BENBERERAATHERSIZHER
FH > BEALUETERRIE - BESIZER UERRE
BREPEFEHEANGRER W E P UREERES
BT E I BIETTEMEE o

B IEAE RS | E TR AIE

Talents usmg game englne to create content

BRI | (RERRREZIRAE TS 5P R AEHRS) (2020)
Source: StoryFutures Academy Skills for Immersive Experience Creation Report (2020)

It is important to note that even though RTGE was originally created to
enhance the development of computer games, they have since grown
into many other uses such as film and TV production, data
visualisation, sound installations as well as VR, AR and MR—
penetrating the wider spectrum of the CCI including design,
architecture, fashion, and the performing arts etc. Indeed, a
phenomenon currently observed in Hong Kong is that film industry
professionals have expressed the most interest in leveraging RTGE on
virtual productions. With RTGE, hyper-realistic, pre-drawn imageries
can be conjured up in real-time during production, and can be instantly
retouched and adjusted based on artistic directions made on set.

Epic Games N E EHMITE Tim Sweeney'%2|= """
thed k5 | EE A AN EABE B

FHENER—K > EMK- RAEIEE
— AR EE ARG RAEE K -

Tim Sweeney the CEO of Epic Games [Unreal’s
owners] basically said... He thinks that the game
engine will be to this century what the camera was
to the last century which means ... the same way
that you couldn’t expect to be a director without
knowing how to use a camera.

Mohen Leo

f85FH8 4885 Director of Experience Development

ILMxLAB
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NBRBIMEREITTES » HEENJENEXRIEZEM
Hh1H BB (Bennett & Murphy » 2020) ° T4
Ko ELISIBRA Unity EHEESIEERNENERE
EITEF LB » EERETMEEEE4TT
Do XEIEENERKRERELZREERSIZMENA -

This flexibility means that RTGE are set to become this era’s most
significant content creation and distribution platform, impacting all
sectors of the CCI and beyond (Bennett & Murphy, 2020). In recent
years, game engines such as Unreal Engine and Unity have gained a
foothold in the immersive experience production industry, and the
ability to operate and manipulate them has become not only desirable
but essential. Going forward, the proficiency in RTGE for the CCI
is imminent.

BRSY  SEBAMMERREAT ?

Getting virtually ready: how are Governments around the world grooming "

next-generation talents? EmE

REERKIMERZITVRAAT » LHRERSIE
MAF - ERREZBRE > #AZTEELENSERHE
& > AMDERISEES PEER o BMBFUIREME 2 - &8
BRI A ORI A EH RIS R o
fhFITR BT HENBEREEE T —RAAT
LU0 B BB R AERTER o

B B ERBEH R — AR RS —R
BIARKRNERR - ZBRERERSEENAIESE
TEERRERMAEREE > LNREARNEHRE
BIfF - 5 > HAIRREARBRBR]RIMPVBEIL
EXRERNENER  EEBEESERENIIA
BMACEAMFERIFERANS ©

It is currently a global challenge to gather talents fluent in immersive
skillsets, especially in RTGE, because the industry—though picking
up its pace—is still at its infancy globally. Governments around the
world, such as the UK and South Korea, have spared no time in
realising the exponential growth this field will bring. They are making
institutional efforts and policy commitments to groom next-

generation immersive talents to make up the current skills shortage.

We begin with a newly-established national institution in the UK, the
StoryFutures Academy, aimed at upskilling the UK’s creative
workforce on real-time production technology for immersive
storytelling. We then delve into an ongoing funding programme
operated by KOCCA, an agency dedicated to arts tech affiliated with
South Korea’s MCST, that is targeted at incubating professional
talents in immersive and cultural technology R&D.
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The UK's StoryFutures Academy

REARRNESZHRE—FAEFAEREEROD > K
TR2018F  BHIFFE—TEHEE (91.0618
ABIT) 0 BRERRBKEESPARRERETEBIRA
2> AREEREXEBRERMBAKRBERKRE
HERBMEES - ZBREREHIZSREZERK
EBRRIEM > FREREEREATHBER L
RIEFERAERIRE - BREERNERRERIIE
TREARNEHSEREN—HA -

StoryFutures Academy is the UK’s National Centre for
Immersive Storytelling. Established in 2018 with
GBP 10 million funding (approx. HKD 106 million), it is
a key element of the Audience of the Future Programme
that is part of the Industrial Strategy Challenge Fund.
The centre is jointly run by the National Film and
Television School (NFTS) and Royal Holloway,
University of London. The Academy aims to lead the
charge in training participants on the next frontier of
immersive technology so that the UK creative
workforce is the most skilled in the world in the use
of VR, AR and real-time production technology for

immersive storytelling.

FEHA Main aim:

ZREHREARKNEL G (HFER) BHXIE  SEREAN
FRITEPEERFEFNNT > B HZ O EEFNEFR
o LUmR B MERERREPRFERK o LLFRAFIRE
#2478 > HEEEXEXERZR (BFHBERR) » EH
Y88 ~ WarnerMedia Access (¥5) » UNERERKHEZE R
SEEE o

Supported by the StoryFutures Academy (government-enabled), this
course aims to upscale young practitioners working in the screen
sector, providing them with a grounding in the core skills and
knowledge required to meet sector-specific demands in VP technical
set-ups in film and TV. This 24-week, hybrid-mode, part-time
programme is run by NFTS (HEI) in partnership with WarnerMedia,
WarnerMedia Access (industry), and StoryFutures Academy.




FREEAER Applicant eligibility:

BEEEVOMERXRITELR > QBRI FBRBAR
- 2REFHEERRFEHPRETEZNM
RWTAE (BIMNATRETE B~ (REWR ~3DF)
£ TEXTFHRETIFR) > RRSERMEN
B~ JBCED « SHEAD © BATERETAN/ 488 © IR
MR /B TAR26M « LED R T2 Mol i B 1
fiir@A (NFTS » 2021) ©

At least two years of screen industry experience,
including in production or post-production.
Participants are those who fill key artistic and
technical disciplines within VP production (they
could have worked in games, VFX, 3D animation,
graphic design etc.), including Technical Artists,
Lighting Specialists, Colour Specialists, Technical
Designers/Directors, Camera Hardware/Software
Pipeline Engineers, LED Hardware Engineers, or VP
Technical Generalists (NFTS, 2021).

%5 Outcomes:

EEERRFNRRBRN > SEEI5IENZORESH
RIheE ~ LED MR T ERMREMNBE BRI ~ 51
NEBEURBENEEEENEETRRS -

To become familiar with VP’s key underlying technologies,
including the core functionalities and more advanced elements of
Unreal Engine, LED Wall technical set-up and camera tracking
technologies, tutorials on lighting in-engine and colour matching
of digital and physical assets, etc.”

SETLUEEERRFEEPARRBA > /05 EBPIR
APTREBBENENIE » WIREBAFIMFTIEMASR -

Applicants can assume junior positions such as entry-level trainee
or assistant on set within the VP Technical Department and

partake in a hardware or software pipeline Engineering roles.

S8 L INREBIEISRARET ~ B  EFER « BRFRESEANH o ERAHMASEELRN - BERE « RMEmARRMRSE - LED MR ERH LED firRFaR B IRUHRA o

Core functionalities include the basics of scene design, lighting, sequencer, and animation, etc. More advanced elements include optimisation techniques, blueprints programming, technical art and VFX, etc., and LED Wall

technical set-up refers to the setup of the LED Wall and camera tracking technology.
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FEHHK Main aim:

RER ~ BR BEMBERTENEEALTREESR
WaMEy  TEANSAATRIFEZNIFE
FEREE - £&RMHN—H > BEFZFREGNS
& T E= Potion Pictures (& F Hi £ & i FF & The
Weavr Consortium (¥5) 855 AMRBRIZ
ANRAEIIRE o HalHRE T Z2B U AR R R UM
MIZRA B EREMZRARIE -

To offer professionals from the film, TV, theatre, and
games sectors funded placement opportunities at studios
or platforms with an edge in immersive content
production. The latest edition featured two-day
bootcamps on immersive technology for TV at either
Potion Pictures, an award-winning motion graphics and
animation studio, or The Weavr Consortium, an e-Sports
technology platform (industry). The bootcamps cover
skills to seamlessly incorporate immersive workflows into

traditional broadcast and screen productions.

BREOR | BERERESME (2022)
Source: StoryFutures Academy (2022)

$§§A§1§App|icant eligibility:

RS ABEAERANAIZEE R TFER - A2 2EE
BRAXFMNBUERENESRS » ALIIREHFF AN
BREE > MRIEA - BHEREA BEBSIERMTRAE
R ETENSS o

Applicants should have a substantial body of work and experience
in relevant creative sectors. Requirements are relatively higher as
participants are selected based on the participating companies’
immediate needs, such as producers, assistant producers, and
graphic designers with technical skills in game engines.

B3 Outcomes:

TEREIRE %R > 20E 7] LLUEE Al 1T Potion Pictures 8%
The Weavr Consortium #/EEITHHBE > BSE—TH
FERIEN o

Upon completing the bootcamp, participants have the choice to
enter longer paid placements at Potion Pictures or The Weavr
Consortium for further on-the-job training.




PREPIEM RS > REEEABY > EURNAS
FEANEEI > LUNSE XA E R AR E R o REIE
FEE T —EMIEEMBAAEAT BZONERE
B TERAMNAERAFARRRESRETENEAR
T EAEESN > CHEHH ERREMBERSIEEW
ERITREERABIRA;

BEREARM > BEISUEEXRERA BB RER
THXRAIEXERNEARMONER » SHREEE
BFEBEXAT » UK EEZE=ZSAFNEZL -

BEE—RENE » TXHIRMAERINEAERRR
HEARNEIE BRI RBE=ZSHREE) > HEE
BHiEE —HH > SEPRERBELERERER
2> KFEEEMAAT - Z—HE > UBANRESHE
SRR ELEE  BEMEANT ©

The above case study has clearly shown the UK’s swift action and
response to the imminence of immersive talents needed to sustain its
CClI going forward. 1t has funded a national institution centered
around the grooming of next generation creative talents, and
placed an emphasis on leveraging industry and educational
partnerships that can accelerate their literacy in immersive
technologies, particularly in VP and RTGE—the wildest game-
changers by far.

Similar to that of the UK, the funding requirements and outcomes
from KOCCA’s schemes are able to shed light on the emphases placed
on developing immersive technologies for the CCl, grooming cross-
disciplinary talents in so doing, as well as the importance of
anchoring government-industry-HEI partnerships.

Delving deeper, note that all successful applications in the following
pages share an emphasis on collaborations between the industry and
university departments, with strong R&D capabilities on both sides
(sometimes even involving a third-party research unit). For one, this
helps communicate industry demands to universities, thereby
upscaling the talent pipeline and ensuring the timeliness of their
training. Simultaneously, this model facilitates tech transfer of latest
research efforts, and cultivates R&D specialists.
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HEXLEEXIRERFATEIREAIZINEHENEF R
KOCCA's Funding for Content Technology Talent and R&D

BENCEXRRARZEBEMARNELE - E
SEESNEREY > LWRBEMEEE > B8
XARIREA 0 20214 » BE R IBEN1,139E
o (W79 E B ) BRERBEM KM
(MCST > 2021) » BEREMN—HOMBESLT
REERT 0 PXRENENRBZH D ARZHEW
HAomfE o

KOCCA is South Korea’s dedicated Arts Tech incubator.
It receives funding from MCST every year to incubate
professional cultural technology talents through
funding R&D projects. In 2021, the MCST allocated
KRW 113.9 billion (approx. HKD 796 million) to
developing cultural technology across the board (MCST,
2021)—a portion of that goes to KOCCA, and the
schemes provided with details below are only two of the
many that came out of that portion.

FEHK Main aim:

Zet B S BB R EIEE © IERARER RILIEM A

ZtEIEBHAA 2021 FE 2023 % > BEEBEERSA &R 27.5
E#87T (1,800 88 7w) - LB AR ERNEAAST AR
FEEEH—AHBEAZL > CHRESERIRE - HIZEIRMN
REEBRENXEAS  TRARKE - BE - EXNEASE
BE o

This scheme supports the cultivation of cultural technology talents
at graduate school levels through R&D projects. The funding period
spans from 2021 to 2023 and can grant up to KRW 2.75 billion
(approx. HKD 18 million) per project. It aims to incubate next-
generation R&D talents in content and immersive technologies,
specifically cultural contents combined with VR, AR, MR, and applied
in performances, exhibitions, movies, and games settings.




Eﬁ%ﬁkiﬁ*ﬁApplicant eligibility:
. iR EEodELEEAS

Graduate schools: masters and doctoral-level
professionals

- BIETEREE LR BREE/ FEET
g3
Joint R&D organisations: universities, research
institutions / R&D units, enterprises

BRE (9 IhZERI) Outcomes (examples of successful
applications):

BEPRAE  PRAENSHRTZEARE  SEBNER
MRl &AM ik air 20 (BeaR) B VEX TIEEMOFAC
(RF) > IR ATE-ERER (RIEREE) 5F > BillES
EAERRIERMEBTTERS °

Chung Ang University: Chung Ang University’s Graduate School
of Advanced Imaging Science, Multimedia & Film, and its College
of Art and Technology (university) partnered with MOFAC, a
VFX studio (industry), and the Artificial Intelligence Research
Institute (research unit) to train specialists for building metaverse
content using virtual production skillsets.

BRERTEMAS  BEEUBEMASMHEEIN KRS (B
) BREEEFEEEHLG U+ UK IEEJiffycrewl
Birdhand (¥5R) &1F > BIERER AT EEMNBEIEEIRR
MR TFEHASR °

Korea National University of Arts: Korea National University of
Arts partnered with Pohang University of Science and Technology
(university), LG U+, and production studios Jiffycrew and
Birdhand (industry) to create metaverse content based on Al and
AR technologies.
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FEHH Main aim:

ZETEEBEMGEEEMMR R (S TR
e IR B 2R Fr EM B A A 123l - s EIRE B
202165 2022% > BARERSENEZEATE
g0 (9460 BAT) o Lbst 3 ESLRTAIAEML » BE
FANERERIMREMUINIES > SEHEET—R
BITEHEREAAL -

This scheme supports cultural technology talent training
through funding R&D projects that combine arts and
science (cutting-edge technologies) elements. The funding
period spans 2021 and 2022 and can grant up to KRW 700
million (approx. HKD 4.6 million) per project. 1t is similar
to the first scheme but is extended to professionals
beyond graduate schools, with the aim to incubate next-
generation R&D talents in cultural technologies.

BRR | 8BE b EEIRERT (2021)
Source: Korea Creative Content Agency (2021)

EﬁgﬁkﬁmApplicant eligibility:
© NEEE - FE LR BIIAEE/ RSB -~ b3
Arts and cultural organisations, universities, research institutes/

R&D units, enterprises

FER (FINZEHI) Outcomes (successful application):

« ARAZ I ARAZ (BEKR) £ Almaloco I Nalda AB&1E
(¥¥?~) P BEEXATEERFEERM > DL ER
BB (CCAR) RIEBRENKRE - EF—AHEBERSE
B o
Seokyung University: Seokyung University (university) partnered
with companies Almaloco and Nalda Factory (industry) to train
professionals through developing digital actors (CG characters)
using digital twin technology to create ultra-realistic
performances. Only one project was awarded funding.




ERAEMEI BT ERATEINAR R
EEEMEMBEBER2020F#EH - Btz % >
FFEE FRERERBE LI RE o AlNEEBNERST
Bt Unreal Engine M GBENEBEXHBEE
BeBO s BB R 3 S AR SUR © BRIZ 8 PINE BUR TR
SN - REB—IERNE  EBREAZEENMH
EEE TEBARAEEBMAETFERMER) X
2021 MR ER BN T ERBIAZTETEI) #8705,2838
BITER c ERMERB RNHRAMAIIEE #H K%E
&i)o

The Landscape of Arts Tech and RTGE training in
Hong Kong

Hong Kong's first polices on Arts Tech were only introduced in 2020.

Since then, many tertiary institutes have responded proactively by
introducing new courses and programmes, such as Hong Kong

Design Institute's (HKDI) Certificate in Digital Visualisation with

Unreal Engine, and Hong Kong Institute of Vocational Education's
(HKIVE) Higher Diploma in Game Software Development which
teaches Unity. Most notably, Hong Kong Baptist University (HKBU)
secured funding in 2021 to undertake the research project “Building
Platform Tech for Symbiotic Creativity in Hong Kong”, receiving

HKD 52.8 million from the Research Grants Council’s (RGC) theme- wnd
based Research Scheme. This is the first large-scale arts tech project ==
funded under the RGC scheme.
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A digital rendering of the Jockey
Club Campus of Creativity,
Hong Kong Baptist University
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BEBANEMARBERINERES KR BEBE
MEZCESKERT - IR ERERALEMN
TEZEZMBRTIEY ; BANMNEEETERT
EARMES ; TEMB ) EAORREETEE B
FAF AFEE ) (TMEA5H81) o> S HEHE
BhE B 2M A K B REAMTBIMAL o

R > HRHCHBLOIRER A LRI HAERE
85 BEFE—ANENERNMATBENARFREE
R BEBBERERNENNFFAANS

BHRBMMREENEBEHBERNZHE > BHBERD
REEEBRITE R EZMB KABRE > 2
BIRAE LBRRIEREIIStEAERE -

SEHEMBERMMEREL > BFFFRRENEREES
BT RA > MEHRRMERIMMUREXAIERRZ
BREMREHEHHMR

AERBAERRESNEE > SHE LREREME
B - TRER T —EXFBERSIEEIIMAR
RIZBERNE LR o RNIIEZERSRERE -

Our Arts Tech policy is still in its infancy, and we’ve seen a lot of
traction gained in this field in the past two years. LCSD, for instance,
has organised multiple arts tech workshops for industry professionals,
tech hubs like Cyberport and Science Park have hosted summits for
industry networking, and arts tech experts have now made their way
onto the Talent List of Hong Kong.” All these have helped legitimise
the arts tech profession.

While there are relatively more initiatives targeted at professionals,
Hong Kong still has not assigned much priority on capacity building
and talent grooming at a younger level, not to mention cultivating
next generation talents with immersive capabilities.

The Arts Tech Task Force rightly involved the Education Bureau, yet
the bureau has taken little further action to introduce government-
enabled training for Arts Tech, or initiatives that would upscale
existing training programmes at HElIs.

Our Government’s ambition in this pales in comparison with our
overseas counterparts, only to reinforce the longstanding lack of
farsightedness and strategy for the CCl all this time.

Despite the Government’s passiveness, local tertiary institutions have
leapt to the opportunity. The table below shows some of the more
active local tertiary institutions in Hong Kong that have RTGE
training incorporated into their curriculum. It is by no means
exhaustive.

59 EMRIEBALBET IRESMAENBMEREA G @ () ERER > QFEEHRER  BERE GEASRNEREE ; () ATSR6E SFERR5E  RESY  BRESEE  2EREL; () &
e85 (v) 2ERA; (v) EEFRMESEE ; (v) BREIEHIRNHE ; & (vi) BABTMREA
The Talent List has been updated to include ‘Performing arts professionals in arts technology’, they are: (i) extended reality (XR), including virtual reality (VR), augmented reality (AR), mixed reality (MR) and substitutional
reality (SR); (i) artificial intelligence (Al), including machine learning, deep learning, natural language processing, data visualisation; (iii) sensors; (iv) holography; (v) avatar and virtual presence; (vi) real-time motion capture

and animation; and (vii) drones and robots.



PRl =52 na kiR RIGEEIREHR GE®)

A snapshot of programmes offered by tertiary institutions in Hong Kong that provide RTGE training (non-exhaustive)

BR#& Institution 712 Programme(s) 1213 RTGE available
AR STEMASERETRRE (SEBFHEAM | R EME) .
HKU MSc in Computer Science (Multimedia Computing: Game design and ?
development)
B K2 HEK T ERERAE REXELTRE v
HKSYU BA (Hons) in Media Design and Immersive Technology
BTS2 TEALI{ES : Unity EREA1H A
PolyU TEAL Workshops: Unity Basics for Students
MEKAS B B ER % SB T BT v 4
HKMU BA (Hons) in Computing and Interactive Entertainment HmE
BEEAE PR B E KEFEES L RE v
HKBU BCOMM (Hons) in Game Design and Animation
0 b - B2+ - plEEE

N

CityU BSc in Creative Media

BB SOR (REERREINN SR
Higher Diploma in Computer Studies (Mobile Applications and Game

N

EEEREERR

Development)

HKCT . o
BENR (BEABRINBIEEE) V4
Diploma YiJin (Cross-Platform Games and Animation Production)
BEEEXHUETIR PR BB B AR SOR v
IVE Higher Diploma in Game Software Development
HAEMERET2M5 Unreal Engine 5% &85 v
HKDI Certificate in Digital Visualisation with Unreal Engine
R KR EEE (SRR Unreal Engine 3D B 152 51 AP v

CUSCS Introduction to 3D Game Design using Unreal Engine

5 URPTBER M ER SIS BI5 ; + ARIFIEEERE -

Note: * Indicates the course may provide RTGE training; 1 indicates that the training is non-regular.

BRR | S RTRAERZEN (BE 202243 8)

Sources: Programme websites of the institutions (as of March 2022)
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WR22FR > 5F2F EeRER IR M T 2285 | 15T o
BRE LM AT IBEBRNANENTR » 7R
SIZBESMEITRNBER » BXRFANGHETDEE -

ROERMEERARKEERRHRMR
BARFENT R —LREFBHTR > BRED
SEFEH > BABE A DRI ERT A1
B (RERE  RRMEOTRNEIEE - BYES
RRE—EEFNKE > LEREEREMEREER

Bie o

HHEMTEHESRRALEREE > MAMEEIR
TEBRIRE - 2 2020F 128 # A (BB RK

BEXMREERRS)  FR6BRHEL EE
BABEX L RRERTE] CE—EERE -

HEERBE B RNAIEXERDER > BEB  BFIN
BEREBFEZERKRIMMRSEM - FRRMEKR
BEeANIM  MRASIBERE - HEEBRNY
EHT > EBEENIBEREEMAERNEIIRE
RS o

60 B A HSORED « BBRNERERET/ MERAENERE ARBNHE AT

As we can see from Table 22, many institutions have made RTGE
available, but based on what we have derived from successful policies
on talent grooming above, we know it is equally important to involve
extensive industry partnerships to make sure the curriculum meets
sector-specific standards.

Imagining cross-border R&D and training with
institutes and industry partners in the GBA

Even though we are able to name a few eligible industry players based
in Hong Kong, it would also be timely and opportune to entertain the
space for institutionalised, cross-border, R&D and training
collaborations with companies or research institutes in the GBA. This
presents an opportunity unique to Hong Kong, as cross-border R&D
institutions are observably emerging and assuming in place.

Aside from market trends and industry movements which are quite
indicative, our proposition comes with relevant policy support too.
In reference to the Culture and Tourism Development Plan for
Guangdong-Hong Kong-Macao Greater Bay Area issued in December
2020,% there is a direction under Strategic Focus 6 entitled
Guangdong-Hong Kong-Macao Platform on Cultural Development and

Synergy.

This strategic focus stipulates the construction of infrastructures
centered around CCI development, including the function to develop
emerging technologies. These infrastructures will be shared by Hong
Kong, Macau, and Guangdong governments to enhance cultural
exchange within the GBA and broaden talent training avenues.
Powered by policy support, Hong Kong is well-positioned to capitalise
these opportunities in the GBA.

The policy plan was issued by the by the MCT, the Office of the Leading Group for the Development of the Guangdong-Hong Kong-Macao Greater Bay Area, and the People’s Government of Guangdong Province.



Ge EMER > WHWREERFEEAAEZEBSHSES  Consolidating all observations, analyses and common key features

& UNRIBRE EEESHE » RPREEREE from talent policies of the UK and South Korea, we make our
E¥AAEEHEREHUTRS recommendations toward Hong Kong’s future talent planning in the

CCl as follows:

EiE 4 1
RECOMMENDATION .

Eﬁ*ﬁﬂygu&%%@mﬂ%iﬁ EMBEBRNRRAXNEEHEEBNEESENATEE
iﬁ%-J“IEE ﬁ*}ﬁ&*ﬁ 5 LX:@'%?EE'E Mo BURAXEBEXERNEBIZEE > EEH—KE
n N

&Aﬂﬂ%ﬁ ; Eﬂﬁiﬁéﬂemﬁ BAABIEI - E‘%*ﬁ%*ﬁﬁ%ﬂﬁi%u%%ﬁE;ﬁﬁijﬁfﬂ'\]@ ;‘;f
=B = wH >3 = TR ENREHEXREINKS TEHEBR= h
MR ERAA o LUEINRAEE LT REAS BENEE o
Explore cross-border CCl _SPeCIﬁC We recommend it is timely and opportune for the Government
institutions to enable government- to explore establishing cross-border institutions with research
industry_university collaboration institutes and industry partners in the GBA that are centered

opportunities, with focus on around CCI development and aimed at grooming the next-

. . generation creative workforce. These institutions shall have
grooming next-generation arts tech

R&D capacity to develop CCl-related technologies, offer
and immersive talents training opportunities with industry partners, and cross
Guangdong-Hong Kong-Macao borders to enhance cultural
exchanges within the GBA to broaden talent training avenues.
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B EERKRRE B RMEE S EEIRER AL
EESTEINHER > BABRERENEIREIIEE
NEEER  BRNESSERRIZF  TAHUT=
BEX:

[

Based on the key common features shared by the talent
training schemes from the UK’s StoryFutures Academy
and South Korea’s KOCCA, we recommend that future
cross-border institutions must find support and
anchorage from industry, government, and higher
education institutions respectively, and demonstrate the
following three elements:

1. AAEXREK Future-proof:

EEREEARNERNENKAE  WEHSIE - BEE
EERMEBTR  AIEEXTFARNSEHRR
R MEFHBEAFRORNEER > EMBRAST T
DIRBMFIELESS I EMEMEB R 3D KAENEET °

(BF | HEREREBRAIEII B BEXCE
FIREREPNRBHMAEXRARIN  EEXTTEHEN
AEBE

This includes, but is not limited to, adeptness in immersive
skills such as proficiency with RTGE. With RTGE, the
game-changing technology set to transform creative
production workflows, and given the talent gap in the
market, arts tech talents will need to upskill their
capabilities in RTGE and other relevant real-time 3D skills.

(Reference: skills and knowledge covered by StoryFutures
Academye-affiliated training programmes and metaverse
content projects funded by KOCCA)



2. ¥7 8 Industry-led:

BB EAXASERANER LR -3 X
BRATEHTENRERERRFY > LAFERTFEE
ZHEBERRANT °

(B2F | HERKREZRAIEII 8BRS E
FIREPTEMIER EEETRSH)

Training should be fuelled by practical work placements
with industry partners to ensure the talent pipeline keeps
pace with rapid industry developments, and allow
innovative industry players to cultivate the future

workforce.

(Reference: industry participation in StoryFutures
Academy-affiliated training programmes and in projects
funded by KOCCA)

3. 3 ¥E A7 Talents-driven:

BEBE L BEAEH AL RREHEER
2 BRI BENRSHEA T—REBA
AR o BTN B AR B AN R - By
M LREHMFEES T ORREE
S o

(8% : RAFX Y FLRABELE LR
B 5 FE SR L AR R TSR 2 R 77 A S 8 4
)

Policy must envision a long-term talent pipeline, and
adopt a people-centred approach to upscale the next
generation creative workforce. Initiatives must focus
on the continuous capacity building, building a
community of expertise, and ensuring they are
“virtually” ready for the future.

(Reference: emphasis on upscaling talents in virtual
production and immersive technologies in both
StoryFutures Academy and KOCCA initiatives)
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eI PRt - HFINMRREZ D ERREEBIAT
EEMENBRES HAE BRANBERER - BBHK
FERATNESFHERBIIEE > RFAFALER
LHEEXRIESR -

AFIEBEZ » BIERERNRRAT REEBESEE R
B%thDEEi*EJII c BfIRA > HRRERBXERES
B H MR FE R A B PR A 7 1 B R o

As mentioned earlier in this chapter, our research has
shown that talents grooming and capacity building had not
hitherto been top priority policy items in Hong Kong.
Feedback from our extensive interviews with industry
practitioners and educators at HEls shows this is especially
the case for the CCL

It was universally agreed that a long-term manpower
planning roadmap is needed to galvanise the sector and
expedite training. We believe it is important for the
Government to consider the voices from the sector and
devise concrete, farsighted talent training strategies.
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RECOMMENDATION 4 2

HIEREBAAIEERE > LAEE
HF MR RNES FTAAERRE

Devise a long-term manpower planning
roadmap for CCl development, drawing
specific attention to skillsets required
under an increasingly digital and

immersive landscape




PRILFL 2020 EMEMA R FET/NE - AEFIET I3
HHEZMAHRPREMER > AMESNHRAME
—HYMRED ©

EE2NRE > BUFBHELE XA EXRIRRAT R
BE > DU RZITRAHE T - BAIBRBEFEBEM
PR EENME » BXAEXRFEIREAT HERE
WEEBHRFEATRNES TAHENKE A S
BNREEES > BAREOZHAEA - ©

R RN

Virtual production
set

The Arts Tech Task Force effective as of 2020 was supposed to
be accountable for devising an Arts Tech strategy that includes
a manpower plan, but no concrete plans have been announced
up till today.

It is of utmost importance that a government-initiated strategy
on future CClI talents is devised, and implemented, to ensure a
competitive future of the industry. We recommend the
Government—via the new bureau, the Arts Tech Task Force or
otherwise, formulate a long-term manpower planning roadmap
to galvanise the sector and expedite training. This farsighted
Human Resources Strategy for CCl development shall draw
specific attention to skillsets required under an increasingly
digital and immersive landscape, with strategic plans and
achievable visions to strengthen Hong Kong’s ever-expanding
CCl where virtually everyone can play a part.”

61 mEREAEEEXEREEITERS » AEHEASIBIIECS | flllmes (WEEERDEX) 5
AP BREEBER - ELRRMBEAXCERRER » ANBEXBIES GBEER
BIRAAEL  BEBNERBRTRE) o
There are laws in South Korea that mandate the MCST to carry out its responsibilities, including to
formulate strategies related to talent training: Article 14 of South Korea's Content Industry Promotion
Act, for instance, mandates MCST to train specialists for the content industry via schools, colleges, and
KOCCA (note that South Korea has a civil law system, which is a different law system compared to
Hong Kong).
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R HNEEERRBE > 848 7 /\IEEZ > H#HTE
BF1F2%E > DT 8 F XL R Z 0 TIF -

A summary of eight recommendations under four main policy arenas,
for the next Administration to consider as key action items for

a Digital Culture Strategy:

1 e 1.1) 3243 FRPOER D 4BRL & )AL ; i) BIRAESE ; )R ; VER (25mE ~ HE
o (Tsz1k1 & 45) Structure REAH ~ 57E) -
New Bureau Comprise of 4 components: i) Arts & Culture; ii) Creative Industries; iii) Copyright;
(with respect iv) Media (Ref. South Korea, the UK, mainland China, Taiwan):
DEIRL) 110) BEMHBERHBIXH « BATERIE  UREERNAEEHE
EH D
Move HAB’s Culture and WKCD Branches, and CEDB’s CreateHK office into REm

the new bureau

11.2) BAHERE BEBEL » URKBIFNHDTEZAAFTE
Include elements from IPD, RTHK; and ETOs into the new bureau

11.3) ARIZEFT (BEMRES) BESZISNEESBRRIUL REIREXBER
(B EZRRESULEEIRER &b R B SRAERT)
Create dedicated (arts tech) agency that champions and implements future CCl
policies in Hong Kong (Ref. Korea’s KOCCA, Taiwan’s TAICCA specifically)

1.2) KB HIFTEEE - SRR RN BRMERR M E S D0 » WRFARSAIE ~ J#
Blueprint EREBENEZL - EthBREIERRENI LR E 2 NEHEER » Uk
BE Tt MEIREZASTNEE (BEEER)
Devise a blueprint with timely goals and strategic allocations of funding that emphasise
on content creation, IP development and being industry-based. Other goals include
building digital infrastructures conducive to cultural exchange and trading, and plans for
grooming next-generation CCl talents (Ref. South Korea)
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AEEIER R

Content Creation &

Development

pgla ¢t
T3 {b 1P #EE R

Infrastructures for

Cultural Data & IP

REAFZ

Next-Generation

Talents

2.1) ABEIE

Content/
IP Creation

2.2) AERE
Content/IP

Development

3.1) X{eEiEERs
Cultural Data
Infrastructure

3.2) X{tIP
RBFE
Cultural IP
Trading
Platform

4.1) BIEXEIEE
RetEigis
Cross-border
CClI
collaborations
& institutions

4.2) AhRE

Manpower
planning

AU BMRHRBERNEEEZE 2 — | MARE » ES P EREFTNEITAR
(B T+ R B4MTRI7ERE)))
Define key policy outcomes in Arts Tech Strategy: to leverage technology as a means of

creating new artistic content from traditional cultural forms (Ref. The Mainland’s 14th
Five-Year Plan for Artistic Creation)

RUMNZIHFARFERFENFEREE > RS
(BEZRENRREERE)
Set up new funding on content development mandated at supporting IP development

of creative contents and facilitating intermediality and interactivity across the CClI
(Ref. Taiwan’s Creative Content Development Programme)

RIEXENERRIFNES)

ERFERFAZRNULBEER » I8E - BB XAEXEREHE -
MUEBRM B AHBRME R ARRKE (2EhENM - 8EF)

Build a Cultural Data Infrastructure fit for the era, integrating and utilising a
comprehensive collection of CCl-related data to better inform decisions in public

policymaking and private industries (Ref. Mainland China, Taiwan)

BREBISXIPRZ TR - REXE PRS- BHXIE FEHE] - FEE
BEMEENRZIEE » HEE 3NN CRBEERREY - Wol 4t « @IHE
BhinER (2L o)

Build a Digital Cultural IP Trading Platform that facilitates the exchange and export

of cultural IP as part the culture “going out” mission. It shall bear database and trading
functions, synchronise to Recommendation 3.1’s cultural data infrastructure, and be
made accessible by local, regional, and international markets (Ref. South Korea, Taiwan)

RERBIRNAIEREEE > WAEEESS
NAT (BEHEE ~ F5R)
Explore cross-border CCl-specific institutions to enable government-industry-university

collaboration opportunities, with focus on grooming next-generation arts tech and
immersive talents (Ref. The UK, South Korea)

RS > EREE T —AEMRERA=

AXAIEXERFTEGRRENATERRKE » R Z/E B2 EATREN
IRIEZ PRTERAVREAE

Devise a farsighted Human Resource Strategy for CCl development, drawing specific
attention to skillsets required under an increasingly digital and immersive landscape
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This report is provided for information purposes only. It is not a complete analysis of every material fact with
respect of any industry or economy. Statements of fact have been obtained from sources considered reliable but
no representation is made by Our Hong Kong Foundation or any of its affiliates as to their completeness or
accuracy. All estimates, opinions and recommendations expressed herein constitute judgments as of the date of
this report. Our Hong Kong Foundation accepts no liability whatsoever for any direct or consequential loss
arising from the use of this report or its contents. This report should not be relied upon in connection with any
contract or commitment whatsoever.
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the Chinese version shall prevail.
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