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“… culture is the fountain of our creativity and progress… Once we shift our attention from the 
purely instrumental view of culture and accept its constructive and creative role, we have to see 

development in terms that include cultural development as well.” 
– Amartya Sen (1996) 

 

 

 

Abstract 

The creative economy (CE) has recently been at the forefront of Indonesia’s development 

agenda. By harnessing human creativity and cultural resources, there is considerable potential 

for CE and the creative and cultural industries to contribute to economic growth and generate 

employment opportunities for the country’s expanding working-age population. However, 

the virtues of CE have largely been expressed in terms of economic value. This research seeks 

to understand why Indonesia’s youth are harnessing the potentials of CE by engaging in 

cultural entrepreneurship, and how this behavior can be understood in qualitative terms. 

Employing Klamer’s (2017) value-based approach, this study uses a case study method to 

understand the values that are inherent in youth cultural entrepreneurship in Yogyakarta, 

Indonesia. Using data based on 30 semi-structured interviews, this thesis finds that values not 

only have a significant influence on this type of entrepreneurial behavior, but that the ultimate 

values realized in the process are often expressed by the participants beyond their material 

significance. A struggle for authenticity of cultural production is reflected in its increased 

commodification and the need for relevant institutional support for creative business 

development. In order for the current generation to advance CE, it is seen to require 

innovative and creative reproductions of culture as opposed to its mere preservation.  
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1. Introduction and Background 

It is difficult to explicitly state the value of culture in our lives. Cultural values shape us as we 

simultaneously shape culture, yet its intrinsic importance makes it a challenging concept to 

assign real value to. It is not merely instrumental, it is essential. Culture’s contribution to both 

economic and human development has been widely discussed since the latter half of the 

twentieth century (eg. Williams 1963; Bourdieu 1977; Throsby 1999) and support for the 

inclusion of culture in development agendas has also taken root in recent decades, although 

communicating the universal importance of such a nebulous and contextually-dependent 

concept has proved a challenge for those who wish to see it take on a more central role in 

sustainable development frameworks (De Beukelaer 2015). One way the culture sector’s 

advocates have managed to demonstrate its value is through the creative economy (CE). CE, 

with the creative and cultural industries (CCI) as its building blocks, offer increased 

opportunities for “making money off ideas” (Howkins 2001). Furthermore, in developing 

countries, CE is a plausible engine for a post-agricultural economy based on ideas and services 

(Throsby 2015). However, there remains considerable room to explore culture’s value beyond 

its marketability. 

Indonesia, the world’s fourth-most populous country, has been positioning itself as a global 

example for CE development in recent years, with the understanding that it will offer new 

opportunities for its rapidly-growing economy1. Furthermore, Indonesia is in the midst of a 

demographic dividend, with its working-age population set to surpass the young and elderly 

population through the year 2050. Gainful employment opportunities for the current 

generation coming of age will be critical for maintaining the country’s trajectory towards 

establishing itself as one of the world’s ten largest economies (UNFPA 2015). CE is a way to 

make use of the country’s abundance of people power while simultaneously moving away 

from a dependence on natural resources and has recently been at the forefront of Indonesia’s 

sustainable development agenda (UNESCO 2017; BEKRAF 2018).  

                                                      

1 Since the 1970s, Indonesia has transformed from an agriculturally-based economy to one based on 
manufacturing and services, firmly cementing its status as a lower-middle income country (Rothenberg 
et al. 2016; World Bank n.d.). Poverty rates have rapidly decreased, with March 2018 seeing the national 
poverty rate fall to 9.82 percent – its first time ever in the single digits (BPS 2018b).  
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Entrepreneurship is also widely considered to be an important engine for economic growth 

and job creation. There is a “relentless optimism” that the disruption and innovation inherent 

in entrepreneurship will be central to seeking creative solutions to problems both globally and 

locally (Naudin 2018). Cultural entrepreneurship seeks to harness the potentials of cultural 

resources and human creativity to contribute to CE development. In Indonesia, micro, small, 

and medium enterprises (MSMEs) are the primary drivers of CE, and empowering MSMEs is 

thought to contribute not only to the country’s economic development, but also to reducing 

poverty, expanding employment opportunities, and enabling a more equal income 

distribution. It has thus become a primary policy focus (Papilaya, Soisa & Akib 2015; Kuhlke, 

Shcramme & Kooyman 2015; OECD 2018).  

1.1.  Study Aim and Research Questions 

Indonesia’s young population will be a considerable boon to its development if there are 

gainful opportunities as they reach working age. Furthermore, national policy is increasingly 

oriented towards supporting MSMEs, as well as building up the creative economy. It then 

remains to be seen how cultural entrepreneurship might contribute to these developments. 

Additionally, entrepreneurs are prominent actors in CE and MSME development and are 

accordingly appropriate subjects of study (Oliva Abarca 2018). There remains considerable 

room to link CCIs and human development2, although research and policy has tended to focus 

mostly on the economic impacts of CE (De Beukelaer 2015). Furthermore, there is a general 

lack of empirical data on the lived experience of cultural entrepreneurs, who are the drivers 

of these industries (Naudin 2018). Less still has been applied in the context of developing 

countries, or with a specific focus on youth. 

 

From this point of departure, this research seeks to understand how Indonesia’s youth are 

harnessing the potentials of CCI, and why this young “creative class” (Florida 2002) engages 

in such entrepreneurial pursuits. In order to understand what drives youth cultural 

entrepreneurship in Indonesia, this study will employ Klamer’s (2017) value-based approach 

(VBA) to identify the values inherent in CCI entrepreneurship. Using the city of Yogyakarta 

as a case study, the following research questions will be explored: 

 

                                                      

2 This thesis uses the definition of human development as defined by Alkire (2011) as “the expansion 
of peoples’ freedoms to live long, healthy and creative lives; to advance other goals they have reason 
to value; and to engage actively in shaping development suitably and sustainably on a shared planet”.  
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• Why are youth engaging in the creative economy through cultural entrepreneurship? 

• How do values drive these behaviors, and how are these values formed? 
 

In its wider scope, this thesis builds upon a discussion of how culture, creativity, and youth 

entrepreneurship play a role in human development in Indonesia by exploring the 

experiences of individuals and the values that drive – and are realized – through cultural 

entrepreneurship. In doing so, this thesis aims to contribute to the “ragged field of research” 

on CCIs and cultural entrepreneurship (Schulte-Holthaus 2018:100) and seeks to establish a 

more tangible understanding of the true importance of culture and cultural work beyond 

quantifiable value.  

1.2. Thesis Structure 

Section 2 presents the primary themes of this paper and the discussions surrounding CE and 

cultural entrepreneurship, both globally and in Indonesia, in order to establish a firm 

grounding for the relevance of this study. Section 3 discusses the theoretical underpinnings 

of the VBA and outlines the framework that guides the analysis. Section 4 addresses the 

methods for data collection and interpretation, while section 5 presents the main findings, 

analyzed through the VBA framework. The conclusion summarizes the research and offers 

direction for future studies.  

2. Manifestations of Creativity and Culture 

On an opening note, it should be stated that while culture has many definitions3, the aim of 

this thesis is not to crystallize one single understanding of it, particularly as this research 

reflects cultures of which I am not a part. Rather, culture is engaged with insofar as it reflects 

meaning, values and identity for the participants of this study. 

2.1.  The Creative Economy: Making the Case for Culture’s Contribution 

Linking culture and human development has long been an abstract anthropological 

contemplation rather than a basis for policy. However, recent decades have seen CE 

development become an attractive ‘fast policy’ brand (UNCTAD 2010; De Beukelaer 2015; De 

                                                      

3 In broad terms, this thesis understands culture as “features of a society or social group” (UNESCO 
2002:4); values of a “collective experience” (O’Connor 2016:57); a social process that constructs various 
ways of life (Williams 1977 in Limkriengkrai 2010); and “an organism, not a mechanism” in an elaborate 
ecosystem (Holden 2015:2).  
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Beukelaer & O’Connor 2016). Since 2008, periodic reports4 published by UNESCO and 

UNCTAD have been influential in defining CE’s role in development, promoting the 

potentials of creativity and cultural assets to generate employment and economic growth in 

the developing world, in addition to their diffuse “non-monetized social benefits” (UNCTAD 

2010; UNESCO 2013; Throsby 2015:371). This is based on the assumption that all countries 

readily possess an abundance of diverse cultures, creativity, and human capital 

(Hesmondhalgh 2008; De Beukelaer 2015; BEKRAF 2018; Pechlaner, Innerhofer & Borin 2018). 

 

Although a universally-agreed upon definition of CE is elusive, it can generally be described 

as the production, distribution, and transactions of goods and services that are cultural, 

creative, or artistic in nature. It is made up of the creative and cultural industries (CCI) and 

while their classification in policy and practice is contextually dependent, they can generally 

be understood as industries that: (i) involve inputs that require some degree of human 

creativity; (ii) serve a symbolic purpose beyond a simply functional one; and (iii) create 

outputs considered to be a form of intellectual property with the potential for profit generation 

(Throsby 2015:371). This typically includes the visual arts, handicrafts, literature, films, 

festivals, music, dance, and television (UNCTAD 2010; UNESCO 2013).  

 

The global market for creative goods and services has shown sustained growth in the past 

decade5, and some data suggests that CE makes up between two to three percent of national 

GDP in most countries (Throsby 2015; UNCTAD 2015). The worldwide growth of CE was also 

maintained through the global financial crisis in 2008, which has further supported the belief 

that it is a reliable driver in uncertain economic times (UNCTAD 2015; Long & Morpeth 2016). 

While it does not singlehandedly act as an engine for economic growth, promoting CE is in 

developing countries is often tied to broader national agendas such as poverty alleviation, 

tourism development, and heritage protection (UNESCO 2013; OECD 2014; Fahmi, McCann 

& Koster 2017). However, much CE policy and examples of best practice are based on 

knowledge produced in highly developed countries, most notably the United Kingdom and 

Australia. Cultural policy must be contextually adapted, and there has been a lack of critical 

                                                      

4 See the series of Creative Economy Reports from UNCTAD (2010) and UNESCO (2013) for an 
understanding of the global significance of CE, and DeBeukelaer (2014) for a critical examination of 
them. 
5 Valued at $547 billion USD in 2015, the global market increased from $302 billion USD in 2003 
(UNCTAD 2015). 
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examination as to how these solutions are best implemented locally in the developing world 

(De Beukelaer 2015; De Beukelaer & O’Connor 2016; Goldberg-Miller & Kooyman 2018).  

 

The creative and cultural industries are the foundations of CE, although situating them within 

an ‘industrial’ discourse has been problematic for those who have argued for an intrinsic view 

of culture’s significance, as opposed to pushing for a more hardline, economic standpoint 

from which to assess their values (O’Connor 2004; Long & Morpeth 2016; Romão 2017). 

Romão (2017:46) problematizes this “double process” of cultural commodification, whereby 

culture is increasingly produced in a market-oriented manner, while the production of 

commodities increasingly integrates cultural meaning. The legitimacy of cultural meaning 

must be examined as questions of the authenticity of cultural production subsequently arise.   

2.1.1. The Significance of Place 

The localities of cultural production contribute to its legitimacy. Much of the literature points 

to the spatial geography of creative ‘clusters’ and the place-based advantages that they offer 

for CE (eg. Florida 2002; O’Connor 2004; Romão 2017; Lange 2018). In much of this century, 

policy for cultural industry development has been targeted towards the local level, and 

cultural industries have mainly been characterized by their tacit, locally embedded 

knowledge (O’Connor 2004). These spatial ‘agglomerations’ are self-reinforcing: cultural and 

creative production often reflect the ideals and traditions of their locality, while the creative 

authenticity and reputation of the place is upheld by the goods and services produced there 

(O’Connor 2004; Romão 2017; Pechlaner, Innerhofer & Borin 2018). Additionally, the cultural 

capital and locational factors contribute to the resilience of CCI clustering and provide for 

increased knowledge-sharing and networking6.  

 

Lange (2018) refers to these agglomerations as ‘scenes’, where place, culture, and identity all 

intersect. The cultural entrepreneurs themselves can be seen as both “sense-makers and sense-

givers” within these scenes, further reinforcing the legitimacy of the place (Lounsbury, 

Gehman & Glynn 2018:6). Holden (2015) sees cultural context as an ecology, as opposed to an 

economy, asserting that culture must be seen holistically in its environment. People create 

culture with their ideas, skills, and creativity. Their opportunities to do so are also enabled by 

                                                      

6 These place-based advantages often display urban bias as they tend to be clustered around urban 
centers (Limkriengkrai 2010). 
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physical things, such as monetary resources or built infrastructures. Furthermore, these 

opportunities are influenced by policies and politics. Culture is “an organism, not a 

mechanism” (ibid.:2).  

 

In order to understand how young entrepreneurs navigate this cultural ‘organism’, it becomes 

necessary to situate this study firmly within its local context, as cities and regions are often 

the most important actors for establishing and overseeing CE policy (UNESCO 2013). This is 

also true in Indonesia as it has undergone a period of rapid decentralization7 and it is 

increasingly the responsibility of cities and regions to adopt and implement strategies for 

place-based development (Fahmi, McCann & Koster 2017; Sutarman, Herawan & Herdian 

2017).

 

In Indonesia, CE has increasingly been mainstreamed into the national agenda, as evidenced 

by the formation of the national Creative Economy Agency (BEKRAF) in 2015, which is tasked 

with designing, coordinating and implementing policies and programs supporting national 

CE growth. President Joko Widodo’s administration asserts that, due to Indonesia’s current 

development trajectory, as well as its abundance of human and cultural resources, CE can 

become “the backbone of the national economy” (BEKRAF n.d.). As a country of 264 million 

people and an impressive array of diverse cultures spread across more than 17,000 islands, 

Indonesia possesses a wealth of cultural and creative potentials. As Indonesia is poised to 

become one of the world’s ten largest economies by 2030, the hope is that it will also be able 

to establish itself as a CE powerhouse (BEKRAF 2018). 

 

Indonesia’s creative economy is divided into 16 diverse sub-sectors8. The largest three 

industries are culinary, craft, and fashion, and together account for roughly 76 percent of 

Indonesia’s creative economy GDP (BEKRAF 2018:13). In 2016, CE accounted for nearly 7.5 

percent of the country’s total GDP and the CE workforce is continuing to grow (BEKRAF 

                                                      

7 Law 22/1999, one of the most sweeping laws of Indonesia’s reformation period, called for the transfer 
of significant power to sub-national levels, and gave regencies and municipalities unprecedented 
power (Nasution 2016; OECD 2018). 
8 The Indonesian Creative Economy is classified in sixteen subsectors: architecture; interior design; 
visual design; product design; film, animation and video; photography; craft; culinary; music; fashion; 
app and game development; publishing; advertising; television and radio; performing arts; and fine 
arts (BEKRAF 2018).  
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2018:14; UNESCO 2017). Additionally, one out of every five CE workers is between the ages 

of 20 to 24 years old, illustrating its potential for absorbing young labor (BEKRAF 2018).  

 

Although the terms creative and cultural are used synonymously, the two can take on some 

contextual differentiation (Sardana 2015). Some cities in Indonesia have focused more on the 

creative industries, as activities requiring improved external conditions for which creativity 

can flourish on its own – generally pertaining to ‘new’ sectors such as film, design, or 

publishing. In other contexts, the focus has been on more cultural industries, perceived as 

something to be preserved through top-down subsidies (Fahmi, McCann & Koster 2017). In 

Yogyakarta, the city in which the present study is situated, the latter approach has generally 

been taken, and policy has been formulated towards industries based on traditional cultural 

heritage (ibid.).   

2.1.2. Heritage Products and the Creative Economy 

Cultural heritage is an important source of meaning, identity, and authenticity (Artico & 

Tamma 2018). In developing countries, the cultural industries have primarily been based on 

the knowledge and skills of cultural heritage, particularly in the craft industry, and are often 

focal areas of cultural policy or development cooperation (Reijonen 2010; Throsby 2015). 

Handicraft production in particular has long been an important industry through its 

contributions to livelihood diversification and the development of non-farm rural economies 

(Limkriengkrai 2010). Additionally, craft micro-enterprises have been a successful means of 

equipping young people with important skills for integration in the job market (Abisunga-

Oyekunle & Filis 2017). Kapur and Mittar (2014) argue that traditional craft plays a catalyzing 

role in inspiring thought and innovation in a given society. Craft requires considerable artistry 

and skill, and as the role of the craftsperson has changed over time, they have taken a more 

established and respected role in society (Jakob 2012). 

 

In Indonesia, the craft industry is a major contributor to CE, both in terms of overall GDP 

contribution9 and the total number of people who participate in it (Fahmi & Koster 2017; 

BEKRAF 2018). Heritage-based entrepreneurship is indisputably important for CE 

development in Indonesia, particularly as these industries are more accessible to a broader 

                                                      

9 Craft accounts for over 15 percent of the creative economy’s GDP contribution (BEKRAF 2018: 48). 
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populous, typically requiring fewer initial inputs and maintaining lower entry barriers 

(Fahmi, Koster & van Dijk 2016).  

2.2.  Cultural Entrepreneurship 

Cultural entrepreneurship is a relatively new field of entrepreneurship studies, which was 

itself only in its nascent stages as an academic discipline in the early 1980s (Steyaert & Hjorth 

2003). The last decade and a half has seen a significant increase in its scholarly application 

(Kuhlke, Shcramme & Kooyman 2015; Toghraee & Monjezi 2017; Schulte-Holthaus 2018). In 

the literature, cultural entrepreneurship is broadly understood to be shaped by two 

predominant features: the individual and the environment.  

 

The individual has long been at the center of entrepreneurship studies. A Schumpeterian view 

of the entrepreneur as the great disruptor, sees them as ultimate drivers of innovation and 

economic change (Schumpeter 1911 in Becker & Knudsen 2009). This idea of a “maverick 

entrepreneur” (Naudin 2015:39) has also been dominant in concepts of modern 

entrepreneurial processes, arguing that cultural entrepreneurs are important economic 

drivers in a post-industrial economy based on ideas and services (Kuhlke, Shcramme & 

Kooyman 2015; Togharee & Monjezi 2017). In this view, the success of entrepreneurs is highly 

dependent on their own personalities and skills, and their ability to convince others of the 

importance of their pursuits. Powers of persuasion define the essence of an entrepreneur 

(Klamer 2011).  

 

Studies of cultural entrepreneurs have shown that they tend to be driven by passions, and by 

doing what they love (Sardana 2015; Luckman 2018). Their interest in activities that make use 

of the resources they have on hand, and their creative lifestyle ambitions are the foundations 

of their work. In contrast from the narrative of the born entrepreneur which points to an innate 

drive for economic independence, some literature on cultural entrepreneurship has offered 

the explanation that oftentimes, cultural entrepreneurs don’t necessarily embrace the title of 

‘entrepreneur’ or exhibit desires to run their own company. Rather, they become 

entrepreneurs because it allows them to be self-sufficient and to support their values of being 

a maker and creator (Luckman 2018). Naudin (2015) finds that social and personal values seem 

to be just as important for cultural entrepreneurs as their commercial goals. 
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The contributions of cultural entrepreneurs are not only understood in terms of economic 

outputs, but also in creating symbolic value (Schulte-Holthaus 2018). This symbolic value is 

woven through storytelling processes which are central to value-making in CCI (Lounsbury 

& Glynn 2001; Borghoff 2018). The story of the individual and their personal qualities is 

important, as is the story the entrepreneur is able to weave from their actions. This is an 

iterative process which also legitimizes the products of their entrepreneurial pursuits 

(Lounsbury & Glynn 2001; Klamer 2011). Entrepreneurship in itself is a creative process, and 

the cultural goods that are produced derive much of their value from being ‘common 

property’ in the sense that they will form part of a cultural or artistic commons (Klamer 2011; 

Sardana 2015).  

 

Although individuals are understood to be the prominent actors in entrepreneurship, a more 

recent paradigm also asserts that entrepreneurial behavior comes from the entrepreneur’s 

deep embeddedness in economic, social and cultural contexts. Context provides a deeper 

understanding of the basis of these processes (Sardana 2015; Lounsbury, Gehman & Glynn 

2018; Naudin 2018). This becomes evident as cultural entrepreneurs are influenced and 

inspired by popular culture and societal relations in the pursuit of creating outputs with some 

form of intrinsic cultural meaning. In this respect, they “harness cultural resources in the 

pursuit of firm goals” (Lounsbury, Gehman & Glynn 2018:18). The entrepreneurs are engaged 

in a simultaneous process of conforming to existing cultural norms and creating new ones, 

constantly navigating their cultural milieus. Entrepreneurship is a process, not a fixed identity 

(Naudin 2018).  

The environments to which people are bound pose barriers, both institutional and informal 

(Khoury & Prasad 2016). Thus, a proper contextualization of cultural entrepreneurship 

processes requires an examination of constraining and enabling factors that influence them 

(Launsbury & Gehman 2001; Oliva Abarca 2018). Cultural entrepreneurship, as well as 

cultural labor, is generally found to be insecure, unstable and infrequent, while cultural 

workers themselves are prone to over-exertion and self-exploitation (Hesmondhalgh & Baker 

2011). Furthermore, gender imbalances are common, and due to the heavy reliance on social 

networks and the importance of ‘who you know, not what you know’, many inequalities are 

inherent within the sector (Hesmondhalgh & Baker 2011; Lee 2011; Banks 2018). Some take 

these inequalities as evidence of the wider structures of neo-liberalism at play, from which 

even ‘culturpreneurs’ are not exempt (Loaker 2013).  
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As entrepreneurship studies have moved away from the characteristics of individual 

entrepreneurs and begun to explore entrepreneurship within its context, there is an 

understanding that both the individual and the environment are inseparable. Cultural 

entrepreneurship is formed by the “interplay between agency and structures”, where the 

individual and the environment are both of importance, and each has the power to shape the 

other (Naudin 2015:45).  

2.3. Relevance and Originality of Study  

Throughout this thesis, I seek to understand the values inherent to entrepreneurship in CCI 

beyond the quantitative measures of material inputs and outputs. Indeed, there are any 

number of entrepreneurial pursuits that may result in economic gains, but is there something 

more to CCI than that? And if so, how can we understand the value? The intangible and 

intrinsic nature of these questions may seem a slippery foothold upon which to base this 

research, but there is a grounding to be made from fields such as entrepreneurship studies 

(eg. Steyaert & Hjorth 2003; Naudin 2018), cultural anthropology and sociology (eg. Williams 

1963; Geertz 1973; Bourdieu 1977), and cultural economics (eg. Throsby 1999; Hesmondhalgh 

2008; O’Connor 2016).  

 

Reviewing the literature highlights a general consensus that entrepreneurship is a key part of 

economic development, and that there is potentially unlimited space for CCI to take part in 

generating new markets, employment, and profits. Furthermore, entrepreneurship studies 

have recently engaged in an exploration of cultural entrepreneurship and its role in CE 

development. Generally, there is limited research on the experiences and motivations of 

cultural entrepreneurs themselves, and beyond that, few applications of these concepts to 

youth or to a developing country context.  

 

Studies on CE, CCIs and MSMEs in Indonesia have primarily focused on the economic and 

market potentials (eg. Zuhdi 2012; Fahmi & Koster 2017; Hidayat & Asmara 2017; 

Ngatindriatun et al. 2018), implementation and implications of CE policies (eg. Papilaya, Soisa 

& Akib 2015; Fahmi, McCann & Koster 2017; Suhendra 2017), or with a focus on quantifiable 

data and questionnaires (eg. Brata 2011; Meutia & Ismail 2012). There remains space to explore 

the experiences of the individual entrepreneurs and how their values shape their work. The 

following section outlines a way for this research to do just that.  
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3. Theoretical Framework: A Value-Based Approach to Cultural 
Entrepreneurship 

The underpinnings that support this analysis are structured upon Klamer’s (2017) value-

based approach (VBA), which seeks to understand economic behavior in relation to human 

values.  In his recent book Doing the Right Thing: A Value-Based Economy, cultural economist 

Arjo Klamer develops a framework to argue that the economy is embedded in culture, and 

that the true nature of economics is “the realization of values by people, organizations, and 

nations” (2017:XIV). Drawing from theoretical groundings such as Bourdieu’s (1977) theory 

of practice and classifications of capitals, as well as Sen’s (1985) capabilities approach and the 

idea of a life of value, he crystalizes a framework to illustrate a value-driven economy. He 

posits that valorization, or the realization of values (realization both as acknowledgement and 

of making real), provides a more accurate portrayal of what drives economic behavior than 

classical rational choice economics or the instrumental values of goods and services. Instead, 

people engage in the market because of the nature of the cultural environment in which they 

are embedded – and the values that are inherent in them. This is particularly evident when 

examining those working in CCI, as their creativity is a constitution of culture. 

3.1.  Valorization: Realizing What’s Important 

Klamer identifies four domains of valorization, representing the values that are important to 

people, namely personal; social; societal; and transcendental, or cultural, values. Personal 

values are those that individuals value in themselves, such as craftsmanship or work ethic. 

Social values are those which one values with others, such as friendship or togetherness. 

Societal values pertain to the broader society, for example, sustainability or equality. Finally, 

transcendental or cultural values describe ideals that transcend the other domains, such as 

moral, religious, or spiritual values. Values are both inter- and intrapersonal; they are 

constructed by individuals, but are social in the sense that their significance comes from their 

shared understanding (ibid.). By making such values explicit, Klamer attempts to bring the 

concept of economics beyond that which is merely instrumental. A value-based economy is a 

departure from utilitarian needs, and instead facilitates an inquiry into the question: what is 

important? Identifying values inherent in peoples’ behaviors is a way to answer this question 

(ibid.).   
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3.2.  Cultural Entrepreneurship: A Path to Valorization 

This process of valorization, or realizing values, is referred to as phronesis. It is inherently 

nonlinear and characterized by uncertainties, particularly when applied to the complexities 

of entrepreneurship. Despite its unpredictability, it illustrates how people engage with their 

values and actively strive towards the goods that are important to them. It begins by defining 

ideals, or a mission, and identifying the skills or knowledge needed to attain these goals. It 

requires sensible reflection but is not rational or calculative in the economic sense. Through 

phronesis, valorization comes about through a continuous engagement with recognizing 

values, planning, and acting to realize the values. Furthermore, values are not static or 

constant – through living, and the process of phronesis, they are constantly being rediscovered 

and reshaped.  

A second important aspect of valorization departs from the behavior of the individual and 

stresses the importance of social and cultural processes. Valorization requires that others are 

convinced that what you do is worthy. Klamer refers to participating in such social process as 

“contributions”, or a “willingness to pay” (2017:88). Although this does not exclusively refer 

to profits, it means convincing others to somehow buy in. Inherent to the nature of 

entrepreneurship, there must be an output or a product that is of value to others.  

3.3.  Goods and Sources are the Means for Valorization 

In addition to economic contributions, other resources are needed for realizing values. In 

VBA, these are referred to as sources, which are “a stock of something, nuts, knowledge or 

skills that enables someone to realize certain values directly or indirectly by way of certain 

goods” (2017:130). The essential sources include oikos (the home), health, and basic skills. 

Social sources include social capital and social networks, and cultural sources refer to things 

like cultural capital and heritage. Societal sources, which are the related systems in place such 

as education, public institutions, and infrastructure. Finally, there are material or financial 

sources, in line with the idea of economic capital. Taking stock of sources may also shed light 

on a negative space, or absence of sources, which can also affect valorization.  

Understanding cultural entrepreneurship requires looking at how entrepreneurs develop 

their pursuits. Businesses often begin organically, through a utilization of sources 

entrepreneurs already possess, including those derived from their own skillsets (Sardana 

2015). For achieving or attaining what is most important, monetary aspects are merely seen as 
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instrumental means to bring about valorization. The ultimate ‘goods’ attained are not 

material, but rather can be understood as “the means of life and well-being of men” (Aristotle 

& Ross 1995 in Klamer 2017:78). Money only is important insofar as it can be ‘transferred’ to 

attain the goods which in turn help realize values.  

3.4.  Spheres of Value Formation  

The above discussion provides a conceptualization of economic behavior as a reflection of 

values and establishes that various sources provide for the realization of said values. 

Additionally, as this thesis requires an exploration of the embeddedness of cultural 

entrepreneurship in its socio-cultural milieu, it is also necessary to understand where values 

originate. According to Klamer, standard economics has discussed only two spheres of value 

formation: governance (based on rules, regulations and governmental logic) and market (the 

sphere for commodity exchange and commercialization). However, this does not reflect 

reality in a value-based economy. Thus, he offers three additional spheres in which values are 

formed: oikos (or the values of the home), social (based on networks and relationships), and 

finally, culture, in which the previous four are embedded. A model with all five spheres gives 

a better picture of how we “realize the goods that are most important to us” (2017:156). The 

VBA establishes the intrinsic embeddedness of the economy in culture, which in turn 

influences the motivations, actions, and outputs of individuals. 

3.5.  Operationalizing the VBA: Cultivating a Tree of Life 

In this research, the VBA understands cultural entrepreneurship as phronesis. It also aids in 

defining the sources that impact the process, as well as the values that are ultimately realized. 

Furthermore, it provides a basis for understanding how values are formed and why people 

might become entrepreneurs in CCI. As an iterative process, it also shows how cultural 

entrepreneurs are not only drawing from cultural inspiration, but are also recontributing to a 

cultural and creative commons. The framework will be operationalized in order to understand 

not only which values and sources support entrepreneurship in CCIs, but to also explore how 

they may contribute to valorization.  

In order to conceptualize the VBA, Klamer develops a “Tree of Life”, which in this research 

has been adapted to reflect cultural entrepreneurship. Figure 1 reflects the processes that 

support the value-driven behavior of cultural entrepreneurship, while valorization ultimately 

feeds back into culture and the formation of values. The roots of the tree are the spheres of 
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value formation, embedded in culture. The trunk represents the sources that support the 

realization of values, while the branches are the four domains of valorization. 

Figure 1. A Value-Based Approach to Cultural Entrepreneurship 

 
 (Source: author, adapted from Klamer 2017) 

 

By engaging in a discussion with young cultural entrepreneurs about why they pursue 

businesses in the creative economy, I intend to contribute to an understanding of how values 

support cultural entrepreneurship – and vice versa.  

4. Methodology 

As discussed in the section above, the values that drive cultural entrepreneurship are deeply 

embedded in their socio-cultural context and are expressed through the individual. Thus, this 

research uses qualitative, case study methods to understand the values that contribute to, and 

are reinforced by, the process of cultural entrepreneurship. 

4.1.  Situating the Case 

Again, cultural entrepreneurship and the dynamics of CCI are best understood in their 

specific localities, particularly in Indonesia, whereby rapid decentralization has led to policy 

being increasingly implemented at the local and regional levels (Fahmi, McCann & Koster 
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2017). The city of Yogyakarta, and the Special Region of Yogyakarta10 (hereafter DI 

Yogyakarta), are widely celebrated as a center of Javanese culture and identity, with a wealth 

of traditions and heritage, particularly batik11, wayang puppetry, gamelan music and dance. 

(Ferguson, Dahles & Prabawa 2017). Its unique blend of traditional cultural expressions is a 

reflection of the various periods of prehistoric, Islamic, Buddhist, Hindu, and Dutch colonial 

influences (Wijayanti & Damanik 2019).  

 

Furthermore, the city is known to have a vibrant young population, thanks to its numerous 

higher education institutions and its longstanding tradition as a city of knowledge and 

philosophy (Fahmi, McCann & Koster 2017). In terms of human development, the city of 

Yogyakarta ranks relatively high, with its HDI at 85.49 compared to the national average of 

70.81 (BPS 2018a). DI Yogyakarta is also the province with the largest share of CE contribution 

to GDP, at over 16 percent (BEKRAF 2018:18). CCI policy in Yogyakarta has generally been 

geared towards cultural, heritage-based industries. Thus, the focus of this study is on 

handicraft, as well as traditional textiles, such as batik and other woven fabrics12, which 

represent a significant number of Yogyakarta’s CCI enterprises. Yogyakarta attracts people 

from all over Indonesia due in part to such place-based advantages and is thus an appropriate 

backdrop for this study.  

 

 

 

 

 

 

 

 

 

 

                                                      

10 The Special Region of Yogyakarta is a province in south-central Java, and Yogyakarta is its primary 
city.  
11 Indonesian Batik is a hand-dyed fabric, often silk or cotton, which has been a centerpiece of 
Indonesian culture for centuries, its existence pre-dating written records. It is an intricate and delicate 
process, done by hand-drawing or stamping hot wax on the fabric to form a pattern and submerging 
the fabric in dye. This dying process is often repeated dozens of times for a single piece of cloth, until 
the desired color and pattern is achieved (UNESCO 2009). 
12 It is important to note that the fabrics are technically included under the ‘fashion’ subsector in 
BEKRAF’s classification. Thus, this thesis does not focus solely on the ‘handicraft’ industry as per 
BEKRAF’s categorization, but rather a broader concept of ‘heritage products’. 
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Figure 2. Location of Yogyakarta in Indonesia 

 
(Google Maps 2019) 

4.2.  Research Design 

Qualitative methods allow for an exploration of social phenomena in order to glean a holistic 

understanding of processes, experiences, and contextual interrelationships of the research 

topic and its subjects (see Yin 2003; Flyvbjerg 2005; Creswell 2007; Stewart-Withers et al. 2014). 

Aside from being the methods that are best-suited to my own strengths as a researcher, 

qualitative, inductive approaches are also appropriate for advancing the academic field of 

entrepreneurship studies, seeking to understand the wide array of entrepreneurial processes 

(Fayolle 2003). As this thesis seeks to understand young peoples’ engagement in cultural 

entrepreneurship and the values inherent in their activities, the stories, impressions, and 

perceptions of the individuals are central to the research. 

 

I was wary of pursuing a research plan that would force findings into a pre-constructed 

paradigm before even stepping foot in the field. Thus, the research was planned as an 

inductive, emergent design. In setting up a research design that walks the line between rigor 

and rigidity, this study was greatly informed by a grounded theory approach. While it has 

not produced a theory of its own, this “theoretical agnosticism” has served to shape my 

approach to the project (Charmaz & Belgrave 2015:2). The VBA was adopted for this study 
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only after a thorough literature review following the fieldwork, the scope of which was 

determined by the themes that emerged from the data.  

4.3. The Fieldwork 

The empirical data is comprised of in-person interviews13 conducted throughout the city of 

Yogyakarta, Indonesia, during January and February 2019. A total of 22 semi-structured 

interviews and two focus-group interviews were conducted. I spoke with a total of 24 young 

entrepreneurs, as well as three key informants and three experts, for a total of 30 participants14.   

4.3.1. Sampling 

Three main sampling criteria were defined in order to firmly establish the focus of the research 

and ensure scientific coherency, as well as to provide guidelines for relevant snowball 

sampling (Fayolle 2003; Creswell 2007). First, the entrepreneurs in question were to be 

between the ages15 of 18 and 35. The businesses were to be primarily based in traditional, 

cultural products, either in art, textiles or handicrafts16. Interviewees were to be the primary 

owners of businesses they themselves had established, or else have central responsibilities in 

running their family’s business. In the end, the sample of young entrepreneurs was comprised 

of seven females and 17 males, of which over half were between 24 and 29 years of age. Two 

experts were purposively identified, while the third expert and relevant key informants were 

identified as the research progressed. 

 

Initial purposive sampling was done by identifying members of the target group through the 

project of an international agency that I was previously involved with. I was, however, wary 

of depending solely on these, so other channels were explored for making contacts in the field. 

Facebook and Instagram were valuable tools for finding gatekeepers, as well as for identifying 

and recruiting interviewees. In fact, the target group being millennials, social media proved 

to be a central part of trust-building between myself and the participants. It fostered a place 

of mutual sharing – allowing them to see a part of my life, as well as giving me a glimpse into 

theirs. In addition to social media, I took a more traditional approach, visiting workshops, 

                                                      

13 The list of interview participants can be found in Appendix A. 
14 The terms participants, interviewees, and respondents are used interchangeably.  
15 Indonesian law stipulates that youth are between 16-30 years of age (Rahmatiah, Wiroto & Taan 2017). 
However, to expand my sample and avoid ethical issues, the minimum age was set at 18 and the 
maximum age extended to 35.  
16 A few exceptions were made, although all businesses were arts or crafts based.  
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handicraft cooperatives, and an MSME incubator, directly. I also recruited gatekeepers to help 

establish contact with potential participants.  

4.3.2. Interviewing, Interpretation and Assistance 

An informal tone was established at most interviews to ensure conversational flow that 

loosely followed the interview guide17. However, some questions remained central to all 

conversations with the entrepreneurs. They were asked, above all, why they engage in the 

work they do. They were also asked to reflect on the challenges and opportunities they 

perceive with their businesses and the industry in general, as well as which structures (such 

as government initiatives, education, or various funding sources) may contribute to, or limit, 

their success.  

 

As I am not a speaker of Bahasa Indonesia18, I was compelled to hire an interpreter. The 

interviews were carried out with interpretive assistance from two primary field assistants, as 

well as another gatekeeper who assisted with other aspects of fieldwork logistics. I transcribed 

all interviews conducted in English, and assistants provided translated transcriptions of the 

others. Although they interpreted in real time during interviews, this was to ensure that I also 

had word-for-word translations of my participants’ responses to ensure an understanding as 

close to the words of the interviewees as possible. However, the quotes presented in the 

analysis have been edited for clarity. 

4.4.  Data Analysis: “Seek Complexity and Order It”19 

The interview transcriptions were uploaded and coded using NVivo software. Initial coding 

resulted in nearly sixty codes and were organized into relevant themes as the theoretical 

groundings took shape. Despite the grounded theory methods applied in the fieldwork, it 

became evident that the findings fit well within the VBA. Furthermore, some critiques of 

entrepreneurship studies have pointed to the abundance of novel and explorative research in 

the field of entrepreneurship studies, while few have sought to engage with pre-existing 

theories. Researchers have tended to pursue novelty instead of basing their research on the 

                                                      

17 The complete semi-structured interview guide can be found in Appendix B. 
18 Bahasa Indonesia, literally translated to “Indonesian language”, is the official language of the 
Republic of Indonesia and is used for business, administration, education and the media. However, 
hundreds of local languages are spoken across the archipelago. Javanese, widely spoken in Yogyakarta 
and Central Java is the most common local language and was the mother tongue of many participants.  
19 Whitehead (n.d.) in Geertz (1973) 
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groundings of others (Welsch & Liao 2003). Thus, I felt it important it to structure the analysis 

based on an established framework (albeit recently so) for exploring youth cultural 

entrepreneurship in Yogyakarta.  

4.5.  Limitations and Ethical Considerations 

Despite my intentions to be theoretically neutral and not adopt a dominant theoretical lens 

prior to commencing the fieldwork, I experienced initial frustration during the sampling and 

interview process, when the participants I envisioned did not end up matching reality. 

Starting with narrow criteria for interviewees made it easier to communicate to assistants and 

gatekeepers (as well as to visualize for myself what I was looking for), but it may have lead 

me to speculate about the sample. Although I was aware that I would have to be flexible with 

this sampling strategy as the research developed, I ended up idealizing the respondents and 

almost making assumptions about the stories I would hear. While I tried to avoid fitting my 

participants into boxes, I realized that I was guilty of this whether or not I had constructed my 

fieldwork to fit a pre-established framework. However, due to the wide network of helpers to 

recruit participants, I feel comfortable that I was able to engage an appropriate cross-section 

of the target group.  

 

At times, it felt difficult to assess the true motives of entrepreneurial behavior. When given a 

platform to speak about their businesses, it was sometimes challenging to gauge if the 

respondent was reflecting on their true personal values or giving a polished version of a 

business ethos. This “self-mythologizing” is recognized to be a central aspect of the way 

entrepreneurs shape their identities and weave their entrepreneurial stories (Forkert 2013 in 

Naudin 2015:165). While it was not my place as a researcher to question the validity of how 

people chose to express themselves, I stressed the anonymity of their responses and of their 

businesses to avoid tendencies towards self-promotion. This was also important to dispel false 

hopes about the outcomes of their participation.   

 

While in Yogyakarta, I wished to dive into the case study and the social world of my 

participants through both time and space (Prowse 2010). Nonetheless, I felt my time and 

interactions there to be limited, but arguably would have felt so not matter how much time 

was spent, or how many interviews conducted. Perhaps the language barrier prevented me 

from engaging with the respondents differently or uncovering another layer of pertinent 

knowledge. The anxiety that comes with the desire to follow each and every thread is both 
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disconcerting and counterproductive to the necessarily narrow scope of a master’s thesis. It is 

only through trusting in the process that I have been able to proceed with cautious optimism, 

full knowing that there remains much to explore beyond my own myopic understandings of 

this topic. At the risk of sounding completely self-involved, struggling to overcome the 

awareness of my shortcomings and, admittedly at times, outright ignorance, was perhaps the 

most difficult obstacle to navigate throughout this experience. 

5. Analysis of Findings 

Figure 3. Youth Cultural Entrepreneurship in Yogyakarta 

(Source: author, adapted from Klamer 2017) 

The main findings of this research are built upon the tree of life (figure 3, above) as presented 

in section 3, in reverse order. We start with the roots, which represent the core formation of 

values. Next are the sources, which represent resources and mechanisms that facilitate or 

inhibit valorization. Finally, the four domains of valorization are discussed, highlighting the 

main values that cultural entrepreneurship serves to realize.  
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5.1. The Formation of Values 

The following section explores the significance of these spheres in establishing the creative, 

cultural, and entrepreneurial tendencies amongst the participants20. 

5.1.1. Culture 

Again, the objective of this thesis is not to provide any one definition of culture, but to engage 

with the many aspects of culture as they shape peoples’ worldviews, including their sense of 

self or purpose. Thus, there are many different concepts and cultures to be engaged with. As 

the VBA argues, not only is the entire process of valorization embedded within a cultural 

context, but so are the spheres of value formation. Many young entrepreneurs were inspired 

by culture as it reflected their Indonesian or Javanese heritage.   

I like Javanese culture and tradition. More or less, that influenced my style in 
designing and making products. 

(Aldi, 26) 
 
[I had] a friend who saw batik and tenun (woven fabrics) as traditional and old. My 
purpose is to make young people proud to use [traditional] products. 

(Dian, 20) 

There was a sense of purpose and responsibility for promoting heritage products. 

Additionally, a key informant who has been in the craft and design industry for over two 

decades expressed, 

Contemporary art, contemporary video […] everybody wanted to do that. Why did 
I do craft? Because [of] the philosophy, values, [and] tradition. When I studied 
[contemporary art], I felt […] an emptiness in [it]. 

(Mas Budi, furniture designer and crafts dealer) 

Many entrepreneurs set out to do their work in part because of a connection they feel to the 

cultural traditions, and the values they perceive to be associated with the products they create. 

This illustrates culture’s direct role in driving entrepreneurial behaviors in CCI.  

 

Sometimes, seeing one’s own culture in relation to another serves to form values, as was the 

case for a ceramicist who studied pottery in Japan. He saw that while design and technology 

were more “modern” in Japan, the materials and craftsmanship were similar to those in his 

                                                      

20 The young entrepreneurs are referenced by their pseudonym and age. Experts and key informants 
referenced by pseudonym and profession. After the first citation they are all simply referred to by name. 
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village. Furthermore, he was able to see how traditional processes and tools at home were 

unique and he understood their potentials in a new light. This cultural self-awareness also 

serves to solidify and articulate the cultural values that are already deeply rooted.   

5.1.2. Oikos 

The oikos is where young entrepreneurs first form the values that they in turn work to realize. 

Many of the participants spoke about the influence of their parents and expressed being 

encouraged by their families to follow certain paths, either within the arts or 

entrepreneurship. Oftentimes, this influence was expressed through their families’ 

encouragement, insistence, or even dreams, of them pursuing cultural work.  

My father is a self-taught artist […] just like that. I was told to be better than my 
father, to surpass him. 

(Rio, 25) 
 
Because […] a lot of parents don’t encourage their children to make something [of 
themselves], or about the path they are [following]. For me, we already know what 
the path is. 

(Aulia, 23) 
 
[My work in textile] began from my parents’ dreams. My mother dreamed [it]. At 
first, I never knew that batik was going to be my job, but through my mother’s dream, 
it led me to learning about it. 

(Ilham, 22) 

The oikos is embedded in culture and formed by the context. Where cultural work or 

handicrafts are perceived to have status, decent remuneration, and gainful opportunities, 

many parents may in turn encourage their children to carry on the trade. In cases where 

parents were craftspeople themselves, many expressed a sense of wanting to carry on the 

family business, and in many cases, bring even more success. As a young woman said about 

managing her father’s wooden handicraft business:  

This is my father’s life, I want to help him. Because my father, [he started] from zero. 
He made it by himself and sold it by himself […] It was a long process. I don’t want 
to disappoint him. He expects one of his children to [carry on the business].  

(Ade, 25) 

This was a common response amongst those continuing to run their family business. Some of 

the young entrepreneurs also expressed a hope to someday pass on their own businesses to 

their children. Pak Arif, a second-generation leather craftsman, in turn lamented the fact that 

his own son had chosen another path. 
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I was pretty disappointed. I thought, rather than working here and there for other 
people, why not just follow in my footsteps? Turns out it just wasn’t what he wanted. 
Maybe my younger [son] still has a chance. 

(Pak Arif, leather craftsman) 

It may still be worth noting, however, that his son had chosen to work in the film industry, 

under the umbrella of CE. Here, I infer that that the values formed in this oikos nonetheless 

encouraged his son to pursue CCI. To this effect, although some of the young entrepreneurs 

expressed that they had “rebelled” against their parents’ initial wishes by pursuing different 

mediums of cultural production, or that they had not fully completed their education, they 

were still heavily influenced by their families’ expectations – and needs. A batik artist whose 

father’s ceramics workshop was badly damaged by an earthquake in 2006 explained: 

After that, my family’s financial condition collapsed, so I stopped going to college 
and tried to start a business to help provide for the family. 

(Farhan, 28) 

Notably, he did so in a way that reflected how his own father had provided for him. Cultural 

entrepreneurs enter the market because of what happens in the sphere of the oikos – not only 

to support their families, but also to realize the values, or to uphold the legacies, created there. 

The values of the home have a considerable impact on the values that young entrepreneurs 

ultimately seek to realize. 

5.1.3. Social 

The various spheres of values also act to incite, regulate, or even discipline certain behaviors. 

According to the VBA, this sphere is perhaps most pervasive when it comes to mechanisms 

that affect behaviors in daily life, including through social control and hierarchies. Here, it is 

telling to look at the social values, or norms, that encourage or reinforce cultural 

entrepreneurship.  

 

While people may become cultural entrepreneurs in pursuit of adhering to certain 

expectations, some participants exposed a different side of this coin. Rio, a sculptor and 

painter, expressed that his rebellious nature and physical appearance made it difficult to fit 

into society. He felt that traditional employment was not an option for him. 

When you look like me, with piercings and tattoos, [you] cannot work in pemerintahan 
(government). In Indonesia, a person like this is hard to be trusted. I often applied for 
jobs and couldn’t get [them], so I made [them]. I have [a] rebel soul… I [want] 
freedom.  
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(Rio) 

This brings up two important aspects of social values in this context. First, government jobs 

are seen by many people to be the ultimate career path in Indonesia. The competition for such 

jobs and the status they bring reflects the values of Indonesian society. Secondly, it hits upon 

a very evident cultural taboo: tattoos, which are considered haram in Islam. In a society where 

over 80 percent of the population is Muslim, social values are highly influenced by their 

cultural and religious context. Such values can be a constraining factor for people who 

disavow norms and social expectations. Thus, sometimes the best option is to forge your own 

path, and entrepreneurship is one such way to do this.  

5.1.4. Market 

Values are also formed in the sphere of the market, and many entrepreneurs were informed 

by these market values. This was particularly evident when discussing international markets, 

which some saw as the pinnacle of market opportunities. Indeed, even a brief walk down the 

touristy main drag of Malioboro street in Yogyakarta is evidence that the local market for 

heritage products is saturated with low-quality, mass-produced souvenirs. In some cases, 

international markets are seen to provide new opportunities and a higher level of profitability 

and are accordingly the focus of many national policies to enhance foreign exchange. 

However, it is often difficult for MSMEs to navigate these markets. While those who were 

running second-generation businesses were often more export-oriented, others expressed 

difficulties, particularly when it came to meeting trends and tastes of overseas fashion. 

Additionally, the market demand for their products may be limited. This could be because in 

the popular opinion of international buyers, the production quality or environmental impacts 

have left much to be desired for the exacting standards of today’s consumers.  

For many, the way their products were valued in the markets, and their perceived business 

opportunities influenced the way they saw the value of their products, and how they in turn 

engaged in the market.  

The challenge is how I can make a unique or special design that the consumers or 
market like, and still prioritize the value of the products that I make. But the main 

value is to promote the culture and heritage in Yogya21. 

(Aldi) 

                                                      

21 Yogyakarta (pronounced JOKE-juh-KAR-ta) is colloquially referred to as “Yogya” or “Jogja” 
(pronounced JOKE-juh).  
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How we brand the batik, how we sell it, how we introduce it, depends on the business 
actors. It is proven that now there are a lot of batik business actors appearing because 
they see an opportunity there.  

(Ridho) 

Some expressed concern that, due to the present popularity of some industries (particularly 

in batik or leather goods), as well as the ubiquity of social media, it was easy to become a 

cultural entrepreneur, and a bubble was set to burst. Batik in particular has seen a considerable 

rise in popularity, particularly on the international market, and many attributed this to the 

fact that it had been inscribed as an element of intangible cultural heritage22 by UNESCO in 

2009. However, some felt that a growing abundance of such businesses, in addition to creating 

competition, may lead to a crisis of authenticity for their industries, undermining the 

legitimacy of their cultural value. 

Now [the price is good], there are many new batik artists appearing. Regardless [of 
whether] they understand the techniques or not. But… these new actors have to go 
through natural selection. When they are tempted but don’t have persistence, they 
will be pushed out. Most of them are just like… “the trend is batik,” so… 

(Ridho) 

As Klamer affirms, peoples’ intentions become suspect when they see culture merely as an 

“instrument” for profit as opposed to their “mission” for valorization (2011:154). A major 

challenge of the cultural entrepreneur is to maintain the authenticity of their entrepreneurial 

stories as well as their chosen industries, while being fully aware that they are operating in a 

sphere whose success is dependent on the commodification of such expressions. 

5.1.5. Governance 

The VBA asserts that rules, regulations and requirements are the “logic of […] governance” 

(Klamer 2017:152) and affect the formation of values. A key informant discussion led to an 

interesting revelation about the interrelationship of governance and values in light of 

Indonesia’s political history, particularly with the perceived role of craftspeople during 

President Suharto’s 31-year rule23. The interviewee claimed that traditionally, handicrafts 

were done for higher powers – kings or gods – and that such cultural and religious structures 

                                                      

22 Since the inscription, batik’s popularity has risen, both internationally and in Indonesia. Since 2009, 
batik has been semi-compulsory office-wear on Fridays and National Batik Day is now celebrated every 
October.  
23 The Suharto years, or the New Order, lasted from 1966 to 1998. They were characterized by strong 
militarism and strict anti-communism.  



 26 

were co-opted in service of the regime. During Suharto’s time in power, there were clearly 

enforced social structures based on hierarchies, particularly in rural areas at the village level 

(Bowen 1986). As he explained, this demarcation of social roles was also applied to 

craftspeople, maintaining their low status, because “Suharto didn’t want to make [people] 

clever in [the] village”. 

 

Although societal structures have shifted in the two decades since the regime, some cultural 

values are still deeply entrenched. When asked about what attracted him to handicrafts as 

opposed to more modern art forms, Budi mentioned the philosophy of gotong royong, working 

together as a collective group, as something that he appreciated most about handicrafts. He 

then laughed, pointing out that gotong royong, closely translated as “mutual assistance”, had 

long been a propaganda slogan, also used in the Suharto regime to incite national unity and a 

duty to serve the greater good, beyond one’s sense of self. 

 

What this anecdote serves to highlight is a general understanding about the co-optation of 

culture and tradition that has transpired in Indonesia through the arm of the government. 

Culture is a powerful tool, and its virtue is certainly not always inherent when it comes to 

shaping values. While many of the interviewees came of age after the regime, these roles were 

nonetheless formative in their oikos and the societal structures in which they were brought up. 

This may be a reason some are more interested in the entrepreneurial side of the business, as 

opposed to the craftsmanship.  

5.2.  Sources 

The significance of place is reinforced in an examination of sources, which takes into account 

the interactions of various factors to support or inhibit cultural entrepreneurship. Many 

recognize the immense potential of human creativity and its subsequent contributions for 

developing the creative economy through cultural entrepreneurship. However, this 

transformative potential is not intrinsic; it is only possible under the conditions of their 

contexts - social, cultural, political, or otherwise (Duxbury, Kangas & De Beukelaer 2017). This 

underlines the importance of the sources that people are able to mobilize for their 

entrepreneurial pursuits, and subsequently, valorization. These circumstances are discussed 

in the following section as the sources that the participants possess and utilize in their 

entrepreneurial endeavors. 
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5.2.1. Essential Sources 

Essential sources are often inherited and nonnegotiable by the individual, but still highly 

influential in how they are able to navigate the world. Many of the participants in this study 

were born into families belonging to Indonesia’s growing middle class, whose parents own 

established businesses, or are employed as civil servants. Most had the opportunity to pursue 

education beyond the high school level, or vocational training. Despite the fluctuating 

predictability of CCIs and cultural work, it was observed from their situations had theirs – 

and their families’ – most basic needs were accounted for. This perhaps allows for a greater 

focus on honing skill and talent, which are important essential sources for cultural 

entrepreneurship in Yogyakarta. As told by a key informant: 

In Yogya, the skill [level] is very high, if compared to young people in other cities. 
Education levels, too, of course. In Yogya, the society really cares about that. You 
must have skill, talent…. But the money is not really important. 

(Mas Budi) 

However, as the VBA asserts a departure from material needs and instead assesses what is 

important to the individual, it may only be truly applicable in cases where such basic needs 

are satisfied. Only then can the material aspects be secondary, instrumental means for 

valorization. 

5.2.2. Material Sources 

The low barriers of entry that often characterize CCI entrepreneurship were reflected when 

discussing the origin stories of some participants24. Many mobilized the few physical 

resources they had at the time, starting small and gradually building up their experiences into 

other forms of capital.  

When I started making batik, I only had 50 centimeters [of cloth], because I ran out 
of canvas. I didn’t have the tools to do sculpture. All I had was batik, so that’s what I 
explored.  

(Farhan) 
 
My parents didn’t have money to pay for my tuition fee. My mother was a tailor, so 
she had some spare white fabric at home. I turned them into Koko shirts (Muslim 
attire), and […] in a month, I made enough to pay for tuition and had more profit for 
pocket money. 

                                                      

24 In 2012, Yogyakarta had some of the lowest costs associated with opening a business in all of 
Indonesia (OECD 2018). 
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(Ilham) 

This last quote in particular shows how these minimal material sources were accumulated 

through their businesses were converted into other forms of capital – in many cases, invested 

in education. While I do not assert that creative entrepreneurs are altruistic and altogether 

unmotivated by profits, we understand through the VBA that financial capital is often a 

mechanism for valorization and not an end in itself.  

5.2.3. Social Sources 

Many of the businesses in Yogyakarta began organically – with a talented individual and a 

product. However, there is more to cultural entrepreneurship than the skills of the individual. 

It is an inherently social process and its success is contingent upon how entrepreneurs engage 

others in the process. In Indonesia, as elsewhere, networks are of critical importance for young 

entrepreneurs (Rahmatia, Woroto & Taan 2017). In their nascent stages, many of these 

businesses have been supported by a network of friends or family, or now just as often, 

through extended social media networks. These connections often serve as the first markets 

that are established.  

I just created it. I offered it to a friend, she wanted it, and gave me about IDR 250,000 
(USD $17) to make one product, and I sold [it] for IDR 500,000 (USD $32). That was 
the start. I tried to [invest] the capital, even the fabric was bought by my girlfriend 
[laughs].  

(Ridho) 
 
In the beginning, I only asked for a piece of fabric, 50 by 50 centimeters, and I made 
[it] into a handkerchief. One of my father’s visitors liked it, and from that moment I 
had a small [amount of] money to fund myself. 

(Farhan) 

Once people are cognizant of their values, they must work to produce, interact, and socialize 

in order to make their values real (Klamer 2017). Viewing social sources as networks or as 

social capital allows for an examination of the ways people engage others in their 

entrepreneurship processes, making use of modest materials and relying on their immediate 

social circles. This may be an advantage in a collectivist culture, where social relationships are 

of great importance. However, such relationships can also be uneven, particularly in cultural 

work. Much depends on who you know, and what sources your connections (with people, 

government, or organizations) possess – in addition to how well you adhere to the social 

values. This was observed in some cases, particularly where participants had contacts with 

local or regional governments and were privy to the various opportunities offered.  
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My mom (a civil servant) is always informed about [business opportunities and 
government initiatives], and my dad, too. We have a family that is always sharing 
this information, so that’s a good thing.  

(Aulia) 

This also reflects how values formed in the oikos affect essential sources. Improved technology 

and increased connectivity have greatly leveled the playing field when it comes to market 

access and business promotion. It is now common for buyers to deal directly with producers, 

and the rise of social media marketing and online marketplaces have made it easier for small 

businesses to gain visibility. Many young participants see this as an opportunity for 

cementing their unique roles in the future of the creative economy. 

In the market, the entrepreneurs in the leather industry are usually old. This gives us 
an opportunity [as] young entrepreneurs… who understand more about internet and 
marketing. 

(Rizky, 25) 

5.2.4. Intellectual, Artistic and Cultural Sources 

Yogyakarta has long been heralded as a cultural capital of Indonesia. Some participants even 

attributed the decision to pursue a particular industry to the presence of ‘maestros’, or 

established craftspeople, and the subsequent depth of knowledge that is accessible in 

Yogyakarta. Furthermore, a large concentration of higher education institutions, including the 

first art institute in Indonesia (ISI) form part of the city’s intellectual sources. A young batik 

artist recalled advice he received when making the decision to go to art school, “’if you don’t 

study at ISI, you might as well not go to school at all’” (Farhan).  

 

However, a cultural expert and professor at a local university expressed some reservations 

about the city’s management of these resources, lamenting that too much focus has been put 

on building large-scale tourism infrastructure25 or promoting big business, and not enough 

has been done to support the artists or cultural entrepreneurs themselves – the ones that make 

the place culturally ‘authentic’:  

After the 80s or 90s, Yogya is not really [providing] a good environment for the 
artists, as they try to [make it] a more economic city, business city… I see this as a 
problem. The artists also warn the government, Yogya is not to be sold. Yogya is not 

                                                      

25 The past few decades have seen considerable investment and development in Yogyakarta’s tourism 
industry and today it is one of Indonesia’s most important tourism destinations. More than 80 percent 
of the tourists are domestic (Ferguson, Dahles & Prabawa 2017).  
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for sale. [But] the government accommodates too many tourist infrastructures, hotels, 
[and] malls. 

(Pak Agus, professor and heritage expert) 

Yogyakarta’s reputation as a cultural city has indeed been a benefit to local artisans and 

entrepreneurs and has served to support the tourism industry and related businesses, but 

creative clusters are not self-sustaining systems. Urban development and subsequent 

gentrification has pushed many artisans to the peripheries of the city. Yogyakarta is promoted 

based on its creative and cultural sources, but there must be institutional support to maintain 

this. As he continued, 

Yogyakarta has too many tag lines: Yogya as a cultural city, as a tolerant city, as a 
creative city… there are many identities, but actually we have no face at all. We don’t 
have identity at all. We (the governor’s heritage advisory board) try to make the artist 
go back to the center of Yogyakarta, to create and to work and to… actually to fill the 
place with art. That will make Yogya a cultural city again. 

(ibid.) 

If artisans are not supported in their crafts, they will contribute less to the cultural commons, 

which is the primary feedback mechanism for value formation. He stressed, though, that 

many of these conflicting policies come from the mayor rather than the governor26. While 

there is a lot of potential for CCI growth in Yogyakarta, he worries that if development does 

not stay true to, or incorporate cultural heritage, the city will simply become an industrial 

metropolitan area like any other, sacrificing its authenticity and creative edge.  

 

The importance of innovating upon available cultural sources was also commonly cited by 

participants. It is crucial for identifying and creating markets.  

The process can be very traditional, but we modernize [the product]. We follow the 
trend, [and] we make the trend. 

(Rama, 35) 

Particularly when based on traditional modes of production, there is a sense that in order to 

modernize or improve, products must be innovated upon. Innovating on styles, production 

techniques, or creating new mediums, serves to bring cultural production in line with current 

tastes, increase the price point, and to set one’s work apart from others in an increasingly 

                                                      

26 DI Yogyakarta is the only province in Indonesia governed by a sultanate. The sultan has an arguable 
interest in maintaining the cultural significance of the region, and a relatively high amount of public 
funds are put towards cultural developments – mostly in traditional heritage industries. 
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crowded and competitive pool of heritage products. Here, there is considerable potential for 

current generations to tap into.  

5.2.5. Societal or Common Sources 

Societal or common sources include the formal, institutional structures in place that may help 

or hinder cultural entrepreneurship. While this thesis is not intended to be an exhaustive 

examination of cultural policy or all relevant economic structures, suffice it to say that MSME 

development has been made a policy priority at all levels of government27, and the 

macroeconomic conditions for MSMEs is generally favorable (OECD 2018). However, MSME 

regulation and support is also characterized by uneven, overcomplicated, and overlapping 

initiatives, due in part to a 2014 law28 which made a clear demarcation of government 

responsibilities for enterprise development, assigning various scales of businesses to different 

levels of government. Furthermore, while there are some government initiatives targeted 

specifically towards youth entrepreneurship, they tend to be relatively small-scale (ibid.). This 

was also noted by two key informants, who pointed to the often fragmented and disjointed 

efforts by various ministries, municipal offices, private foundations, and non-governmental 

organizations. Furthermore, simply having access to this information is not a given.  

The government already has a lot of things for people, but the information is not 
clear. So, a lot of people don’t know the programs, or the CSR [initiatives].  

(Aulia) 

From my inquiry into this topic, two primary strategies associated with support for 

entrepreneurship and MSME development, particularly in creative industries, came to light: 

trade shows and competitions. Many of the respondents got initial seed money by 

participating in competitions, where they were sometimes also awarded mentorships to help 

navigate the world of entrepreneurship. Additionally, many pointed to the importance of 

trade shows or exhibitions to display their products and meet with buyers. These add to the 

depth of social sources for entrepreneurs. However, there were varied responses from 

participants as to how beneficial such initiatives were in supporting their enterprises. It was 

                                                      

27 Law 20/2008 is oriented towards encouraging the role of MSMEs in generating employment, 
accelerating economic growth, and reducing poverty. It maintains that MSME policy should be 
implemented across a wide range of initiatives nationwide (Papilaya, Soisa & Akib 2015). 
28 As prescribed by Law 23/2014, the city or regency level is responsible for micro-enterprises, the 
province for small enterprises, and medium-sized enterprises are overseen on the national level (OECD 
2018). 
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evident that there were many scales of businesses, targeting diverse markets and production 

strategies. It was thus not possible to draw any one conclusion about the exact support needs 

of these businesses, or to generalize about the relevance of such initiatives in meeting those 

needs.  

 

Regardless, it is important to have an environment where entrepreneurship can flourish, and 

where people are able to master necessary skills, not only in craftsmanship, but also for 

running businesses.  

It’s very rare for young people to get into batik. Some chose to work for other people 
instead. I myself had to work up my courage to try and start my own business. 

(Farhan) 

Entrepreneurship certainly requires a considerable level of risk-taking. Many participants saw 

these risks to be navigable as they offered a better alternative than traditional employment. 

Furthermore, as previously discussed, barriers for opening a CCI business tend to be quite 

low, requiring little initial technological or economic capital.  

 

Many businesses had begun organically and had not yet come into the folds of the formal 

economy. Indeed, informality is a dominant characteristic of MSMEs in Indonesia, with an 

estimated 96 percent of micro enterprises and 93 percent of small enterprises operating 

outside of the formal tax system (Rothenburg et al. 2016). While some of the young 

entrepreneurs had registered to pay an MSME tax excised at the local level, others had not. 

While the MSME tax rate is set at just 0.5 percent and is “not something to be afraid of” 

(Ahmad, 27) as one participant put it, most cited the amount of red tape that was involved in 

formally registering their businesses and decided it was not worth navigating. Those who 

were registered, however, pointed out that being able to participate in trade shows at the 

invitation of the municipal or regency governments was conditional upon their formality, as 

did those who had established contracts with local offices to provide uniforms or other 

products for employees.  

 

To conclude the discussion of sources, it should be noted that the environment to which 

cultural entrepreneurs are responding with their actions is not static. Institutional structures 

change, as do markets, social norms and relationships. The entrepreneurs are not passive 

‘recipients’ of these changes and are involved in shaping these processes, iteratively 

consuming and reproducing culture.  
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5.3.  Valorization: What’s Important?  

Examining the values that are realized through cultural entrepreneurship facilitates a return 

to the research questions of this thesis. Valorization gets to the heart of why young people are 

engaging in the creative economy, and how basing their work in the sphere of culture allows 

them to live a life of value. If economic pursuits are ultimately meant to reflect what people 

value as a ‘good life’, these values become clear in the realm of valorization. The following 

section touches upon some of these values. 

5.3.1. Personal Values 

The most common personal values that participants realized through cultural 

entrepreneurship was staying true to their identities, while fostering their creativity, 

independence, and personal growth. 

 

Although it would be inaccurate to state a dichotomous divide between artists and 

entrepreneurs, there was nevertheless a sense that some enthusiastically took on the label of 

“entrepreneur”, while others seemed embarrassed by it, prioritizing the identity of artist. 

Indeed, the entrepreneurial identity did not fit all participants. As one insisted, he was “an 

artist, not a businessman” (Fadhlan); they valued their entrepreneurship insofar as it allowed 

them to express their creativity and craftsmanship. This divide may be because the identity of 

a true artist or craftsperson in popular imagination is one that extracts themselves from the 

neo-liberal label of “businessperson”, fearing that engaging too heavily with the market 

values may affect the authenticity of their art.   

 

Generally, those who helped to run family businesses seemed more comfortable with the label 

of entrepreneur, as one told that helping her mom to sell woven fabrics in her shop inspired 

her “dream to become a businesswoman” (Rama), and others expressed a desire to grow their 

families’ businesses. Many recognized the increased opportunities available to their 

generation and were convinced that they could develop the businesses further. This may be 

due to coming from an oikos that valued such growth. 

 

Cultural entrepreneurship formed participants’ cultural identities as well, further supporting 

the idea that values are embedded in culture. This fosters a sense of pride and satisfaction in 

their work, particularly when they see themselves as promoting cultural preservation. 
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Your way of thinking and lifestyle have to align. People say that I’m njawani (of Java; 
Javanese) […] I like things that are cultural and have a character of inheritance. My 
behavior must also reflect that Javanese people are like this.  

(Aldi) 
 
What makes me very proud is that I’m young, and I like these traditional things, 
because it’s one of my ways to preserve the culture. [Some] people my age don’t [even 
want to] know about batik. But I’ve traveled to several countries and I’m proud of 
wearing my products, and of batik. I can tell people, this is batik, it means something.  

(Rama) 

Despite the challenges associated with running a business, many saw the personal growth 

that came from finding creative solutions to overcoming obstacles as some of the most 

rewarding aspects of their work. This fits in with the idea of an entrepreneur as a natural 

problem-solver. However, not everyone enjoyed the administrative tasks that came with it.  

If I was given options, I don’t want to do business… It’s complicated, and it’s a lot of 
hassle. If this business succeeds in the future, there will be a person who’s in charge 
of running the business. I just [make the pottery] and have fun. That’s what I want. 

(Fadhlan) 

Not only is creative innovation important for the sources that support successful cultural 

entrepreneurship, but it is also central to the values of the entrepreneurs themselves, which 

are rooted in the spheres of value formation. Innovation allows them to explore limits, create 

new products, improve on existing practices, and ultimately express their own creativity. A 

batik artist revealed frustration with his current situation, whereby a small group of 

employees was working to replicate only a few of his designs, while he did not have the time 

to create new ones. 

In the creative industries, if there is no development [or] creativity, then it is going 
nowhere. Maybe I am experiencing that now. I am focused on selling, but on the other 
hand, even though [my] work is selling well, and people are waiting for months [for 
the product] … my personal satisfaction is non-existent.  

(Ridho, 26) 

As a result, he had temporarily closed down his workshop in order to reassess his business 

model. This sentiment sheds light on the importance of innovation – not only for CE as a 

whole, but for the well-being, or immaterial goods, of artists themselves. In some cases, 

cultural entrepreneurs value their creativity and artistry above material gains.  

 

The freedom of self-employment and creative work were also common responses from 

participants when asked about their reasons for engaging in their enterprises. Not only were 

people able to be flexible with their use of time, but also in using their creative capacities to 
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create new products – and ultimately new cultural meaning. Creative expression is at the core 

of the human condition and being independent in working and creating is a primary value 

that cultural entrepreneurs realize through their work. This is of paramount importance for 

feeding back to the cultural commons and reshaping the culture in which all values are 

embedded.  

5.3.2. Social Values 

The flexibility that many valued for themselves was also of great importance for the way it 

allowed them more time to be with family, including taking care of children.  

After having a child, I wanted to have my own business, a job that still allows me to 
take care of my child. The time is [more flexible].  

(Dina, 35) 
 
At home, I can be really flexible to do everything at once, like work until midnight 
but also take care of my child. In art, we can explore it by ourselves. But in an office, 
your hands are tied. 

(Putri, 35) 

Family dynamics were important to many of the participants, particularly to mothers of 

young children. Despite the sometimes ‘feast or famine’ nature of their trades, they valued 

that their time was their own, and it allowed freedom to navigate the time spent on cultivating 

their relationships, particularly those of the oikos. Through the VBA, we understand that the 

financial aspects of work are the means to support social relationships, and therein lies a 

central value of cultural entrepreneurship. 

 

As previously discussed, cultural entrepreneurship is an inherently social process, which 

centers upon involving others in the belief that what you are doing has value – and in turn 

convincing them to contribute to this value. Often, this is also done through entrepreneurial 

storytelling, whereby legitimacy of cultural enterprises is built upon how entrepreneurs are 

able to weave their stories for others (Lounsbury & Glynn 2001). This was conveyed by some 

as they reflected upon their desires to tell a story of their culture, and of their products, to 

other people. A designer pondered the importance of stories: 
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How to convince people that jumputan29 is something worth wearing? […] People 

believe in the story telling. Every fabric […] tells a story. It’s not just [about] selling 
the fabric […] I want to put the story in there. I want people to be proud to wear 
fabrics from me. 

(Rama) 

5.3.3. Societal Values 

Many entrepreneurs also discussed their commitment to contribute to society through their 

work. Some expressed their intent to be educators, to pass on their knowledge of business, or 

of their craft, and help others share in the same successes. For others, the satisfaction they got 

from their work was in the way they were able to teach people about the products, and the 

importance of preserving the heritage. This can be seen to come from a deep connection to 

how value formation is informed by culture.  

Others talked about their desires of being a good employer, to create jobs and to provide 

‘decent work’. While some had direct employees, many of the participants were not involved 

in the actual manufacturing of their products, and commissioned materials and labor from 

larger workshops. There was nonetheless a sense amongst most of the participants that they 

valued being able to support a satisfactory living standard for laborers. Doing good unto 

others is a central societal value, firmly rooted in the sociocultural context in which values are 

formed. 

A lot of craftsmen in Yogya are usually older craftsmen who are not in the productive 
age but still have to support their family. Therefore, I wanted to support them [by 
creating jobs]. 

(Karina, 26) 
 
Things that satisfy me are simple… my employees develop… my employees become 
prosperous… yeah… simple. 

(Ridho) 

Due to the irregularity of income at times, some mentioned the difficulties in being able to 

provide a steady source of income for workers and faced challenges in retaining regular labor. 

Conversely, some encountered this frustration when business was running well, as their 

employees would understand the potentials of the business and leave in an attempt to start 

one of their own – often with the skills and training they had received from their employer. 

                                                      

29 Jumputan, like batik, is a traditional dyed fabric, popular in Central Java. While batik uses wax to 
make motifs, jumputan uses stitching and ties to keep parts of the fabric free of dye. It is a similar 
process to what many know as tie-dye.   
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This may be a reflection of the low barriers of entry in CCI as well as the increased 

opportunities that are perceived in CE, supported in part by increased connectivity to 

networks and markets. 

 

Many perceived that younger generations were engaging less in handicraft and other 

traditional modes of production than younger generations. This reflects global trends, as 

changing livelihood strategies; increased urbanization and globalization; and shifting labor 

patterns lessen the prominence of handicraft and other heritage-based industries (Yang et al. 

2018). Some recognized that societal structures were indeed shifting.  

In my era, workers couldn’t do anything, only the crafting. Now people want to work 
in supermarkets, hotels… in that time, the young people [in the villages] did all [the 
handiwork]. They didn’t have the choice to do the other work, because they are low 
skilled workers. But now they can [do] other things. There are more jobs available – 
and more education.  

(Budi) 

These observations also point to wider societal changes taking place in Indonesia. 

Industrialization is rapidly expanding, as is the service economy and access to education. 

There are different livelihood opportunities available to young people than there were for 

their parents. The availability of skilled labor in CCI, particularly in heritage products, is 

dwindling. However, the above key informant seemed somewhat troubled by this. He voiced 

concern that by leaving the familial workshops behind, where people live and work in a close 

environment, young people are now finding themselves in situations where they don’t have 

the same structures of social control, with more freedom to do as they please – including 

engaging in drinking or “free sex”. As economic structures change, so do societal ones, and 

not everyone values such change equally.  

5.3.4. Transcendental Values 

Cultural entrepreneurship can ultimately be a way to realize transcendental values such as 

art, religion, philosophy, or traditional heritage. Here we can look at contributions to a 

“cultural commons”, in which values are simultaneously co-created and shared, and are an 

output of realizing values. Art is one example, whereby it is seen not as a product for 

consumption, but rather as a process, a conversation, or a reflection of co-production (Klamer 

2017). It was evident that some participants ultimately valued their work because of their 

perceived contributions to these “commons”, and by advancing an understanding of art and 
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culture through their work. Additionally, many expressed the importance of having a 

message or a philosophy associated with their work.  

The problem now is that art and religion are seen as two different paths… even 
though they are supposed to coexist. This becomes a challenge for me to continue this 
legacy, to unite art and religion. This is my journey, to find Allah through Indonesian 
clothing. 

(Ilham) 

This quote illustrates the intersection of many transcendental values, and reflects a mission to 

contribute to the commons, in addition to pursuing an individual “journey”.  

 

As youth were the focus of this study, conversations ultimately touched upon the role of the 

younger generations in upholding such values. As discussed in the previous section, 

economic and societal structures are shifting. In some cases, youth are also moving away from 

traditional forms of labor or production, which can in turn pose a challenge for maintaining 

such industries and preserving heritage in general.  

Some local communities are concerned about regeneration, especially for those who 
already have successful workshops. Batik [groups are] concerned that their children 
prefer to work as GoJek (ride share application) drivers or are going to the city and 
[…] maybe working in a store. 

(Annisa, program coordinator at an international agency) 
 
There are only a few young people that produce ceramics. And most of the [village] 
locals, they go somewhere else to […] become workers, in factories. According to 
them, making ceramics has an average salary, just the same as their parents. So, they 
choose to have jobs that can earn a better salary. 

(Fadhlan) 
 
[Fewer] young people want to work in a batik company. Maybe now it’s cooler to 
work […] in a big company.  

(Ade) 

Many perceived new opportunities to be leading current generations away from traditional 

labor and production patterns. While this may reflect the situation when it comes to labor in 

CCI, those in this study who have been able to develop and innovate in heritage industries 

through entrepreneurial pursuits, may be bucking this trend. While the participants agreed 

that heritage preservation was a challenge, they were optimistic when asked to reflect upon 

the future of their industries.  

I feel like there’s a change in the young generation’s way of thinking or paradigm 
where culture is assumed to be ancient or left behind. I [want to] show that with 
culture I am able to exist, or that I am able to show its existence. 

(Aldi) 
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If we don’t do it, then who else? Today, there are still batik makers in their 50s. But 
in the next 10 or 20 years, if there is no one that conserves it, it will [become] extinct. 
The presence or absence of batik in the next 5 to 10 years depends on how we 
appreciate it. 

(Ridho) 
 
This is one of the ways to preserve our culture, by working in craft. But how to 
present our intangible cultural heritage [through] products that are interesting for 
the current generation? 

(Annisa) 
 
People nowadays want more instantaneous things. Batik takes patience, so that might 
be the reason why the tradition is fading. But I believe that if we manage it well, it 
can become more popular. History is not only written in temples and caves, but also 
on fabric. I want this to be passed on by [future] generations. 

(Ilham) 

Indeed, much depends on how the young entrepreneurs themselves are able to maintain or 

advance these industries. This is perhaps best realized through innovative and creative 

reproduction of culture, as opposed to merely preserving it. While culture and its inherent 

values may limit what people can and cannot do, creativity is limitless. In an era when the 

current generation has more opportunities than ever before, they still choose to work in 

industries that are inspired by culture and tradition, and in some cases, still engaging in the 

craftsmanship themselves. By viewing these behaviors through the lens of the VBA, it 

becomes apparent that the culturally-rooted values that inspire cultural entrepreneurship are 

in turn realized through their work and are central drivers of cultural work. While standard 

economics sees culture’s role as secondary and instrumental, focusing on the values that shape 

economic behaviors reveals the essential role that culture plays in entrepreneurship in CCIs 

and may result in the subsequent bolstering of Indonesia’s creative economy. 

6. Conclusions and Avenues for Further Inquiry 

Culture is an essential element of our identities and the very basis of what it means to be 

human. Furthermore, cultural resources are increasingly becoming an attractive avenue for 

economic development through the engine of the creative economy and its related industries. 

With a growing working-age population and a wealth of cultures and creative potential, 

Indonesia has recently prioritized CE development. While there is ample evidence of culture’s 

contribution to economic growth, evidence on its value for human development and other 

non-monetized benefits remains opaque.  
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In this thesis, I have posed the question: why do young people engage in the creative economy 

through cultural entrepreneurship? Adapting Klamer’s (2017) value-based approach to 

examine youth cultural entrepreneurship has allowed for an exploration into the values 

inherent in entrepreneurial behavior, and furthermore, where and how such values are 

formed. This qualitative case study employed an inductive approach and empirical data was 

grounded upon semi-structured and group interviews with 24 young entrepreneurs, as well 

as six experts and key informants over a period of several weeks in Yogyakarta, Indonesia.  

  

The findings were organized into three major domains: the formation of values, the sources 

that are utilized for cultural entrepreneurship, and the ultimate realization of values. The 

values formed in the home were major influences of peoples’ work as cultural entrepreneurs, 

as were markets. However, there is a fine line between market-driven cultural 

commodification and a crisis of authenticity in cultural production. Regardless of size or scope 

of businesses, social relationships and access to markets and information were often expressed 

to be the sources of most immediate concern to the entrepreneurs, notably more so than 

economic capital. Here, authenticity once again became a topic of discussion when it came to 

the place-based advantages of Yogyakarta, as there was a worry that a lack of institutional 

support for artists and creatives would undermine the city’s reputation as Indonesia’s cultural 

capital. For value realization, it became clear that cultural entrepreneurship was largely 

driven by values such as personal independence and creativity; storytelling and knowledge 

sharing; and upholding transcendental values such as religion and heritage preservation. 

While the entrepreneurs are consuming and participating in culture, the value they place on 

their contributions to culture are seen to be far more valuable. Culture is simultaneously 

contributing to valorization and being re-formed through the process. This ultimately changes 

the fabric of the culture in which the roots of value formation are embedded. 

This study highlighted many potential avenues for future study. First, Indonesia’s population 

is incredibly heterogenous and there is a clear spatial dimension to the distribution of 

resources across the archipelago. Java is dominant in wealth, population size, power, and the 

pervasiveness of its culture, and these inequalities are further reinforced by the increased 

power demarcated to local levels of government. Similar studies should be carried out in more 

remote or resource-scarce provinces of Indonesia. This may be especially pertinent in 

assessing and identifying the sources that are needed to better support CE development across 

the entire country and to ensure a more even distribution of its impacts.   
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While this study focuses on entrepreneurship, the fieldwork revealed interesting aspects of 

cultural labor including gender dynamics, livelihood contributions, and an increasing scarcity 

of skilled craftspeople due to shifting labor patterns. In an age of expanding employment and 

education opportunities, a study of cultural workers may bring further insight to the values 

associated with CCI labor, particularly in how they may contribute to “good work”, and 

further support the importance of culture beyond its economic impacts.  
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Appendix A: List of Interview Participants 

Target Group Interviews 

Pseudonym Age Type of Business 

Ahmad 27 Accessories 

Aldi 23 Accessories (traditional textiles) 

Aulia 26 Accessories (traditional textiles) 

Rendy 28 Accessories (traditional textiles) 

Farhan 22 Batik 

Ridho 24 Batik 

Ilham 26 Batik 

Andy 28 Batik 

Fadhlan 24 Ceramics 

Dina 35 Crochet crafts 

Rafi 35 Jewelry 

Rudi 23 Leather goods 

Rizky 25 Leather goods 

Adrian 26 Leather goods 

Karina 26 Leather goods 

Muhammad 28 Leather goods 

Rio 25 Painting and sculpture 

Rama 20 Textiles and fashion 

Dian 35 Textiles and fashion 

Putri 31 Wood crafts 

Hasan 34 Wood crafts 

Ade 25 Wood crafts and batik 

Grace 22 Wood crafts and furniture 

Bayu 24 Wood crafts and furniture 

Experts & Key Informants 

Pseudonym Profession 

Pak Arif Leather craftsperson, second generation 

Mbak Annisa Project coordinator, international agency 

Ibu Sachi Program specialist, international agency 

Pak Agus University lecturer and heritage expert 

Mas Budi Furniture designer and crafts dealer 

Pak Fajar Director, creative space and MSME incubator  
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Appendix B: Interview Materials 

 
Note: The following documents (project purpose, consent form, and semi-structured interview guide) 

were translated into Bahasa Indonesia and given to all participants to read and sign prior to 
commencing interviews. This information was also given to gatekeepers and assistants who helped 

recruit suitable interviewees. 
 

 

Project Purpose 

 

My name is Aldyn Brudie, a master’s student of International Development and Management 

at Lund University, Sweden. I am conducting interviews in order to collect data for my 

master’s thesis about young cultural entrepreneurs in Yogyakarta. 

 

I will be interviewing people aged 18-35 who run their own businesses, or help to run family 

businesses, primarily in traditional handicraft production (batik, weaving, ceramics, 

puppetry, etc.). 

 

If you see yourself to fit in to this category, I would be grateful if you would be willing to 

spare some time to be interviewed at a time and place that is convenient to you. Questions 

will vary, but will primarily focus on your business, and your motivations for doing what you 

do. Interviews will be carried out with the help of an interpreter/research assistant who will 

facilitate the English-Bahasa translation. 

 

Thank you, 

 

Aldyn Brudie 

 

WhatsApp: XXXXXX 

Email: XXXXXXXX 
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Confirmation of Prior and Informed Consent 

 

I, the undersigned, hereby agree to participate in the research of Ms. Aldyn Brudie, and 

confirm that I understand the following: 

 I have been informed of the purpose of this research and the intended use of the 

information I provide. 

 My participation is entirely voluntary, and I may withdraw my consent at any time. 

However, information gathered prior to withdrawal of consent may still be used for 

the purposes of this research. I am also free to skip any question I do not wish to 

answer.  

 My name and any other identifiable information, such as recordings of my voice, will 

remain strictly confidential and my identity will only be known to the researcher and 

research assistant/interpreter. 

 I understand that Ms. Brudie is an independent researcher from Lund University and 

is in no way affiliated with an organization, government entity, or private company. 

The information I provide is solely for academic purposes and will in no way be used 

to inform policy, projects, or funding.  

 

Signed, 

 

 

___________________          ____________________           ________         ____________ 

Participant Signature  Name (print)   Age  Date  

 

 

 

 I do NOT consent to having my interview recorded with a recording device 

 

 

 I would like an electronic copy of the completed thesis to be sent to the following email 

address/WhatsApp number:  

____________________________________________________ 
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Semi-Structured Interview Guide 

Basic Information  

Name __________________________ 
Age________    Gender ___________ 
Place of residence (town, neighborhood, region) __________________________ 
Place of business (if different from home) __________________________ 
Place of birth (if different from current location) __________________________ 
Highest formal education completed __________________________ 
Current education (if ongoing) __________________________ 
Vocational training, completed or ongoing __________________________ 
Name of Business __________________________ 
Type of Business/Products __________________________ 
 
Open-Ended Questions 
 
To begin:  

- Tell me a bit about yourself 
- Tell me about your business 
- Can you show me around your workshop? Or show some of your products? 

 
Career 

- How did you learn your craft/trade? 
- What do you feel are the advantages of working in your particular 

industry/business? What are the disadvantages? 
- What are the challenges you face in your industry? 
- What are the opportunities you see in your industry? 
- How long do you see yourself doing what you are doing? 
- Is this your primary form of employment? What else do you engage in? 

 
If self-employed/business owner 

- Why did you start your own business? 
- What challenges did you face in starting your business? 
- Where do you sell your products? To whom? Mostly wholesale or direct retail? 
- What is the average cost of making a product? What is the average price wholesale? 

Retail? 
- What opportunities do you see for the future growth of your business? 
- Do you have employees? If so, how many? 
- What are the biggest expenses associated with running your business? 

 
Economy/Livelihood  

- What is your average salary, per month? Is this regular through all months of the 
year? If not, when do you earn the most/least? 

- How many people live in your household? 
- How many people do you financially support? 

 
Business/Tools 

- What types of technology do you use for your business? (social media, WhatsApp, 
other internet-based applications) 
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- What other tools/platforms do you use for your business? 
- Is your business registered/formal? Why or why not? 
- What type of support do you get from the government? From other outside sources? 
- What do you feel are the outside structures that either help or inhibit you from a 

successful business? 
 
Personal  

- In what ways are you proud of your work? How does it bring you satisfaction? In 
what ways are you not proud of/satisfied with your work?  

- Why do you do what you do? 
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