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INOVACIJA U RAZVOJU ATRAKCUA:
POLKE DO¿IVLJAJA

INNOVATION IN ATTRACTION DEVELOPMENT:
LESSONS OF EXPERIENCE

SA¿ETAK: Atrakcije za posjetitelje su vrlo raznolike i postoje beskonaCne varijacije na temu
koncepla proizvoda. Medutim, potonje je u trajnoj vezi s procjenom tr¿ianog potencijala i obratno.
Dok postoji jasna potraznja za zabavnim atrakcijama, njen je uspjeh vezan uz kreativnost dizajna i
njegovu privlacnost, to jest uz slikobraz (imagescape). Lokacija je lakoder u vezi s procjenom trzlSta i
slikobrazom; atrakcije kultume baâtine imaju malo izbora u odnosu na lokaciju, dok umjetno stvorena
zabava moze biti locirana na svakom mjesUi gdje se posjetiteljski potencijal moze maksimaino iskori-
stiti. UspjeSna inovacija u razvoju airakcijejest stvoriti siikobraz koji nudi jake asocijacije, u skladu s
iikusom i modom, a dovoljno je prilagodljiv da polakne posjetitelje na ponovni posjet. Poslovna oko-
lina moie znaCajno doprinijeti inovaciji atrakcije. bilo da se radi o projektu oíivljavanja prostora u
javnom sektoru. dijelu industrijskog projekta ili projektu koji je nametniilo triiSte. Sto onda utjeCe na
kriterij uspjeha.

K L J U C N E R U E C I : atrakcije. inovacija. sHkobraz (imagescape). poslovno oknilenje

SUMMARY: The variety of visitor attractions is large and there are endless variations In terms of
the product concept. However, the latter is inextricably bound up with the assessment of market po-
tential and vice-versa. Thus, while there is a clear demand for entertainment attractions, success is
related to the creativity of the design and its appeal, namely the 'imagescape'. Location is also linked
to market assessment and the imagescape; heritage attractions may have little choice as to their loca-
tion, whereas created entertainments have the possibility of locating wbere they can maximise visitor
potential. Successful innovation in attraction development is about the creation of imagescapes that
have strong associations, conform to taste and fashion, and are flexible enough to encourage visitors
to retum. The business environment has a major contribution to make in attraction innovation, de-
pending whether it is a public sector regeneration project, an offshoot of an industrial project or mar-
ket led. which in turn affects success criteria.
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I. UVOD

Uvrijeèeno je miäljenje da se svaka re-
gija i svaki grad ponosi barem jednom at-
rakcijom koja doprinosi privlacnosti te des-
tinacije. Nekoliko je nacina definiranja turi-
sticke atrakcije', a za potrcbe ove rasprave
turisticku atrakcijii interpretirat cemo kao
¿ariste rekreacijske i obrazovne aktivnostj
izletnika i turista, a koje oni cesto dijele s
domacim stanovnistvom. Atrakcije su cesto
raziog posjete destinaciji pniáajuci moguc-
nost raznih aktivnosti i doíivljaja te su, sto
je za posjetiteija jos vaznije, vidljiv znak
potroânje po povratku kuci. Raspón atrak-
cija je sirok, a postoje i brojne varijacije
glede koncepta proizvoda ili kreativnosti di-
zajna i doèivijaja ponudenih posjetiteiju.
Ovo se moze nazvati ".slikuhrazotn" {imaga-
.scape) u skiadu s pojmom "stvarateiji doj-
mova" {imagineers) koji rabi Disney Corpo-
ration pri opisivanju svojih dizajnera". Kako
bi se osnazio dozivljaj posjelitelja na stalno
promjenjivom pragu zaokupljenosti pozor-
nosti\ a stoje zapravo tocka gdje se sastaju
proizvodnja (objekata, aktivnosti i interpre-
tativnog materijaia) i potrosnja, moderan
pristup je staviti recimo uzbudijivu voznju
ili zbirku umjetnina u kontekst osobitog
ambijenta ili okruáenja te stoga rabimo rijeÔ
sUkühraz.

Atrakcije se mogii razvrstati prema raz-
licitim i brojnim dimenzijama: vlasnistvo,
kapacitet, trziste ili gravitacijsko podrucje,
te trajnosl i tip. Najosnovnija klasiflkacija
prcma vrsti je grupirati atrakcije u one koje
su prirodne i one koje je covjek sam izgra-
dio. Prve ukijucuju krajobraz, klimu, vegc-

1. INTRODUCTION

It would be fair to say that every region
and every town boasts of at least one visitor
attraction, which adds to their appeal as
destinations. There are several ways of de-
fining a visitor attraction', but for the pur-
poses of this discussion a visitor attraction
will be interpreted as a focus for recrea-
tional and. in part, educational activity un-
dertaken by both day and stay visitors that is
frequently shared with the domestic resident
population. They are of̂ en the reason for
visiting a destination and provide activities
and experiences, and. importantly for the
visitor when he/she returns home, the visi-
ble signs of consumption. Thus, the range of
visitor attractions is extensive and there are
numerous variations in respect of the prod-
uct concept or creativity of the design and
the experience proffered to the visitor. This
may be termed the 'imagescape' to match
the use of the word 'imagineers' by the Dis-
ney Corporation when describing its design-
ers\ The explanation here is that in order to
enhance the visitor experience in an ever
changing threshold of engagement . this
being the meeting point between production
(of objects, activities and interpretive mate-
rial) and consumption, the modern approach
is to place, say, a thrill ride or a collection
of artefacts within the context of a particular
setting or environment, hence the word 'im-
agescape".

It is feasible to classify attractions along
a number of different dimensions: owner-
ship, capacity, market or catchment area,
permanency and type. The most basic

Leask, A. (2008). The nature and role of visitor attractions. In A Fyall, B. Garrod. A, Leask and S. Wpnhill
(Eds,)- Managing Vi.siiur Atit-avtions: New Directiona. 2"'' edition. Oxtbrd; Butlerworth-Heinemann, 3-15,

Kirsner, S. (1988). Hack Ihe magic: the exclusive underground lour of Disney World, Wired. March. 162-8 &
186-9.

Voase, R. (2008). Rediscovering the imagination: meeiing lhe needs of Uie 'new' visitor. In A Fyall, B. Garrod.
A. Leask and S. Wanhill (Eds.). Managing Visitor Atiraciion.s: New Direciions. 2"'' edition, Oxford: Butter-
wortb-Heinemann. 14S-164.
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taciju, sume i prirodu koji su utjelovljeni u
prirodnim parkovima u Velikoj Britaniji,
kanadskim jezerima. svicarskim planinama,
spanjolskoj obali ili rezervatima divijih
zivotinja u Africi. Potonji su uglavnom
proizvodi povijesnog razvoja zemalja i
civilizacija"", ali ukljucuju i umjetno stvo-
rene prirodne komplekse poput tematskih
parkova od kojih su najpoznatiji Walt
Disney-jevi parkovi nastali isprva u Kali-
forniji (1955.). a potom reproducirani na
Floridi, u Hong Kongu, Parizu i Tokiju.

Meduîim, podjela izmedu prirodnih re-
sursa i atrakcija koje je napravio covjek nije
uvijek potpuno jasna. Mnoge prirodne at-
rakcije, poput gore spomenutih zahtijevaju
znatne infrastrukturne inpute i njihovo up-
ravljanje kako bi se koristili u turistiöke
svrhe. Spomenuta se infrastruktiira moze iz-
graditi kako bi se zastitila prirodna bogat-
stva i okolis. U mnogim zemijama vise nije
moguc javni pristiip mnogim sumama. Od-
redena su posebna mjesta za automobile,
kamp prikolice i kampiranje kao i staze za
setace koje su oznacene posebnim bojama.
Atrakcije koje su povijesna i kulturna bas-
tina kao i prirodna bogatstva ne mogu se re-
producirati bez znatnih troskova i promjena
autenticnosti kao sto je slucaj s atrakcijama
koje su primarno zamisljene kao zabava.
Stoga zahtijevaju vécu zastitu i gospodare-
nje kako bi se smanjila njihova pretjerana
uporaba. Atrakeije izgradene Ijudskom ru-
kom obicno su pod kontrolom drzave.

2. ATRAKCÏJSKI PROIZVOD

Vec prihvacena teza u "post-fordov-
skom" daistvu tvrdi da zbog zadrzavanja tr-
zisne pozicije proizvodaci vise ne prodaju
proizvode s usiugama nego usluge s proiz-
vodima, tako da svaki potrosaé dobije paket
usluga napravljen po njegovoj mjeri. Sllka 1
prikazuje apstraktnu konstrukciju atrakcij-

classitlcation by type ¡s to group atlraetions
into those that are gifts of nature and those,
which are man-made. The former include
the landscape, climate, vegetation, forests
and wildlife, embodied in country parks in
Britain, lakes in Canada, mountains in
Switzerland, the coast in Spain or game
reserves in Africa. The latter are principally
the products of the historical development
of countries and civilizations'*, but also in-
clude artificially created entertainment
complexes such as theme parks, of which
the most well known are the Walt Disney
parks, originating in California (1955), but
now reproduced in Florida, Hong Kong,
Paris and Tokyo.

However, the division between natural
resources and man-made attractions is not
always clear-cut. Many natural attractions,
like those already mentioned above, require
considerable inputs of infrastructure and
management in order to use them for tour-
ism purposes. This infrastructure may also
be put in place to protect the resource from
environmental damage. In numerous coun-
tries, it is no longer possible to have open
public access to many forests. Specific sites
are designated for cars, trailers and camp-
ing, as well as colour coded trails for walk-
ers. Attractions that are the legacy of history
and culture also share with natural resources
the fact that they cannot be reproduced
without considerable expense and altera-
tions to their authenticity, unlike attractions
designed principally for entertainment. They
therefore deserve greater protection and
management input to guard against exces-
sive use. Such man-made attractions are
commonly in the control of the state.

2. ATTRACTION PRODUCT

The accepted thesis in the 'post-Fordist'
society is that to retain market position,

Richards, G. (1994). Cultural tourism in Europe. In C. Cooper and A. Lockwood (Eds.). Progress in Tourism.
Recreation ami Hospitality Mancigemenl. Chichcstcr: Wiley, 5, 99-115.
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skog proizvoda cija je jezgra Slikobraz, a
svrha prenijeti bit turistiCkog dozivljaja po-
tencijalnom trzistu. Ta je jezgra okruzena
robom Í uslugama koje se kombiniraju kako
bi se dodala vrijednost kroz dozivljaje koji
generiraju nezaboravne koristi na raspolo-
áenje posjetitelja. Pine i Gilmore\ koji ko-
riste mnoge primjere iz turizma, tvrde da
pravi slikobraz. kroz funkcionalne aspekte
tematiziranja, portretira sva cetiri podniôja
turistickog dozivljaja - zabavu, ucenje,
estetiku i bijeg te da su potrebni kako bi se
posjetitelja kao potrosaôa vézalo uz
proizvod. Jedino tako otvoreni prostor
postaje posebno mjesto gdje se moze posta-
viti dozivljaj. a ato je utjelovljenje istinski
uspjeSnih atrakcija, bile one tematski
parkovi u privatnom vlasnistvu, ili kulturna
baàtina koja nije u vlasniâtvu privatnog
sektora.

Slika I Atrakcijskiproizvod

suppliers should no longer sell goods with
attached services but rather services with
attached goods, so that each customer re-
ceives a bespoke package. Figure 1 presents
an abstract construction of the attraction
product where the core is the imagescape,
the purpose of which is to convey the es-
sence of the visitor experience to the poten-
tial market. The core is surrounded by
commodities and services, which are com-
bined to add value through experiences that
generate memorable mood benefits for the
visitor. Pine and Gilmore^ drawing many of
their examples from the leisure sector, argue
that the right imagescape portrays, through
the functional aspect of theming, all four
realms of the visitor experience, namely,
entertainment, education, aesthetics and es-
capism that are necessary to engage the
visitor, as consumer, with the product. Be-
cause only then does open space become a
distinctive place to stage an experience,
which is what is embodied in truly success-
ful visitor attractions, be they theme parks
in the private domain or heritage attractions
in the non-commercial sector.

Figure i The Attraction Product

Support Ser\'ices
_ ^

Tangible
Blcmenti
- - ~ - • ' - '

Proâiren slikobraz

Pine II, B., and Gilmore, J. (1999), The Experience Economy. Cambridge Mass: Harvard Business School
Press.



Stephen R. C. Wanhill: Inovacija u razvoju atrakcija: 11

Razlicitost tema stikobraza turistickih
atrakcija, kod predstavljanja jezgre atrak-
cije, bez sumnje je vrio âiroka kao sto je na-
znaceno u Tabeli I. Zapravo, malo je no-
voga sto privlaci posjetitelje: osnovne atrak-
cije su i dalje iuda prirode, fizicki svijet i
[judski pothvati ukijucujuci. premda u ma-
njem opsegu, i tamne teme koje se bave
onime ato smatramo inverzijama ponasanja.
poput strasnih posljedica rata*", zlocina i ka-
zna^ te erotike. Dok siroke teme naznacene
u Tabeli 1 mogu globalno trajati, to nije slu-
caj s njihovim prezentacijama. Stoga zivoti-
nje u zooloskim vrtovima ili u safari parko-
vima nisu viSe prihvatljiva stvar mnogim
ljudima, Danas je zapazen pad zanimanja
posjetiteija za obicne postave zbirki, premda
se neke, poput dragog kamenja i nakita, naj-
bolje prikazuju na ovaj nacin. Bez obzira na
intrinzicnu vrijednost povijesnih gradevina i
raznih zbirki. postave kojc koriste filmove,
raiunalne tehnologije, virtualnu stvarnost te
kvalitetnu podrsku sve viSe dobivaju na va-
znosti u njihovim prezentacijama. Na prim-
jeni Rotterdama, Jansen-Verbeke i van Re-
kom"* pokazuju kako muzeji mogu biti uéin-
kovit marketináki mehanizam urbanog turi-
zma. Glavni motivacijski koncept je "nesto
nauôiti" kako bi se neiiji ¿ivot obogatio, a
njegov je autor sam posjetitelj. Primijetivsi
to Moscardo i Ballantyne" razvijaju koncept
"promisljenosti", koji dopuSta posjetiteljima
kontrolu i involviranost u svoj posjet, te po-
kazuju kako se na taj nacin moze oblikovati
uôinkovita interpretacija i tako poboljSati
kvalitetu dozivljaja. U tom smislu, povije-
sne postave su se razvile od staticnih muzeja
vostanih figura do animatroniikih figura i
ozivljenih povijesnih portreta - unatoô c i-

When presenting the core, the diversity of
imagescape themes for visitor attractions is
beyond doubt extensive, as indicated in Table
1, Essentially, there is very little new in what
draws visitors: the main attractions are still
the wonders of the natural and physical world
and the endeavours of human society, in-
cluding, but to a much smaller extent, dark
subjects that deal with what are considered to
be behaviour inversions, such as the grim
consequences of war'', crime and punish-
ment', and the erotic. While the broad themes
indicated in Table 1 may be globally endur-
ing, their presentation may not. Thus animals
in captivity in the form of zoos or safari
parks are no longer acceptable to many peo-
ple. There is a decline of interest in the
straightforward presentation of collections
for today's visitor, though some, such gem
stones and jewellery, are best displayed in
this way. Despite the intrinsic value of his-
toric buildings and collections, staging, inter-
pretation using films, IT and virtual reality,
and good support facilities have become in-
creasingly important. Using Rotterdam as a
case study, Jansen-Verbeke and van Rekom
demonstrate how museums can be an effi-
cient marketing mechanism for urban tour-
ism. The central motivation construct is
'learning something' as a means to enriching
one's life and this is authored by the visitor.
Noting this, Moscardo and Ballantyne^ de-
velop the concept of 'mindfulncss', i.e. al-
lowing visitors to be in control and involved
with their visit, and show how it can be used
for designing effective interpretation, thus
enhancing the quality of the experience. In
this respect, historical tableaux have devel-
oped from static wax museums to anima-

Smilh. V, (1998). War and tourism; an American ethnography. Annals of Tourism Research, 25{2), 202-227.

Foley. M., and Lennon, J. (1996). JFK and dark tourism: heart of darkness. Journal of international Heritage
Studies-2(2), \95-\97.

Janscn-Verbeke, M., and van Rckom, J. (1996). Scanning museum visiiors: urban tourism marketing. Annals of
Tourism Research. 23(2), 364-375.

Moscardo, G. and Ballantyne. R. (2008). Interprclation and altnictions. ln A Fyall. B. Garrod, A. Leask and S.
Wanhill (Eds.). Managing Visitor Attractions: New Directions, 2"̂  edition. Oxford: Butterworth-Heinemann.
237-252.
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njenici da izvorni Madam Tussauds jos
uvijek ima univerzainu privlacnost dopuâ-
tajuci jednostavno posjetiteljima da se sM-
kaju s flgurama poznatih osoba. Tako su
2ivi muzeji, poput kolonijalnog Williams-
burga u Virginiji i Beamisha u Sjevernoj
Engleskoj, koristeci dana§nje interpreta-
cijske i prezentacijske tehnologije kako bi
stvorili proâlost, premostili granicu izmedu
tematskog parka i muzeja.

tronic figures and living history portrayals,
though the original Madame Tussauds still
seems to have universal appeal by simply al-
lowing visitors to photograph themselves with
the models of famous people. Hence living
museums, such as Colonial Williamsburg in
Virginia and Beamish in the North of Eng-
land, by using the interpretation and presen-
tation technology of today to create a time
capsule of yesterday, have crossed the bound-
ary between a theme park and a museum

Tablica 1. Imagescapes Table I Imagescapes

Karaktcristikc

Vojne parade

Umjetnost ¡ mediji

Antropogeni resursi

Djetinjstvo

Civilizacije

Tamne teme

Zabava

Poznato i Cuveno

Hrana i pi¿e

Buducnost

Povijest i nasljede

Hobiji i dokoiica

Industrija

Raznovrsnost

Mitovi i fantazije

Prirodni svijet

Fiziéki svijet

Politika

Religija

Maloprodaja

Znanost i otkrica

Dniàtvo i kultuni

Sport

Prijevoz

Characteristics

Armed forces

Art & media

Buill environment

Childhood

Civilisations

Dark subjects

Entertainment

Famous & notorious

Food & drink

Future

History & heritage

Hobbies & pastimes

Industry

Miscellaneous

Myths & fantasy

Natural world

Physical world

Politics

Religion

Retailing

Science & discovery

Society & culture

Sport

Transport

Stoga je prihvacanje praga zaokupljanja
pozornosti sllkobraza uvijek odredeno mo-
dom koja ima svoju vlastitu dinamiku nas-
talu iz duha upita i natjecateljske prirode
druStva kako bi se promijenilo drustvene
uzorke potrosnje i sustave vrijednosti. Moda
postoji i potièe se u brendiranju svega §to se
kupuje; da tomu nije tako svijei bi bio zatr-
pan masom Jo§ upotrebljive robe i bilo bi
malo promjena u sustini pruzanja usluga.
Poslovni koncept brendiranja podvrsta je
neáto opcenitije karakteristike atrakcija koje
je identitlcirao MacCannell'", kao posebnu
vrijednost u funkcionalnoj vezi s rastucom

Thus, at any one time, the acceptance of
the threshold of engagement of the images-
cape is determined by fashion, which has its
own dynamic that is bom out of the spirit of
enquiry and competition within society to alter
its patterns of consumption and value systems.
Fashion exists and is encouraged in the
branding of everything that is purchased: if it
were not so the world would be cluttered with
masses of still usable commodities and there
would be little change in the nature of service
provision. The business concept of branding is
a subset of a more general feature of visitor
attractions identified by MacCannell'", in

'MacCannell, D. (1989). The Tourist. A New Thuur^- of the Leisure Clas.-;. 2"^ edition, New York: Schocken
Books.
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razinom semiotickog odvajanja i razlikova-
nje jedne atrakcije od dnige u tolikoj mjeri
da ona za turista postaje nesto sto se jedno-
stavno mora vidjeti. Na ovom stupnju ostva-
ren je vrhutiac procesa sakral izacije,
premda, kao sto Seaton" primjecuje kroz
studiju bitke kod Watcriooa, sakralizacija
nikada nije potpuna, buduci da je i ona po-
dloèna pomodarstvu i promjenama vrijed-
nosti kroz vrijeme, tako da vise nije prikia-
dno promatrati bojno polje uz izrazavanje
otvorene pristranosti.

Kao sto to komercijalni operatori dobro
znaju, nedostatak kontrole sadrzaja kao sto
je slucaj s izlozbama koje su napravljene uz
pomoc raziicitih sponzora, ili propust ko-
municiranja slikobraza na pravom pragu za-
okupljanja pozornosti u smislu ponude proi-
zvoda i njegove potrosnje vodi do loèih po-
slovnih rezultata i moguceg zatvaranja at-
rakcije. U ovom smislu, neáto sto se smatra
prihvatijivim drustvenim ukusom uravnote-
zuje zelju za prilagodavanjem protivno
modi da se bude raziiôit i tako, dok sve at-
rakcije teze dostizanju elementa iznenade-
nja, radi opcegjavnog prihvacanja vazno je
da sadrzaj slikobraza bude u skiadu sa stilo-
vima koji su karakteristicni za to vrijeme.
Stoga je za aire truste bitno da se ne prijede
mjera ukusa osim ako se ne radI o komerci-
jalnoj atrakciji poput Londonskog zatvora
(makabristicka izlo¿ba srednjevjekovnog
zioiina i kazne) koja je dizajnirana kako bi
âokirala i privukla odredeni segment, tj. vo-
ajersku i bizarnu publiku. To je neSto sto ne
bi bilo prihvatijivo za atrakcije koje su u
vlasniátvu javnog sektora, premda se i ovdje
prag osjetljivosti mijenja. Na primjer, tije-
kom I980-ih Muzej Victorije i Alberta u
Londonu bio je jako kritiziran zbog koriáte-
nja marketinskog slogana "Super kafîc uz
koji se nalazi zgodan muzej!" kako bi se
javnost stimulirala na novu procjenu mu-
zeja, atoje u danaânje vrijeme prihvatijivo.

which the intrinsic value is functionally related
to increasing the level of semiotic separation
and differentiation of the attraction from oth-
ers, to the point when it becomes a tourist
'must see'. At this stage, the apex of the sac-
ralisation process has been reached, though, as
Seaton" observes trom the historical study of
the Waterloo campaign, sacralisation is never
complete, since it too is subject to changing
fashions and values with time, so that it is no
longer appropriate to look at the battlefield in
strident partisan terms.

As commercial operators well know,
lack of content control as in the case of ex-
hibitions that are made up of a variety of
sponsors, or failure to communicate the im-
agescape at the right threshold of engage-
ment in terms of the product offer and how
to consume it, will lead to under-perform-
ance and possible attraction closure. In this
respect, what is perceived as 'good taste' in
society balances the desire to conform
against the fashion to be different and so,
while all attractions aim to achieve an ele-
ment of surprise, it is important for general
public approval that the content of images-
capes conforms to styles that are character-
istic of the time. Therefore, for the market at
large, it is of consequence that the bounds of
taste should not be exceeded, unless it is a
commercial attraction, such as the London
Dungeon (a macabre exposition of medieval
crime and punishment), which is designed
to shock and appeal to the niche segment
that is the voyeur and the bizarre. This is
something that would not normally be ac-
ceptable in attractions owned by the public
sector, although even here sensitivities have
been changing. For example, in the 1980s
the Victoria and Albert Museum in London
was heavily criticized for using the market-
ing strap-line: 'Ace café with a rather nice
museum attached!' to stimulate a re-ap-
praisal of the museum by the public, some-
thing that is acceptable today.

To complete the attraction product, the
core imagescape in Figure I is supported by

" Seaton. A. (1999). War and thanalourism: Waterloo \d<\î-\9\'\. Annals of Tourism Research,2t{{). 130-158.
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Zaokruèujuci diskusiju o atrakcijskom
proizvodu, Slika 1 pokazuje kako kljucni
slikobraz podrzavaju dodatni sadrzaji kao
§to su ducan, hrana, garderoba, prva pomoc.
pristup za invalidne osobc, unutrasnji prije-
voz i parkiralistc, kao i pojacan slikobraz
oblikovan tako kako bi se zadovoljili svi
do2ivljajni zahtjevi posjetitelja. Potonje uk-
ljuôuje orijentaciju za posjetitelje, zabavu u
redu za ¿ekanje. rjesavanje pritu^bi, lutke,
priredbe, parade i prezentacije.

3. INOVATIVNA EKONOMIJA
ZA ATRAKCIJE

Inovativna ekonomija puno duguje
Sehumpeteru koji ju vidi kao sredstvo eko-
nomskog rasta. Zanimanje za Schumpe-
tera'^''^ oáivjeli su ekonomisti 1970-ih go-
dina radi neuspjeha ncoklasicne ckonomske
teorije da bi se uhvatiii u koàtac s fenome-
nom inovacije u vremenima tehnoloSkih
promjena. Neoklasicni model rasta smatrao
je tehnicku promjenu autonomnim proce-
som, Sto je razina apstrakcije koja nije u
skladu s realnoscu Í djelovanjem politike
javnog i privatnog sektora koji je usmjercn
na promoviranje istra^ivanja.

Unutar sektora atrakeija (kao i u eijelom
usluinom sektoru) kreativna uporaba znanja
i tehnologije postala je kljuöni izvor eko-
nomskog rasta i konkurentnosti. Da bi se
inovacija prihvatila, ona mora nuditi nekii
komercijalnu prednost nad postojecom
praksom i procesima. To daje poticaj nesa-
vráenim tráistima koja ukljucuju tvrtke koje
imaju znatnu moc i cijena je koja se mora
platiti za inovativno vodenje. Ekonomija
ove situacije vidljivaje na Slici 2; S| jc kri-
viilja ponude u konkurentskim uvjetima u
kojima je inovacija dostupna svim tvrtkama
u industriji, dok je So krivulja ponude gdje
inovaciju monopolizira trzisni lider, tako da
nabavne cijene rastu jer su druge tvrtke u toj

facilities such as retailing, catering, cloak-
rooms, first aid, special needs access, inter-
nal transport and car parking, as well as an
augmented imagescape designed to ensure
that all customer experiential requirements
are met. The latter include: visitor orienta-
tion, queue entertainment, handling com-
plaints, puppet characters, shows, parades,
and presentations.

3. INNOVATION ECONOMICS
FOR ATTRACTIONS

The economies of innovation owes
much to the work of Schumpeter'^'^ who
saw it as the vehicle of economic growth.
Interest in Schumpeter's work was revived
by economists in the 1970s, owing to the
failure of neoclassical economic theory to
deal with the phenomenon of innovation in
technological change. The neoclassical
growth model considered technical change
an aiitonomous process, which is a level of
abstraction that it is at odds with reality and
policy actions taken by both the private and
public sector in promoting research.

Within the attraction sector (as in the
service economy in general) it is the crea-
tive use of knowledge and technology that
has become a key source for economic
growth and competitiveness. For the inno-
vation to be adopted it must offer some
commercial advantage over existing prac-
tices and processes. This gives rise to im-
perfect markets involving firms that hold
considerable power and is the price that
must be paid for innovative leaders. The
economics of this situation are demonstrated
in Figure 2: S, is the supply curve under
competitive conditions in which the innova-
tion is available to all firms in the industry,
while Sg is the supply curve in which the in-
novation is monopolized by the market
leader, so that the supply price rises due to
other firms in the industry being less

'̂  Schumpeter, J. (1934). The Theory of Economic Development. Cambudgc Mass: Harvard University Press.

'•* Schiimpeler, J. (1952). Capitalism, Socialism and Democracy. 5th edition, London: George Alien and Unwin.
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industriji manje uiinkovite. Ravnoteèa se
ostvaruje na Po V,, prema rasporedu potrat-
nje Do, tako da je ABC gubitak u potroâai-
kom visku zbog trzisne nesavrsenosti, a P,,
AB je gubitak uzrokovan visokim trosko-
vima proizvodnje, a zbog jaza izmedu do-
minantne tvrtke koja je inovator najbolje i
prosjecne prakse. Kako procès prihvacanja
inovativnosti ide dalje. tako se krivulja na-
bave postepeno pomice prema S] Oni koji
ranije prihvate inovaciju zaraduju na sma-
njenim troskovima i odráavanju cijena, a tr-
zisna snaga moáe im omoguciti blokiranje
imitatora. Tromi su suoceni s posljedicama
triisne prilagodbe koja ih tjera na promjenu
kako bi opstali. Stoga se mnoge tvrtke mogu
naci u ¿rvnju i moraju se prilagodavati da bi
odrzale prihode i opstale iz potrebe, a ne
kako bi povecale dobit. Jednostavno govo-
reci, industrija atrakcija mora brzo triati
kako bi ostala na istom mjestu.

efficient. Equilibrium is established at Pf,V„''
against a demand schedule D,,, so that ABC
is the loss in consumers' surplus due to
market imperfections and P,, AB is the loss
caused by the excess production costs due to
the gap between the dominant firm, which is
the innovator of best practice, and average
practice. As the process of adoption of the
innovation proceeds, so the supply curve
shifts gradually over time towards S,. Early
adapters gain from reduced costs and main-
taining prices, and market power may en-
able them to block imitators. Laggards face
the consequences of market adjustment,
which forces them to change in order to stay
in business. Thus many businesses can find
themselves on a treadmill and of necessity
must adapt to maintain income and remain
viable rather, than improve profits. Simply
put, the attraction industry is required to run
fast just to stay in the same place.

Slika 2, Ekonomika inovacija za atrakcije

Figure 2 Economics of Innovation for Attractions

Cijena
Price

Posjetitciji / Vîshors

Bit je Schumpeterove teorije da rast
proizlazi iz "kreativne destrukcije" radi-
kalne inovacije koja remeti postojece teh-
nologije stvarajuci tako nova trzista. Slika 2
pokazuje kako inovacija na statifnom trzistu
dovodi do smanjenja cijena do F/, uz limiti-
rane promjene u proizvodnji i potrosnji Vi.

The essence of Schumpeter's theory is
that growth comes from the 'creative de-
struction' of radical innovation that disrupts
existing technologies and creates new mar-
kets. Figure 2, indicates that innovation in a
static market leads to price reductions to P,,
with only limited changes in output and
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Stoga prednosti inovacije erodiraju trzisni
uvjeti koji mogu dovesti do êtetnog natje-
canja gdje se dominantne tvrtke natjeíu za
tráiáni udio na nacin da rano prihvacaju ino-
vacije. Kako 2rvanj radi, rezultat su uglav-
nom pogodnosti za kupce te izbacivanje do-
bavljaca, narocito malih tvrtki. U ideainoj
situaciji kreativna veza izmedu inovacije i
tráista, kroz prilagodavanje potrebama i
ocekivanjima posjetiteija, osigurava rast
potraznje do D] sto ohrabmje inovaciju i
rast proizvodnje na korist svima koji su uk-
ljuceni. Braun i Soskin'"* ilustriraju ove as-
pekte tematskim parkovima u sredisnjoj
Floridi, kojc istovremeno karakterizira do-
minantna tvrtka Disney i krug konkurencije.
Skupa Disneyieva inovacija hila je brana
ulasku drugih , te je omogucila trzisnom
lideru enormne zarade (nagrada za uspjeSnu
inovaciju). Daiji ulazi igraéa u Universal
Studios i akvizicija Sea Worida od strane
Anheuser Bosch ugrozili su poziciju
Disneya, sto je rezultiralo konkurcntnijim
triistem'^' i uskladivanjcm cijena prema
mjestu S/ na Slici 2. Nominaine cijene nisu
pale, ali se rast cijena znatno smanjio 1990-
ih u usporedbi s prcthodnim desetljecem jer
je promjcna krcnula ka ne-cjcnovnom natje-
canju kako bi trziSte naraslo.

4. PROBLEMI INOVACIJE KOD
ATRAKCIJA

4.1. Kulturna neopozívost

Primjer ilustriran na SHci 2, premda
malo ograniöen, pokazuje da su komcrcija-
liziranost i izbor potroáaaa rclativno mo-
demi pojmovi u smislu da vecina danasnjih
atrakcija nije nastala zbog potreba posjetite-
ija. Inovacijski procès je stoga gradacija si-

consumption V,. Thus the advantage of in-
novation is eroded by market conditions,
which can lead to ruinous competition,
where dominant firms compete for market
share by being early adopters. As the tread-
mill works its way out the result is mainly
of benefit to consumers with a shake out of
suppliers, particularly small businesses. Ide-
ally the creative link between innovation
and growth, through adapting to visitors
needs and expectations, ensures that de-
mand will grow to D|, which encourages
innovation and output expansion for the
benefit of all concerned. Braun and Soskin"'
illustrate these aspects for theme parks in
Central Florida, which at the time were
characterized by a dominant firm, Disney,
and a competitive fringe. Expensive inno-
vation by Disney acted as a barrier to en-
try'^, thus allowing the market leader to
earn supranormal profits (the reward for
successftil innovation). Subsequent entry by
a comparable player in Universal Studios
and the acquisition of the Sea World parks
by Anheuser Busch 'contested' Disney's
position, resulting in a more competitive
market place"" with price convergence to-
wards the S, location in Figure 2. Nominal
prices did not fall, but price increases were
considerably reduced in the 1990s compared
to the previous decade, as the move was to
non-price competition to grow the market.

4. ATTRACTION INNOVATION
ISSUES

4.1. Cultural Irreversibility

The example illustrated in Figure 2 is,
however, a somewhat limited case, serves to
show that commercial i ty and consumer

'* Braiin, B,, and Soskin. M. (1999). Theme park competitive strategies. Annals of Tourism Research. 26(3), 438-
442.

'* Dixit, A, (1980). The role of inveslment in entry deterrence. Economic Journal, 90(1). 95-106.

" Baumöl, W.. Panzar, J., and Willig, R. (1982). Conte.stable Markets and the Theory of Inäwitrial Stmcture. San
Diego: Harcourt Brace Jovanovich.
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tuacije kada nismo imali prilagodbu (vec
ponesto kontrolirano upravijanje) do atrak-
cija koje su stvorene radi odredene svrhe,
poput zabavnih parkova. a sto je vrlo razli-
cito od stereotipa radikalne promjene kako
ju shvaca Schumpeterova teorija. U ovom
smislu. recentnija literatura prepoznaje puno
vécu raznolikost u prirodi i klasifikaciji ino-
vaeija'^'"'^ premda one nisu prijeko rele-
vantne za mnoge nove atrakcije zbog stup-
nja dozvoljene prilagodbe. Ovo stoga sto su
promjene u nacionalnim kulturnom i bastin-
skom kapitalu (pod ovim se podrazumijeva
vidljiva i nevidljiva imovina koja ima kul-
turnu i bastinsku vrijednost, bez obzira na
ekonomsku vrijednost koju posjeduju) ug-
lavnom nepovratne. Novi proizvod ili pro-
ees koji remeti postojece kompetencije i
stvara nova trzista, urusavajuci stare struk-
ture, dogada se, ali rijetko. Cesce se doga-
daju kumulativne promjene proizvoda i ot-
varanje triista, te postepeno uvodenje novih
ideja i temeljite promjene u prirodi proizvo-
dnje i trzisnog natjecanja. Tako se standar-
dni model zabavnog parka odrzao 62 godine
prije no ato je Disney razbio stereotip u
Anaaheimu 1955. Disnyland je uveo pravila
za razvoj/gradnju tematskih parkova koji su
danas toliko poznati sirom svijeta. Zaprepa-
stivsi svoje kritiéare, park je u prvoj godini
postojanja imao 3,8 milijuna posjetitelja;
brojka koja je dosegla 13,9 milijuna do
kraja milenija (danas je tek neSto ispod 15
milijuna) a podrucje je postalo prava turis-
tiékadestinacija.

choice are rather modem notions in the
sense that the majority of today's attractions
have not been brought into existence for
visitor purposes. The innovation process is
therefore a gradation from a situation of no
adaptation (but rather controlled manage-
ment) to visitor attractions that are created
for purpose, such as amusement parks,
which is very different from the stereotype
image of radical change as understood by
Schumpeter's theory. In this respect, more
recent literature recognizes a much greater
variety in the nature and classification of in-
novations''''^^'^, although these are not nec-
essarily relevant to many attraction devel-
opments due to the degree of adaptation
permitted. This is because alterations in the
nation's cultural and heritage capital stock
(by which is meant tangible or intangible
assets that hold cultural and heritage value,
irrespective of any economic value they
may possess) are, in the main, Irreversible.
The new product or process that disrupts
exiting competencies and creates new mar-
kets, collapsing old stmctures, happens but
rarely. Tt is more common to find cumula-
tive change in the product and the opening
up of new markets and the gradual imple-
mentation of new ideas, before the occur-
rence of fundamental changes in the nature
of production and market competition. Thus
the standard amusement park model lasted
62 years before Disney broke the mould at
Anaheim ¡n 1955. Disneyland set the
agenda for the theme park developments
that are so familiar around the vv-orld today.
Confounding its critics, the park brought in
3.8 million visitors in its first year; a figure
that reached 13.9 million by the millennium
(now just below 15 million) as the area be-
came a fully-fledged resort.

" Booz, Allen and Hamilton (1982). New product management for the I^HO.'i. New York: Booz. Allen and Hamil-
ton.

"* Aberaathy, W, and Clark, K. (1985). Innovation: Mapping the winds of creative destruction. Research Poliiy,
14,3-22.

''* Hjalager, A-M. (1994). Dynamic innovation in the tourist industry. In C. Cooper and A. Lockwood (Eds.). Pro-
gre.i.'i in Tourism, Recreation and Hospitality Management. Chichesler; Wiley, 6, 197-224.
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4.2. VIasni$tvo

Realitet inovativnog spektra glede atrak-
cija odrzava se i u vlasnickom uzorku, kao
sto pokazuje Tablica 2.

4.2. Ownership

The reality of having a spectrum of in-
novations with regard to visitor attractions
is reflected also in the pattern of ownership,
as shown in Table 2.

Javno
Centralna viada
Vladine agencije
Lokal ne vlasti
Dríavne industrije

Public
Central governtnenE
Government agencies
Local authorities
State industries

Tablica 2. Vlasnistvo

Dobrotvorne organizacije
Karitativnc zakladc (osnovane)
Privatni klubovi i udruge

Table 2 Ownership

Voluntary Organisations
Charitable trusts (incorporated)
Private clubs and associations

Komercijalni sektor
Pojedinci i partnerstva
Privatnc kompanije
Korporacije

Commercial Sector
Individuals and partnerships
Private companies
Corporations

Javni sektor uglavnom preuzima ulogu
nadzornika nad onim sto se smatra nacio-
nalnim bogatstvom gdje je inovativnost og-
ranicena. dok tvrtke iz privatnog sektora
niogu biti puno inovativnije zbog potrebe za
odrzavanjem kontakta s potrosacima te zbog
svoje pozicije na trzistu. Promatrani trzisni
modeli ukazuju na cinjenicu da glavnina at-
rakcija nije u vlasnistvu korporacija. sto ih
oslobada od javno-dionicarskih obveza, dok
mnoge pripadaju neprofitnom sektoru (javni
ili dobrovoljni) te tako imaju bezbroj (cesto
konfliktnih) ciljeva, financiranje iz mjeso-
vitih izvora i metode poslovanja generirane
iz raziicitih idéala. Zapravo, misija drzi pre-
vagu nad financijskim rezultatom, sto one-
mogucava precizno mjerenje i procjenu po-
slovnih rezultata, narocito onih finaneijskih.
Lako je priznati kompleksnost upravljanja
galerijama i muzejima zbog velikog broja i
raznolikosti dionika koji cine upravu.
izvrsne djelatnike, djelatnike, volontere,
sponzore i posjetitelje, ali to menadzerima
stvara poteskoce u njihovim naporima da
maksimiziraju ostvarivanje zadovoljavaju-

The public sector is more likely to take
on a stewardship role of what are considered
to be national assets, where innovation is
constrained, while private sector firms may
be much more innovative because of the
need to maintain contact with consumers
and their position in the marketplace. Ob-
served ownership models indicate that most
attractions are non-corporate, which ab-
solves them of public shareholding con-
straints, while many are in the non-profit
sector (public or voluntary) and so have a
myriad of objectives (often conflicting), and
mixed funding and operating methods aris-
ing from different ideals. Essentially the
mission statement rather than the financial
bottom line holds sway, which makes per-
formance measures, particularly finaticia!
ones, hard to achieve and assess. It is easy
to appreciate the complexities of managing
museums and galleries with their range of
stakeholders covering the management
board, executive offieers, staff, volunteers,
sponsors and their visitors, which makes it
difficult for managers to maximise anything
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ceg optimuma unutar granica koje odreduju
ciljevi za ostvarivanje misije. Nema boljeg
primjera za ovaj problem od Milenijske ku-
pole (Millenium Dome) u Greenwichu kraj
Londona. Dizajniran za proslavu 2000. go-
dine kapacitet je odreden na 12 milijuna
tako da su svi koji su trebali doci mogli to i
uciniti. Medutim tisak je Milenijsku kupolu
procijenio kao komercijalnu atrakciju, paje
broj od 6,5 milijuna posjetitelja na godinu
okarakteriziran u medijima i u politickoj
areni kao financijski "promasaj" te kao
sramota za vladu.

4.3. "Samo Bog zna"

Ova izjava odnosi se na temeljnu nesi-
gurnost (do odredene granice) s kojom se
suoôavaju razvojni programi u turistiikom
sektoru, Prosli uspjesi nisu garancija, tako
da "samo Bog zna" hoce li lansiranje nove
atrakcije biti uspjesno a imanentni su riziei
vrlo visoki:

• Slikobraz se mora u potpunosti preds-
taviti posjetiteljima prije nego tvrtka
ustanovi njihovu voljnost posjeti i pla-
canju. Na primjer. Muzej kraljevske
oruzarnice (Royal Armouries Museum)
u Leedsu koji je otvoren 1996. i plañirán
je posjet od 1,3 milijuna posjetitelja koji
placaju ulaznice. Ubrzo se shvatüo da to
nece biti ostvarivo. Najboija posjecenost
je bila nekih 344.000 posjetitelja u 1997.
da bi pala na 158.000 u 2000. godini. i
sada se ustalila na 270.000-300.000, a
nakon ukidanja naplate za nacionalne
muzeje koju je uvela Laburisticka viada
2001. godine;

• Tesko je zastiti inovacijski uspjeh bez
znatnog ulaganja ili posebnosti;

• Nenaptaceni troskovi obicno su visoki i
podrazumijevaju zanemarivo malu vri-
jednost spasavanja kod zatvaranja.

in these situations, as opposed to finding a
satisfactory optimum within the bounds set
by the objectives for achieving the mission
statement. No better example of this diffi-
culty can be found in the example of Lon-
don's Millennium Dome at Greenwich. It
was designed as a celebration for the year
2000 for which capacity was set at 12 mil-
lion, so everyone who was likely to come
could do so. However, it was adjudged by
the press as a commercial attraction, so that
the outturn of 6.5 million visitors for the
year was declared a financial 'disaster' in
the media and in the political arena, and an
embarrassment to the Government.

4.3. 'Only God Knows!'

This statement refers to the fundamental
uncertainty (to varying degrees) facing de-
velopments in the leisure sector. Past success
is no guarantee, so 'only God knows' whether
the launch of a new attraction will be
successftil and the inherent risks are high, as:

• The imagescape has to be presented to
visitors in its entirety before the organi-
sation learns their willingness to pay or
to visit. For example, the Royal Ar-
tnouries Museum in Leedsl7 opened in
1996 with a design level of 1.3 million
paying visitors. It was quickly realised
that this would not be achieved. Its best
attendance level was some 344,000
visitors in 1997. falling to 158,000 in
2000, and now settling in the range
270,000-300,000 visitors upon the abo-
lition of charges for national museums
by the Labour Government in 2001;

• It is difficult to protect innovation suc-
cess without substantial investment or
uniqueness;

• Sunk costs are usually high, implying
negligible salvage value upon closure.

Ovi Imanentni riziei u pravilu stvaraju
defenzivnu strategiju u razvoju atrakeije, a

These inherent risk typically produce a
defensive strategy in attraction develop-
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najÈesca od njih je ponavljanje uspjeha na
drugom mjestu. "Meka" otvaranja prije
"sluèbenog" lansiranja koriste se kako bi se
osiguralo da sve vidijive karakteristike, us-
luge podrske i prag zaokupljanja budu unap-
rijed isplanirani. Narav koncepta je takoder
vrlo znacajan, a uspjeh ce se puno vjerojat-
nije pripisati "reporduktivnim" a ne "antici-
pativnim" slikobrazima.

Reproduktivni slikobrazi, koji su i naj-
cesci, stvaranje su slikobraza oko vec dobro
prihvacenih okolina, umjetnina, roba ili us-
luga, sto osigurava da se vrijednost za novae
lako prepozna te da se to komunicira prema
trzistu. Oni znaôe primjenu repertoara krea-
tivnosti na prepoznatijive (ko mere ij al ne)
potrebe i mogucnosti. Posebni su, ali ne
previse razliíiti, kako ne bi bili u neskladu s
modom i onim âto podrazumijeva dobar
ukus, a i dovoljno su fleksibilni da ponukaju
posjetitelje na ponovni posjet, Na primjer,
prije projekta u Anaheimu Disneyevi likovi
bili su vec dobro poznati iz zabavne indus-
trije i kao igracke. Isto je tako i francuski lik
iz crtanih stripova Astérix Gai Ôitao na
nekoliko jezika prije otvaranja Parka
Astérix 1989., a i Universal Studijev atrak-
cijski odjel poceo je organizirati ture po
svojim hollywoodskim stLidijima.

Anticipativni ili "avangardni" sUkohraii.
koji pobuduju oôekivanja kroz "cistu" krea-
tivnost, imaju veliku vjerojatnost postati
ekonomsko razoiaranje, kako komercijalno
tako i u sirem smislu privlaôenja potrosnje
posjetitelja na neko podrucje. Teáko ih je
procijeniti na trzistu, jer posjetitelji nemaju
prethodno perceptivan dozivljaj kreativnosti
koja se nalazi ispred njih ni potvrdu da su
prihvatljivi, s obzirom da ona moze doci
samo od struônjaka. Anticipativni sUkobrazi
odvajaju kulturne od ekonomskih vrijed-
nosti jer nema opee potvrde njihove vrijed-
nosti. Oni riskiraju, kao u sluôaju Milenijske
kupole, ismijavanje poput otkrivanja "ca-
reve golotinje" ili izazivanje bijesa javnosti
kada se sukobe s opee prihvacenim sadrza-
jem. Kod Kupole je bilo 14 zona a samo je

ment, the most common being replication of
success elsewhere. 'Soft' openings prior to
an 'official' launch are used to ensure that
all tangible features, support services and
the threshold of engagement are as antici-
pated. The nature of the concept is also very
significant, success being more likely to be
attributed to 'reproductive' rather than 'an-
ticipatory' imagescapes.

Reproductive imagescapes, which are
most frequent, are the creation of images-
capes around already well-received environ-
ments, artefacts, commodities or services, to
form experiences that have strong associa-
tions with potential customers, enabling
value for money to be easily recognised, and
then communicating this to the market. They
are the application of a repertoire of creativ-
ity to recognised (commercial) needs and op-
portunities, They are distinctive, but not too
diverse as to be out of step with fashion and
what constitutes 'good taste', and are flexible
enough to encourage visitors to return. For
example, the Disney characters were well
known in the entertainment industry and as
toys before the development at Anaheim.
Similarly, the French cartoon character As-
terix the Gaul was widely read in several
languages before the opening of Pare Asterix
in 1989, and the attraction division of Uni-
versal Studios started off with tours around
their film lot in Hollywood.

Anticipatory or 'avant garde' images-
capes, which are about evoking expectations
through 'pure' creativity, have a high prob-
ability of economic disappointment, both
commercially and also in the wider sense of
attracting visitor expenditure to an area. They
are difficult to evaluate in the marketplace
because visitors have no prior perceptual ex-
perience of the creativity put before them and
acknowledgement, which can come from ex-
perts in the field, as to its acceptability. An-
ticipatory imagescapes separate cultural
value from economic value because there is
no recognition at large of their worth. Such
imagescapes run the risk, as in the case of the
Millennium Dome, of being lampooned as
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jedna, transport, imala elemente koji su bili
poznati javnosti, pa kada je u svibnju 1997.
donesena odiuka da se pocne s projektom,
to je prepoznato kao veliki ispit povjerenja i
shvaceno da ce politiöke posljedice koje ce
iskoristiti cinicni tisak biti veliki rizik. VrIo
stetni kriticki osvrti projekta u tisku ozbiljno
su utjecali na zelju za posjetom. a pouka je
bila da menadzment u ovakvim situacijama
mora razviti Jaku komunikaciju koja ce trzi-
stu govoriti kako treba konzumirati proiz-
vod koji se nudi. Povijest je prepuna ovak-
vih primjera ujednoj generaciji koji se onda
u slijedecoj pokazu kulturno vrijednima.
Mnogi kultumi izvori, spomenici i umjet-
nicki radovi koje danas odredeni segmenti
turistickog trzista obozavaju nisu uvijek bili
u takvoj poziciji. Tako je jedna od najomi-
Ijenijih Verdijevih opera. La Traviata, bila
lose primijena kada je prvi put izvedena.
Snazno je bilo i opiranje EitTelovom tornju,
danas ikoni Pariza, dok je Van Gogh za
svog zivota prodao samo Jednu sHku. S
dnige strane London Eye, kotac na obali
Temze, prokusan je i testiran proizvod koji
se unaprijed slavio kao veliki uspjeh.

4.4. Razvojni procès

U razmatranju raziiôitih razvojnih per-
spektiva kijucni aspekti koji se ovdje
razmatrju su sUkobraz, trziste Í lokacija. U
idealnim uvjetima ovi cimbenici slijede
jedan drugoga, ato onda zahtijeva odgovor
na pitanje redoslijeda, tj.:

• Komercijalno: Trziste —> Slikobraz -*
Lokacija

• Obnova: Lokacija —• Slikobraz —> Trzi-
ste

• Industrijsko: Lokacija —> Trèiâte —» Sli-
kobraz

the Emperor's new clothes or causing public
outrage when they run counter to what is cur-
rently accepted as appropriate content. There
were 14 zones in the Dome and only one,
transport, had artefacts familiar to the public,
so when the decision was made to go ahead
with the Dome in June 1997, it was recog-
nised as a great leap of faith and it was real-
ised that the political 'fallout' from a cynical
press would be risky. Highly damning re-
views of the project in the press severely af-
fected the desire to visit, the lesson being that
managements in these situations must de-
velop a strong communications proposition
that tells the market how to consume the
product offer. History is littered with exam-
ples of this kind in one generation that are
subsequently judged to have significant cul-
tural value in another. Many cultural re-
sources, monuments and works of art, which
are now venerated by certain segments of the
visitor market, were not always in this posi-
tion, Thus one of the best-loved of Verdi's
operas. La Traviata, was not that well re-
ceived when it was first performed, there was
tierce opposition to the EitTel Tower, an icon
of Paris, and Van Gogh only ever sold one
painting in his lifetime. On the other hand the
London Eye, a Ferris Wheel on the banks of
the River Thames, is a tried and tested prod-
uct that has been heralded as a great success.

4.4. Development Process

In order to consider different develop-
ment perspectives, the key aspects that are
discussed here are the Imagescape, the Mar-
ket and the Location. Ideally these factors
are sequential, which begs the question of
the mnning order, namely:

Commercial: Market
Location;

Imagescape

• Regeneration: Location —> Imagescape
—* Market;

" Industrial; Location —* Market —> Im-
agescape.
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5. KOMERCIJALNO

Poslovna logika diktira da je optimalan
put Trziste —> Slikobraz —* Lokacija, ali
uzimajuci u obzir Cinjenicu daje vecina ak-
trakcijskih projekata vec odredena svojom
prirodom i lokacijom (isto tako je i s neko-
mercijalnim), ovo je savrsen savjet koji ima
jedinu pravu snagu kada se radi o neob-
veznim atrakcijama koje mogu prezentirati
sadrzaj i to na mnoge nacine, tako da se
samo radi o izboru adekvatnog slikobraza i
njegove veliôine. Na primjer, "Centri zivota
podmorja", koji su zapravo suvremeni akva-
riji. nisu previse sofisticirani i traze rela-
tivno malo posjetitelja kako bi bili uspjesni
pa ih se tako moze naci na mnogim obalnim
lokacijama. Suprotno tomu. na siikobraztt
prirodnog parka potrebno je napraviti samo
mali broj prilagodbi jer je lokacija zadata i
ima relativno nepromjenjive imanentne
elemente, tako da se promjena ogranicava
na dodavanje potporne infrastaikture, kao
npr. centar za posjetitelje, da bi se povecao
slikobraz. Na slican je naâin muzej mdar-
stva, koji nudi posjetu rudniku kao dio at-
rakcije, vezan za lokaciju.^"

Najocitiji su primjer atrakcija koje sli-
jede putanju Trziste -^ Slikobraz—* Loka-
cija tematski parkovi i luna parkovi, jer oni
traze maksimiziranje svog posjetiteljskog
potencijala koji je funkcionalno vezan uz
gravitacijsko podrucje populacije (ukljucu-
juci i turiste) koje je defmirano udaljenoscu
od maksimaino dva sata voznje automo-
bilom i öetiri sata autobusom i vlakom. Na
primjer, japanska tvrtka The Oriental Land
Co.Ltd, koja je stopostotni vlasnik tokijskog
Disneylanda prva je priznala da njen uspjeh
u velikoj mjeri lezi u lokaciji iije
gravitacijsko podrucje broji 30 milijuna
stanovnika unutar jednog sata voznje do
nje.^'

5. COMMERCIAL

Business logic dictates that the optimum
path is Market —»• Imagescape —* Location,
but given the fact that most attraction devel-
opments are already proscribed by their na-
ture and location (and are also non-com-
mercial), this is a counsel of perfection that
only has true force in terms of footloose at-
tractions that can present content in a broad
range of ways, so that it is only a matter of
choosing the appropriate imagescape and
scale. For example, Sea-Life Centres, which
are modern aquariums, are not too sophisti-
cated and require relatively small numbers
to succeed, and so may be found in many
eoastal locations. Conversely, there are lim-
ited adjustments that can be made to the im-
agescape of a country park because the lo-
cation is fixed and it has fairly unalterable
intrinsic elements, so that change is re-
stricted to adding support facilities to aug-
ment the imagescape, such as a visitor cen-
tre. Similarly, a mining museum, that has a
mine visit as part of the attraction, is tied by
its location^".

The most obvious examples of attrac-
tions that can follow the Market —• Images-
cape —• Location path are theme and ride
parks, because they arc seeking to maximize
their visitor potential, which is functionally
related to the population (including tourists)
catchment area within a specified drive time
of up to two hours for cars and three to four
hours for coach, bus or train. For example,
the Japanese company, The Oriental Land
Co. Ltd., which has 100% ownership of
Disneyland Tokyo, is the first to acknowl-
edge that their success is in large measure
due to their location so close to Tokyo,
giving a catchment area of 30 million peo-
ple within one-hour's drive time^'.

^̂  Wanhill, S. (2000). Mines: A tourisl attraction: Coal mining in industrial South Wales. Journal of Travel Re-
search, 39(\), 60-69.

'̂ Jones. T. (1994). Theme parks, in Japan. In C. Cooper and A. Lockwood (Eds.). Progress in Tourism, Recrea-
tion and Hospitality Management. Chichester: Wiley. 6, 111 -125.
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Medutim. u danaànjim vodecim ekono-
mijama dostupnost lokacija za izgradnju
velikih zabavnih kompleksa cesto je ograni-
cena. Stoga su i u Europi i u Sjevernoj
Americi pozeljne lokacije pored velikih
gradova rijetke, osim ako ne postanu dostu-
pne u projektima ozivijavanja urbanih cje-
lina, uglavnotTi na lokacijama propalih indu-
strijskih pogona. Ove su lokacije vecinom
pod kontrolom lokalnih vlasti ili drzavnih
agencija koje imaju stroge odredbe o zastiti
okolisa i gradevinskim dozvolama sto im
omogucuje diktiranje uvjeta. Stoga dostup-
nost lokacije moze usmjeriti investitore u
komercijalne atrakcije na drugi najbolji put,
a to je: SUkobraz —» Lokacija —* Trziste koji
moze pasti pod rizik "izazivanja zanimanja
trzista pretjeranim pricanjem o projektu"
kao u sluöaju pariskog Disneylanda cija je
lokacija ponudena po cijenama poljoprivre-
dnog zemljista iz 1971. kao posljedica zelje
francuske vlade da uspostavi srediste eko-
nomskog rasta u istocnom dijelu pariskog
bazena" . Ono stoje ovdje vazno prepoznati
jest da su lokacija, trzisna procjena i siikob-
raz vezani jedno za drugo, a da procès po-
navljanja moze postati ucestalim tijekom ra-
zvojnog perioda projekta. Na primjer, kada
se odabere lokacija, gradnja moie poôeti.
No sto je lokacija udaljenija od optimalne
trzisne pozicije to privlacniji i uzbudijiviji
mora biti dizajn sadrzaja kako bi se privukli
posjetitelji. U suprotnom, trzisna se proc-
jena moze promijeniti sto moze utjecati na
stikobrciz. U svakom slucaju, studija isplati-
vosti mora se u toj fazi mijenjati i najvjero-
jatnije kontintiirano tijekom vremena koje je
potrebno da se s/ikobraz prevede iz ideje u
praksu kako bi se odrzao korak s trzisnim
trendovima jer je trziste pokretac tispjesne
komercijalne atrakcije. Kako tocno uravno-
teziti ove cimbenike ovisi o ciljevima atrak-
cije. Stoga, botanicki vrt, na primjer, ima
druge ciljeve od pukog maksimiziranja
broja posjetiteija. Slièno je i s rezervatima

However, in today's major economies,
the availability of large sites for land exten-
sive entertainment complexes is often lim-
ited. Thus both in Europe and North Amer-
ica, desirable sites near major cities are rare,
unless they become available under an urban
renewal programme, often to do with derelict
industrial areas. By and large, these sites are
under the control of local governments or
public development agencies, with strong
environmental and physical planning regula-
tions that permit them to dictate terms.
Therefore, site availability may limit com-
mercial attraction developers to a second best
pathway that runs Imagescape —> Location
—* Market, which incurs the risk of 'talking
up the market', as in the Disneyland Paris
case where the site was offered at 1971 agri-
cultural prices as a consequence of the
French government's desire to establish an
economic growth pole in the eastern part of
the Paris Basin*̂ ". What is important here is to
recognize that location, market assessment
and imagescape are bound to each other and
the recursive process can become iterative
over the development period of the attraction.
For example, once the site is selected then
the development can come into place, but the
further the location is away from the optimal
market position, the more appealing and ex-
citing has to be the design content to 'pull'
visitors in. Alternatively, the market assess-
ment may be changed, which in turn can af-
fect the imagescape. Either way, the calcula-
tions for the feasibility study will need to be
revised at Ihis stage and most likely continu-
ously during lhe time it takes to translate the
imageseape from idea into practice in order
to keep abreast of market trends, because
successful commercial attractions are market
driven. Precisely how these factors are bal-
anced depends on the objectives of the at-
traction. Thus a botanical garden has other
aims than simply maximizing visitor num-
bers. Similarly, wildlife sanctuaries and other

D' Hauleserre, A-M. (1997). Disneyland Paris: a permanent economic growth pole in a Franciiian landscape.
Progress in Tourism and Hospilalily Research, 3(1), 17-33.
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divijih zivotinja i ostalim prirodnim atrak-
cijama koje ne ¿ele poplavu posjetitelja.
Ovo raspravu vraca natrag na pitanje vlasni-
§tva i ciljeva organizaeije, jer jednom kada
se napusti komereijalna putanja prema raz-
voju onda moze biti tesko ostvariti finaneij-
sku odrzivost.

5.1. Ozivljavanje urbanih cjelina

Model ozivljavanja urbanih ejeüna Í
stambene izgradnje u pravilu slijedi obrnutu
putanju Lokacija —• Slikobraz —* Trziste. U
slucajevima gdje su stare industrijske
zgrade, hale koje se vise ne koriste, zeljez-
niôke stanice i dokovi blizu urbanih centara
¿esto se dogada da javni sektor intervenira
kako na nacionalnoj tako i na medunarodnoj
razini kako bi te iokacije pretvoHo u turis-
tiike zone koje koriste i turistima i lokal-
nom stanovnistvu, kao sto je slucaj u Mon-
trealu i Singapuru^"*. Kako kupovina u slo-
bodno vrijeme postaje sve vaznija aktivnost
i turista i lokalnog stanovnistva, teziste je na
specijaliziranoj kupovini - kao u london-
skom Covent Gardenu gdje su hoteli pomi-
jesani s turistickim atrakcijama i poslovnim
sadrzajima: konferencijski centar, izlozbeni
prostor ili trgovinskim centrom i uredima
kako bi se privuklo komercijalne ulagace.
Na ovaj nacin turizam je zamijenio proizvo-
dnu i distribucijsku industriju koje su napu-
stile gradska sredista u zamjenu za prostra-
nije i jeftinije Iokacije na rubovima gradova.

Kao dokaz promjenjive naravi jezgre za
turisticke svrhe, kao i da bi sluzili lokalnom
stanovnistvu, Pearee^'' navodi primjere urba-
nih atrakcija u Parizu; to su uglavnom
crkve, robne kuce pa cak Í javna kanaliza-
cija te primjecuje da menadzeri ovih lo-
kacija postaju sve svjesniji svojih brojnih
identiteta i tu svrhu razvijaju strategije za
posjetitelje. Tako je turizam prepoznat kao

natural attractions do not want to be
swamped by visitors. This brings the debate
baek to ownership patterns and the organiza-
tion's objectives, because once the commer-
cial pathway to development is abandoned,
financial viability may be difficult to attain.

5.1. Regeneration

The regeneration and property develop-
ment model typically follows a reverse path-
way. Location —»• imagescape —^ Market. In
such cases, where old industrial buildings,
disused market halls, railway stations and
docks are located close to urban centres, it is
fairly widespread to find public sector inter-
vention, both at national and international
level, to convert them into tourist zones
which serve both visitors and residents alike
(as in Montreal and Singapore)^^. Since
leisure shopping is an increasingly important
visitor and resident activity, there has been a
focus on specialty shopping - as in Covent
Garden. London intermingled with hotels,
leisure attractions and also business facilities:
a convention centre, an exhibition hall or
trade centre and offices in order to attract
commercial developers. In this way, tourism
has replaced manufacturing and distribution
industries, which have left the inner core for
more spacious and cheaper locations on the
outskirts of the city.

As evidence of the changing nature of the
core for tourism purposes as well as serving
local residents. Peareê "* cites examples of
urban attractions in Paris, namely churches,
department stores and even sewers, noting
that managers of these sites have become in-
creasingly aware of their multiple identities
and have developed visitor strategies for this.
Thus tourism has been recognized as a feasi-
ble économie option and catalyst for com-
munity regeneration, for example, the devel-
opment of Baltimore's Inner Harbour, or

^̂  Chang, T., Milne, S., Fallón. D., and Pohlmann, C. (1996). Urban heriiage tourism: ihe global-local nexus. An-
nals of Tourism Research, 23(2), 284-305.

" Pearce, D. (1999). Tourism in Paris: studies at the microscale. Annals of Tourism Research, 26(1), 77-97.
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izvediva ekonomska opcija i katalizator
komunalnog ozivljavanja poput Inner Har-
bour u Baltimoni, ili South Street Seaport u
New Yorku, ili Albert Dock u Liverpoolu,
ili Darling Harbour u Sydneyu, ili Victoria i
Alfred Wharf u Cape Townu. Na ovaj naôin
turizam moze postati "Ijepilo" koje objedi-
njuje podrucje, narocito tamo gdje lokalne
vlasti ne mogu uciniti puno toga s imovi-
nom., a u cilju stabilizacije ekonomskog
pada podizanjem imida da bi se privukli pri-
vatni investitori. Primjer dugorocnog oziv-
ljavanja je Cap Breton Island u Kanadi."

Vlasnistvo razvojnih projekata ozivija-
vanja je mjeâovito i Ôesto proizlazi izjavno-
privatnog partnerstva gdje su dohodovne
aktivnosti cesto u rukama privatnog sektora.
Raziog zasto javni sektor sudjeluje je u áiroj
koristi za ekonomiju, drustvo i okolis. Cak i
kod komercijalno pozeljnih urbanih iokacija
obiôno se raèuna s dijelom od oko 15-20 %
za slobodno vrijeme u svrhu dobivanja
gradevinske dozvole. Medutim, graditeljski
projekt za slobodno vrijeme moze biti
odabran s "liste zelja" lokalnih vlasti na
kojoj su sadrzaj i vezani za iokalno
stanovniätvo, a koji mogu biti nepogodni za
turisticke svrhe. S druge strane. trend kod
suvremenih maloprodajnih centara je osigu-
rati dozivljaj zabave za cijelu obitelj uvode-
njem tematskih zona, klubova za poboljsa-
nje zdravlja, kina, prostora za predstave, re-
storana i barova uz tradicionalne sadrzaje, u
zatvorenom prostoru koji moze raditi tije-
kom cijele godine. Takvi su projekti ucestali
u Sjevernoj Americi i Europi (npr. West
Edmonton Mall u Kanadi i Mali of America
u Minneapolisu), a postali su Í poznate at-
rakcije same po sebi te imaju visoku razinu
povratnih posjeta koje se broje u desetinama
milijuna pa se mogu nositi s brojkama u tu-
ristiikim destinacijama.

S glediáta ciste atrakcije (za razliku od
mijeâanih projekata) reverzni put strategija

South Street Seaport, New York, or the Albert
Dock, Liverpool, UK or Darling Harbour,
Sydney, or the Victoria and Allied Wharf.
Cape Town. In this way. tourism can become
the 'glue' that holds the area together,
particularly where there is little else the loca!
authority can do with such assets, and the
object is to stabilise economic 'shrinkage' by
raising place image, in order to attract private
investment; for example, the long tem
regeneration of Cape Breton Island, Canada".

Ownership of regeneration development
is mixed, frequently resulting from a pri-
vate/public sector partnership in which the
revenue earning activities are commonly in
the hands of the private sector and the ration-
ale for public participation is vested in the
wider economic, social and environmental
benefits that are bestowed. Even for com-
mercially desirable urban sites, there is usu-
ally a proportion, of around 15 to 20 percent,
devoted to leisure in order to obtain planning
permission. However, the leisure develop-
ment may be drawn from the local author-
ity's 'wish list' of amenities for local resi-
dents and could be unsuitable for tourism
purposes. On the other hand, the trend in
modern retail malls is to provide an enter-
tainment experience for the whole family
through adding Ihemed areas, health clubs,
cinemas, peribrmance venues, restaurants
and bars to traditional shopping facilities in
an enclosed space that can be open all year
round. Such developments, which have be-
come increasingly commonplace in North
America and Europe (for example. West
Edmonton Mall in Canada and the Mall of
America in Minneapolis), have become noted
visitor attractions in their own right, with
high levels of repeat visitation giving atten-
dance levels in tens of millions that match
those of destinations.

From a pure attraction (as opposed to a
mixed development) standpoint, the reverse

" Brown, K. and Geddes, R. (2007). Resorts, culture, and music: The Cape Breton tourism cluster. Tourism
Economics. 13(1), 129-141.
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ozivljavanja moie nositi odredeni rizik, u
smislu da moze rezultirati projektom koji
polazi izvana prema unutra Í/ili inflacíjom
projekata. Prvi se koristi kako bi se
objasnila investicija koja krece od fizicke
strukture prema slikobrazu, za razliku od su-
protnih projekata koji za pocetnu toéku
uzimaju slikobraz da bi zatim oko njega
stvorili strukturu. Potonje je slucaj kod
mnogih atrakcija koje cvjetaju. Na primjer,
struktura Milenijske kupole u Londonu
zavrsena je puno prije negó se znao njen
sadrzaj tako daje morala biti projektirana na
nacin da ima maksimaian izlozbeni prostor.
Kreativnost slikobraza te kako se oni
zajedno povezuju nije bila efikasno ko-
municirana publici i dozvolila je medijima
da budu satiriCni prema projektu kao umjet-
nom i bez sadrzaja, premda je ocjena zado-
voljstva kod onih koji su posjetili Millenium
Dome bila dobrano iznad '̂

Tamo gdje su javne viasti ukljuöene
uvijek postoji opasnost od inflacije proje-
kata kao odgovor na druátveni ponos i tas-
tinu lokalnih politicara. Ovo rezultira preu-
velicavanjem o stvaranju novih radnih
mjesta kako bi se dobila besplatna sredstva
za izgradnju, povecala kompleksnost sto
napuhuje troskove konzultanata i znaéajno
povisuje kapitalnu strukturu na korist arhite-
kata. Drzavna revizija u Velikoj Britaniji
kriticna je prema ranije spomenutom Mu-
zeju kraljevske oruzarnice, a i prema neko-
liko milenijskih projekata koji su bili finan-
cirani novcem iz fonda Bastinske lutrije
(Heritage Lottery), a dosli su u sliönu situa-
ciju. Neke od njih je trebalo zatvoriti kao sto
su, na primjer, Nacionalni Centar za popu-
lamu glazbu (National Centre for Popular
Music) u Sheffieidu, Centar za Vizualne
umjetnosti (Centre for Visual Arts) u Car-
diffu te Zemaljski centar (Earth Centre) po-
kraj Doncastera.

pathway of regeneration strategies may
carry a high degree of risk, in that they can
result in an "outside-in' project and/or pro-
ject inflation. The former is used to describe
an investment that goes from the physical
structure to the imagescape, as opposed to
an 'inside-out' project that takes as its
starting point the imagescape and then cre-
ates the structure around it. The latter is the
case of most visitor attractions that appear
to be flourishing. For example, the structure
of the Millennium Dome in London was fi-
nalized long before the content was known,
so it had to be designed to give maximum
exhibition space. The creativity of the im-
agescapes, and how they linked together,
were not effectively communicated to the
general public and allowed the media to
satirize the project as ersatz and of no sub-
stance, even though the satisfaction rating
amongst those who had visited the Dome
was well over 80 per cent^ .̂

Where public authorities are involved,
there is always the danger of project infla-
tion in response to civic pride and the vain-
glory of local politicians. This results in an
exaggeration of employment creation to
obtain development grants, increased com-
plexity, which boosts consultants' fees, and
substantial capital structures to the benefit
of the architects. The National Audit Office
in the UK is critical of the Royal Armouries
Museum cited above, in this respect, and
several millennium projects sponsored by
the Heritage Lottery Fund in the UK have
gone this way. Some have had to be closed,
for example the National Centre for Popular
Music in Sheffield, the Centre for the Visual
Arts in Cardiff, and the Earth Centre near
Doncaster.

" National Audit Office (2000). The Millennium Dome. London: The Stationary Office.
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5.2. Industrijskî

Industrijske atrakcije slijede putanju Lo-
kacija —* Trziste —• Slikobraz. U prvom
primjeni prirodna povezanost s proizvodnim
mjestom diktira lokaciju, kao sto je slucaj sa
Svijetom Cadburyja (Cadbury World) u
Bournevillu pokraj Birminghama (Velika
Britanija) koji je otvoren 1990., Universal
Studios Hollywood (otvoren 1964.), Spirit
od Dearborn, SAD (otvoren je 1999.) ili
Legoland u Billundu u Danskoj (otvoren je
1969.), jer su se gotovo svi oni razvili na
kapitaliziranju potraznje potrosaca i
njihovom zeljom da posjete mjesta izvorne
proizvodnje. Ovo su reproduktivni slikob-
razi koje diktira zanimanje trzista za proiz-
vod i njegovu povijest te se moze smatrati
kao rastezanje ili sirenje brenda kako bi se
atrakcija povezala s proizvodom tvrtke i
kako bi se raziikovao od konkurencije. Da-
nas je za tvtke moderno da idu tim "post-
Fordovskim" putem koristeci povezanost
potroâaca s njihovim proizvodima da bi
svoje brendove proäirili na atrakcije svjesni
da su imanentni rizici mali Í da postoje po-
zitivne koristi od podrzavanja brenda.

5.2. Industrial

Industrial visitor attractions tend to pur-
sue a path Location —* Market —> Images-
cape. In the first instance, natural association
with the place of production dictates the lo-
cation, as for example, Cadbury World,
Boumeville, near Birmingham, UK (opened
in 1990), Universal Studios, Hollywood
(opened in 1964), Spirit of Ford at Dearborn,
USA (opened in 1999), or Legoland, Billund,
Denmark (opened in 1969), as they have al-
most universally developed from capitalizing
on the demands of consumers to visit the
production site. These are reproductive im-
agescapes dictated by market interest in the
product and its history, and may be regarded
as brand stretching or brand extension, so as
to associate the attraction with the merchan-
dise of the organization and distinguish it
from its competitors. It is now fashionable
for companies to go down this 'post-Fordist'
road of building on their customers' associa-
tion with their products to stretch their brands
into visitor attractions, knowing that the in-
herent risks are small and there are positive
benefits in supporting the brand.

5.3. Splet TriiSte-Slikobraz

Tablica 3 empirijski je prikaz kako nas-
taje promjena kod atrakcije. a izvucena iz
autorovog dozivijaja tijekom rada na njima.
Obje osovinc definirane su sa stanovista
ulagaca u novi atrakcijski projekt, bilo daje
rijec 0 komercijalnom ili neprofltnom sek-
toai, ili nekom javno privatnom partnerstvu.
Projekt se smatra kao zasnivanje novog po-
sla, nove aktivnosti u okviru postojece at-
rakcije, ili preformulacija postojece atrak-
cije. U zadnja dva primjera treba biti
svjestan da ce za ulaganje u slikobraz
postojati vise ogranicenja, bilo zato da se
bude u skladu s opcim brendiranjem
atrakcijskog proizvoda, bilo zbog ogranice-
nosti dostupnih resursa.

5.3. Market-Imagescape Mix

Table 3 is an empirical interpretation how
attraction change takes place, drawn from the
author's experience of working with them for
ftinding and development purposes. Both
axes are defined from the stance of a devel-
oper of a new attraction project, whether in
the commercial or not-for-profit sector or in
some private/public partnership. The devel-
opment is taken to be the establishment of a
new business, a new activity in a current at-
traction, or a reformulation of an existing at-
traction. In the last two instances, it should be
appreciated that there are likely to be more
limitations on the development of the im-
agescape, either because it has to be in
keeping with the overall branding of the at-
traction product, or it is constrained by the
nature of available resources.
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Tablica 3. Atraktivni Splet
Trziste-Slikobraz

Siikobraz

Triiâte

SadaSnje

Novo ili
buduée

SadaSnje

Atrakcije
"oponasanja"

Atrakcije
"novih
verzija"

Novo ili buduce

Atrakcije
"velikih

inspiracija"

"Cudesne"
atrakcije

Table 3 The Attraction
Market-Imagescape Mix

Imagescape

Market

Current

New or
Future

Current

"Me too"
attraction

"New ver-
sion" attrac-

tion

New or Future

"Grand
inspiration"
attraction

"Wonder"
attraction

Na primjer, kultumi dogadaji i bastinske
atrakeije poluiuju kako kulturne tako i eko-
nomske vrijednosti, ali nema a priori raz-
loga da se ove vrijednosti krecu u istom
pravcu, pa promjene u kolicini ili prirodi
kulturnih bogatstava obicno dovode do gu-
bitka onoga sto je autenticno. Ovo ograni-
iava raspón mogu¿nosti kreativnosti slikob-
raza sto je slucaj kod tradicionalnih umjet-
nosti poput orkestralne muzike, baleta ili
opere. ^ Ekonomiju kiasiínih radova dikti-
raju davno preminuli kompozitori i danasnji
umjetniiki direktori ne mogu tu puno pro-
mijeniti. Stoga je potrebna znatna javna
potpora ako zelimo da ove umjetnosti pre-
zive u izvomom obliku. Ono sto je takoder
vazno je veliôina. stoga male atrakcije mogu
ponuditi samo jedan siikobraz koji je cesto
odreden resursima, dok stvorene atrakcije
poput tematskih parkova promoviraju vise-
stnike sHkobrazQ strukturirane oko raziicitih
voznji i sadrzaja kako bi se ostvarile potre-
bne stope trzisne penetracije.

For example, cultural events and heri-
tage attractions yield both cultural as well as
economic values, but there is no a priori
reason for these values to move in the same
direction, and changes in the stoek or nature
of cultural assets will usually lead to the
loss of that which is authentic, as noted ear-
lier. This restricts the scope of what is pos-
sible in the creativity of the imagescape, as
in the case of the traditional performing arts
such as orchestral music, ballet and opera^ .̂
The economics of classical works are dic-
tated by a long gone composer and there is
litlle today's artistic director can do about it;
hence considerable public subsidy is neces-
sary if these art forms are to survive in their
original format. What is also important is
scale, thus small attractions may offer only
a single imagescape, often proscribed by the
resource base, while created attractions like
theme parks promote multiple imagescapes
structured around different rides and fea-
tures in order to achieve the required market
penetration rates.

" Wanhill, S. (2006). Some economics of staging festivals: The case of opera festivals. Tourism, Culture
Communication, 6{2), 137-149
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5.4. Atrakcije oponaSanja ("me too")

Ovo je najeeáói atrakeijski dozivljaj jer
ukljuôuje najmanje rizika i moguée je pro-
matrati paralelne projekte (isprobane i testi-
rane) da bi se vidjelo Jesu li uspjesni iti ne-
uspjesni. Trebalo bi biti moguce dobiti pou-
zdane podatke koji bi se kombinirali s uku-
pnim trziánim trendovima da bi se vidjelo
koliki je vjerojatni kapaeitet trzista. Tamo
gdje se javni sektor ukijuci, opasnost od
koje se treba braniti je fenomen "ja takoder"
koji koriste lokalni politicari, jer u projektu
koji nastaje na njihovom podruiju vide
svoju politiôku sansu. Ovaj primjer vidljiv
je u razvoju nidarskih muzeja/centara bas-
tine u dolinama Juznog Walesa tijekom ra-
nih 80-ih sto se dogodilo nakon zatvaranja
ugljenokopa.̂ ** Brojni su projekti pokrenuti
bez prethodnog istrazivanja sugerirajuci da
ce samo 7% posjetitelja vjerojatno posjetiti
vise od jedne od atrakcija u podrucju. Poii-
tièki projekt "ja takoder" se uvijek moze op-
ravdati potrebom, no drugo je pitanje je ti
moguce potrebu pretvoriti u potraznju po
odredenoj cijeni koja ce uôiniti projekt fi-
naneijski ili ekonomski odrzivim. Iz per-
spektive sire ekonomije ovakvi projekti ne
bi se trebali pokretati sve dok se ne razmo-
tre pitanja vezana uz migraciju posjetitelja s
dmgih atrakcija, jer pretjerana ponuda moze
rezultirati serijom ekonomski neodrzivih at-
rakcija koje u konacnici samo trate resurse.
Komercijalne studije isplativosti cesto ne
uzimaju dovoljno u obzir ovaj aspekt kada
promatraju konkurenciju na trzistu ili na ci-
njenicu da se mnoga ulaganja u atrakcije ne
vrate. Inovacijski postupak na ovom stadiju
uglavnom je neznatan jer se temelji na
sljedbenistvu, ali moze s vremenom imati
veci kumuiativni utjecaj od serije prilagod-
Ijivih poboljáanja koja podizu broj posjeti-
teija i poboljâavaju njegov dozivljaj. Inova-
tivne promjene jednostavno ojacavaju do-
minantni dizajn i njegovu privlacnost te su u

5.4. 'Me Too' attractions

This is the most common attraction ex-
perience since this involves least risk, be-
cause it is feasible to look at parallel projects
(tried and tested imageseapes) to see whether
or not they are successful. It should also be
possible to obtain reliable data to be com-
bined with overall market trends to see what
the market absorption capacity is likely to be.
Where there is public-sector involvement, the
danger to guard against is *me tooism' on the
part of local politicians who see a political
opportunity arising from the location of the
project in their area. An example of this can
be seen in the development of coal mining
museums/heritage centres in the valleys of
South Wales, during the late 1980s, follow-
ing the elosure of the collieries^". A number
of developments went ahead despite survey
evidence, suggesting that only about 7 per
cent of visitors were likely to visit more than
one mining attraction in the area. Politically,
'me too' projects can always be justified on
the basis of need, but whether it is possible to
turn need into demand at a priée, which wilt
make the project financially or economically
viable is another question. From the perspec-
tive of the economy at large, such projects
should not go ahead until questions over dis-
placement of visitors from other attractions
have been considered, since over-supply can
result in a series of non-viable attractions that
end up wasting resources. Commercial feasi-
bility studies often do not take sufficient ac-
count of this aspect when looking at the
competition for market share, or the irre-
versibility of most attraction investments.
The innovation process at this stage is usu-
ally minor since it is based on Ibllowership,
but it can have a cumulative impact over time
from a series of adaptive improvements that
raise visitor throughput and enhance the ex-
perience. Irmovative changes simply
strengthen the dominant design and its

Wanhill, S. (2000). Op.cJt.
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jasnoj suprotnosti s ranije spomenutom
Schumpeterovom pozicijom.

appeal, in clear contrast to the Schumpeter's
position stated earlier.

5.5. Atrakcije " Velikih inspiracija"

Ovdje je problem hoce li "velika inspi-
racija", u smislu stikobraza. funkcionirati u
odnosu na trziste ili se samo radi o idejnom
zanosu koji je nepotrebno i nerealno skup
hir u kontekstu onoga Sto si triiâte mo^e
priustiti. Kako bi osujetili ovakve situacije,
velike tvrtke sada imaju cijele odjele koji se
bave kreativnoscu i dizajnom. Ovo nije
zbog toga da bi se potkopao jedinstveni ge-
nij Walta Disneya cija je osobna inspiracija
1955. dovela do stvaranja Disneylanda. Sto
se tice javnog sektora, muzej imena North
of England Open Air Museum u Beamishu
bio je osobna inspiracija Franka Atkinsona,
lokalnog kustosa, koji je projekt "tjerao" 14
godina prije nego stoje otvoren 1972. '̂'

U smislu procjene, uobicajena je strate-
gija u ovom podrucju pokusati prcokrenuti
slijed evaluacije projekta procjenjujuci broj
posjetitelja potrebnih da projekt bude i is-
plativ i odrziv po cijcni koju jc trziste
spremno platiti. Cak i kada se ova prepreka
prcskoôi ostvarivanje projekta u ovom kvad-
rantu veoma ovisi o rcputaciji njegovih pre-
dlagaca ato omogiicava da se dobiju potre-
bna srcdstva i urbanisticke dozvole. Potonje
je "minsko polje" u razvijcnom svijetu bu-
du6i da je vecina vaznih lokacija pod kon-
trolom tokalne administracijc a one pak nisu
poznatc po otvorenosti prema novim ide-
jama ili po razmisljaju u okviru 10-15 godi-
§njih trendova.

Inovacijski procès bi u ovom kvadrantu
trebao zanemariti postojeci naöin prezenti-
ranja slikobraza i stoga je u svoni pristupu
radikalan (prema Schumpeterovom pogledu
na inovaciju kao izvodenje novih kombina-
cija ili nacina na koji se stvari rade), ali sc
ipak bavi postojecim trzisnim strukturama.

5.5. 'Grand Inspiration' Attractions

The difficulty here is weighing up
whether the 'grand inspiration', in terms of
the imagescape, will work in relation to the
market or whether it is simply an enthusiastic
idea, which is an indulgence that is unneces-
sarily or unrealistically costly in the context
of what the market can afford. To counter
this, major leisure ftrms now have whole di-
visions looking at creativity and design. This
is not to undermine the importance of the
single genius such as Walt Disney, whose
personal inspiration was the creation of Dis-
neyland in 1955. On the public sector side,
the North of England Open Air Museum at
Beamish was the personal inspiration of
Frank Atkinson, a local museum curator,
who had to 'drive' the project for 14 years
before it finally opened in 1972^ .̂

In terms of assessment, a common strat-
egy in this area is to tr>' to reverse the pro-
ject evaluation sequence by estimating the
volume of visitors needed to make the pro-
ject both feasible and viable at a price the
market is prepared to pay. Even if this hur-
dle is passed, however, delivering projects
in this quadrant is very much dependent on
the track record of its proposers, so that it is
possible to raise the necessary finance and
to obtain various planning consents. The
latter is a 'minefield' of issues in the devel-
oped world, as most important sites are un-
der local authority control and local gov-
ernment culture is not noted for being re-
ceptive to new ideas or being able to think
in 10-15-year trends.

The innovation process in this quadrant
should make the existing imagescape deliv-
ery style obsolete and is therefore radical in
approach (corresponding to Schumpeter's
view of innovation as carrying out new

'''Johnson, P. and Thomas, B. (1992). Tourism. Museums and the Local Economy. Cheltenham: Edward Elgar.
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Iako mozda moze osigurati prednost pred
konkurencijom i preuzeti dio trzista od dru-
gih, on ipak ne unistava konkurenciju koja u
svakom sluCaju moze kopirati nove ideje.

5.6. Atrakcije "Novih verzija"

Ovdje inovativni aspekti mogu biti otva-
ranje novih trzisnih mogucnosti, uz zadrza-
vanje postojece forme i sadrzaja slikobraza,
s osvjezavajucim ucinkom na postojecu at-
rakciju buduci da se trenutna publika pre-
vise vézala uz proizvod ili je trziste iiz-
napredovalo ili zbog kombinacije jednog i
dmgog. Prostoma podjeîa trzista moze biti
vazna, pa tako stari koncepti mogu funkcio-
nirati na novim destinacijama dok su novi
potrebni kako bi se islo naprijed na etablira-
nim destinacijama. Primjer prethodnog je
postepeno seljenje Disneya na druge loka-
cije koje je pócelo s otvaranjem Tokyo
Disneylanda. Isto su tako i Universal Stu-
dios trazili povecanje globalne prisutnosti
kroz razvoj tematskih parkova. Ovaj inova-
tivni put analogan je postupcima upravljanja
prinosom, a udruzenja kulturne bastine
mogu se koristiti ovime kupujuci nove nek-
retnine i prilagodavajuci se posjetiteijima u
podnicjima gdje postoji manjak dvoraca,
palaca i plemickih kuca koje su otvorene za
javnost. Nacionalni muzeji i galerije imaju
javnu duznost izloziti svoje zbirke i mogu
otvoriti podruznice u razlicitim dijelovima
svoje zemije. Ovakvi projekti vodeni su po-
nudom, jer generiraju potraznju u odnosu na
lokaciju koja nije prethodno postojala i na
taj naCin predvode trziste. Stoga postoji
potreba za cjelovitim istrazivanjem trzista i
prognoziranjem kako bi se u obzir uzeli
kratkorocni (ekonomija. financijska klima i
politicka situacija) i dugorocni uvjeti (de-
mograflja, drustvene vrijednosti i stil zivota,
tehnologija, klima i okolis), U suprotnosti s
prethodnim, ozivijavanjc proizvoda je de-
fanzivna strategija kako bi se zadrzala pos-
tojcca posjcta koja zahtijeva pomno prace-
nje kijucnih trzisnih trendova koji utjeCu na

combinations or ways of doing things), yet it
deals with existing market strictures. While
it may build competitive advantage and take
market share from others, it does not destroy
the competition, which may, in any case,
have the opportunity to copy the new ideas.

5.6. 'New Version'Attractions

Innovation aspects here may be the
opening up of new market opportunities
while preserving the existing imagescape in
content and format, having the effect of re-
juvenating the existing attraction because the
current public has become too familiar with
the product or the market has moved on, or a
combination of the two. Spatial division of
markets can be important, thus old concepts
can work in new destinations, while new
concepts are needed to move forward in es-
tablished destinations. An example of the
former is the gradual movement of Disney
overseas, beginning with the establishment of
Tokyo Disneyland. Similarly, Universal Stu-
dios has sought to increase their global pres-
ence through park development. This inno-
vation route is analogous to yield
management procedures, and heritage asso-
ciations may partake of this by acquiring new
properties and adapting them to visitors in
areas where there is an under-supply of cas-
tles, palaces and stately homes open to the
public. National museums and galleries have
a public duty to display their collections and
may open branches in different parts of their
home country. Such developments are sup-
ply-led, as they are generating demand in
spatial terms where it has not been previ-
ously, and in this sense they are leading the
market. Hence there is a need for substantial
market research and forecasting to take ac-
count of both the short-term conditions
(economy, financial climate and the political
situation) and the longer term (demographics,
social values and lifestyle, technology, cli-
mate and environment), ln contrast, product
rejuvenation is a defensive strategy to retain
existing attendances, requiring careful moni-
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atrakcije kako bi se uhvatio prikljucak u
odnosu na formulaciju proizvoda, prijedloga
komunikacije i samih kanala komunikacije.

5.7. "Cudesne" atrakcije

Termin "öudesna" atrakcija ovdje koris-
timo kako bismo opisali one velike projekte
koji snazno ekonomski utjecu na svoje lo-
kacije i koji su veoma trazeni kao "predvo-
dniiki" poduhvati. U ovom je kvadrantu
maksimalna neizvjesnost zbog brojnih ne-
poznanica a Cesto i zbog veliôine projekta
koji, s jedne strane obeshrabruju konkuren-
ciju ali s druge strane povecavaju financij-
sku osjetljivost. Medutim, ovaj kvadrant
primjenljiv je na samo nekoliko projekata;
primjeri su Disneyland California, EPCOT
(otvoren 1982.), Sydneyska opera (otvorena
1973.), baltimorska luka Inner Harbour (ot-
vorena tijekom 60-Íh) i Milenijska kupola.
Znatna vecina svih atrakcija projektirana je
za manje od 200.000 posjetitelja sto mini-
tnizira rizik u razvijenim destinacijama.

Ovakve projekte tiglavnom financiraju
vlade koje su veliki vlasnici atrakcija ili ve-
like korporacije koje imaju interés u turis-
tiCkom sektoru. Komercijalni operatori pa¿-
ljivo ograniiavaju svoju financijsku izloze-
nost te obicno krenu u projekt uz potporu
javnog sektora kako bi rasporedili rizike i
osigurali vanjsko financiranje. Novae, tako-
der, moze doci samo iz javnog Í1Í kvazi-jav-
nog sektora. Niz atrakcija u Velikoj Britaniji
s "milenijskom vizijom", Ôija se izgradnja
fmancirala iz Fonda bastinske lutrija (Heri-
tage Lottery Fund) spada u ovu kategoriju
premda nisu. kao sto smo ranije primijetili,
bile obavezno uspjesne. U Europi su se
mnogi projekti pokretali kroz Fond europs-
kog regionalnog razvoja (European Regio-
nal Development Fund), a mnoge Clanice
EU nude neki od oblika investicijske po-
drèke za nove turisticke projekte. Takvi na-
öini financiranja dodatak su mnogim naCi-
nima kojima je javni sektor pokusao uspos-
taviti "pravu klimu" za razvoj turizma.

toring of key market trends affecting attrac-
tions for catching up in terms of product
formulation, the communications proposition
and the channels of communication.

5.7. 'Wonder* Attractions

The term 'wonder' attraction is used here
to describe those very large projects that have
major economic impacts on their location
and are eagerly sought after as 'flagship" en-
terprise. Maximum uncertainty holds in this
quadrant because of the number of unknowns
and often the scale of the project, which on
the one hand deters competition but on the
other increases financial exposure. However,
this quadrant only applies to relatively few
projects; examples being Disneyland in Cali-
fornia, EPCOT (opened in 1982), the Sydney
Opera House (opened in 1973), Baltimore's
Inner Harbor development (during the
1960s), and the Millennium Dome. This is
because a substantial majority of all attrac-
tions are geared to fewer than 200,000 visi-
tors, which minimizes the risk of scale in de-
veloped destinations.

Governments, very large attraction op-
erators, or major corporations with a leisure
interest, are the ones who fund projects of
this kind. Commercial operators are careftil
to limit their fmancial exposure, so usually
proceed with public-sector support, both in
terms of kind (usually land) and cash, so as to
spread the risks and help draw in external fi-
nance. Alternatively, money may come
solely from public or quasi-public funds. The
spate of'millennium vision' attractions spon-
sored by the Heritage Lottery Fund in the UK
fell into this category, though not necessarily,
as noted earlier, to good effect. In Europe,
many large projects have been initiated
through the European Regional Development
Fund and most members of the European
Union offer some form of investment support
to new tourism projects. Such funding is in
addition to the many other ways where the
public sector has tried to set the 'right cli-
mate' for tourism development.
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Neuspjesi "cudesnih" projekata na fi-
nancijskoj strani obiino dolaze zbog:

• Prevelikih kapitalnih troskova zbog ko-
jih se projekt nije mogao financirati s
gledista prikupljanja kapitala koji bi od-
govarao dugu. Primjeri ukijucuju te-
matske parkove u Velikoj Britaniji:
Wonderworld blizu Corbya u Northam-
ptonshireu i projekt Battersea u Lon-
donu koji je predlozen za financiranje
gradu Londonu u 80-ima;

• Zastoja u izgradnji ili krive procjene
troskova izgradnje koji dovode do oz-
biljnih prekoracenja troskova te potreba
za refmanciranjem, kao u slucaju
Sydneyske opere u 60-ima koja je zavr-
sena 10 godina kasnije i to s 14 puta ve-
cim troskovima od izvorno planiranih;

• Ignoriranja zahtjeva ulagaca zbog njiho-
vog ukljuCivanja na kraju izrade studije
isplativosti, iako bi bilo priktadnije da ih
se ukljucilo na pocetku;

• Promjena specifikaeije projekta neko
vrijeme nakon njegovog poéetka, ato do-
vodi do znatnih promjena troskova te
probijanja budzeta, kao stoje bio sluôaj
s Milenijskom kupolom koja je trebala
biti dovrsena do listopada 1999. da bí se
sluzbeno otvorila 31. prosinca 1999. No,
radovi su jedva zavrseni do sluzbenog
otvorenja 31. prosinea. Prvi utisci su va-
zni, ali do mekog otvaranja nije doSlo pa
su se problemi morali rjeáavati pred
oéima medija i posjetiteija koji su platili
ulaz;

• Kao odgovor politickom zanosu, projekt
se preproda napuhivanjem prihoda i
ekonomske koristi podcjenjivanjem tros-
kova te utjeeaja na druátvo i okolis uz
svijest da se gradevinska faza vise ne
moze vratiti na pocetak. Jednom kada
projekt zapoône mora se zavrsiti jer za-
stoj dovodi do gubitka politicke i ko-
mercijalne vjerodostojnosti. Na primjer,
unutar godinu dana od dobijanja natje-
ôaja 2005. godine, budzet za Olimpijske

The downfall of 'wonder' projects on
the financial side has commonly come from;

• Too large a capital cost, making the pro-
ject unfundable from the standpoint of
raising equity to match debt. Examples in-
clude the proposed theme parks in the UK
of Wonderworld near Corby in North-
amptonshire and the Battersea project in
London, that came forward to the City of
London for fmance during the 1980s;

• Delays in building or underestimation of
construction costs which lead to serious
cost overruns and the need for refmanc-
ing, as in the case of the Sydney Opera
House in the 1960s, which was com-
pleted 10 years late and more than 14
times its original budget;

• Ignoring funders' demands by bringing
them in at the end of all the feasibility
work, when it would have been more ap-
propriate to have them in at the begin-
ning;

• Changing project specification some
way into its development, thus incurring
step changes in costs and therefore over-
runs against the original budget, as in
the Millennium Dome which was in-
tended to be complete by October 1999
for the official opening on 31 December
1999, but only just managed to open for
31 December. First impressions count,
but the customary 'soft' opening was not
to be, so the Dome's glitches had to be
dealt with in the full gaze of the media
and paying visitors;

• In response to political enthusiasm, the
project is oversold by inflating revenues
and economics benefits, and underesti-
mating costs, and social and environmental
impacts, in the knowledge that the
construction phase is irreversible. Once
development has started it has to be com-
pleted, for calling a halt will lead to a loss
of political and commercial credibility. For
example, within one year of witining the
bid in 2005, the budget for the London
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igre u Londonu 2012, narastao je s L2,4
na L9,3 milijardi, ali ga se dozivljava
kao vazan projekt regeneraeije istocnog
Londona, pa se sada odrzava "psiho-
prihodom" od uspjesnog nastupa britan-
skih sportaSa na Olimpijadi u Pekingu.

Za "fiudesne" atrakcije inovativni proees
mo2e krenuti od etabliranih sustava Íspo-
mke slikohraza na lokacijama i postavlja
novi marketinski plan i komunikacijsku
strategiju koja onda postaje inspiracija za
daljnji razvoj. Uspjesni projekti ove vrste
postavljaju novu strukturu za industriju i
novi okvir u kojem ce konkureneija nastati i
razviti se te postavtja buduce standarde.
Procjene trzista za ovakve jedinstvene
atrakcije su izuzetno teske. Na primjer,
procjene o broju posjetitelja Milenijske
kupole kretale su se od 8 do 17 milijuna.
Viada je bila spremna prihvatiti brojku od
12 milijuna i na toj bazi napraviti budzet
pod uvjetom da to bude javni festival za
svakog tko zeli doci. U ovakvim okolnos-
tima potrebno je izgraditi veliku bazu po-
dataka marketinskih trendova u razliôitim
turistickim aktivnostima, napraviti procjene
buduéih promjena i razmotriti projekt u si-
tuaciji "sa i bez". Razvijanje projektnih sce-
narija, kako bi se u potpunosti shvatilo sto
se predlaze i koji su rizici, vaznije je od
realnih projekcija, premda su potonje
potrebne da bi se dale dimenzije projektu i
da bi se proeijenio njihov utjecaj na
ekonomiju.

5.8. ¿ivotni cikius proizvoda

Iz trzisne Perspektive u srcu je atrakeij-
skog proizvoda i njegovog razvoja ohrabri-
vanje ponovnih posjeta, osim ako je trziste
dozivljaja globalno, sto rezultira gravitaeij-
ska populacija cija je velicina neograniôena
za sve intenzivne svrhe (? all intensive pur-
poses) jer se kontinuirano obnavlja. Slika 3
pokazuje dva zivotna ciklusa proizvoda, je-
dan za ponovne posjetitelje a drugi za jedin-

Olympics in 2012 rose from L2.4 billion to
L9.3billion, but it is seen as a major
regeneration project for East London and
is now buoyed up by the 'psychic income'
resulting from the success of the British
team at the Beijing Olympics.

For 'wonder' attractions, the innovation
process ean be one that departs from estab-
lished imagescape delivery systems in their
location and sets down a new marketing
agenda and communication strategy, which
then becomes an inspiration for subsequent
development. Successful projects of this kind
lay down a new structure for the industry and
the new framework in which competition
will oecur and develop, setting future stan-
dards for some time to come. Market assess-
ment for such unique attractions is notori-
ously difficult. For example the estimates of
visitor numbers for the Millennium Dome
ranged from 8 million to 17 million. Twelve
million was the figure that the Government
was prepared to accept and budget for, on the
basis that it was meant to be a public festival
for everyone who might want to come. In
these circumstances, there is a need to build
up a large database of market trends in dif-
ferent leisure activities, make future change
assumptions (predictions) and consider the
project in a 'with and without' situation. De-
veloping project scenarios so as to give a
thorough understanding of what is being pro-
posed and the risks involved is more impor-
tant than the actual projections, though the
latter are required to give dimensions to the
project and to assess its impact on the econ-
omy.

5.8. Product Life Cycle

From a market perspective, at the heart of
the attraction product and its development is
the encouragement of repeat visits, unless the
market for the experience is global, which
therefore provides a catchment population
that is to all intensive purposes infinite in
size, since it is continually being replenished.
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stven dozivljaj, koji su nastali iz logisticki
generirajucih procesa."'"

Figure 3 shows two product life cycles, one
for repeat visitors and the other for the once
only experience, that are derived from
logistic generating processes"''.

SUka 3. ¿ivotni ciklus atrakcija

Figure 3 Attraction Life Cycie
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Zabavne atrakcije poput kina i kazalista
mogu opstati na samo jednoj kupnji doziv-
ljaja jer neprestano mijenjaju jezgru. dok
tematski parkovi sadrze uzbudljive voznje
za koje postoji ponovna potraznja koja se
pojaôava sa stalnim programom novih i po-
novno obradenih tema kako bi se potrosace
uvjerilo da se vrate. Slicno je i sa sadrzajima
shoppinga koji staino obnavljaju svoje proi-
zvode u skladu s modom. Ali za vecinu at-
rakcija koje nisu napravljene u tu svrhu, nji-
hova sposobnost da odrze broj posjeta je
funkcionalno vezana uz velicinu i dinamiku
njihovog trzista i njihovu sposobnost da
promijene bitne sUkobraze i poboljsaju ih
pomocu specijalnih dogadaja i ostalih do-
datnih sadrzaja. U tom smislu nacionalne
gaierije su u znatnoj prednosti zbog velicine
zbirki; na primjer. ranije spomenuti Muzej
Victorije i Alberta izlaze tek oko 3% od vise
od 4 milijuna izlozaka koje ima na raspola-
ganju, premda ih je jos vise dostupno u nje-

Entertainment attractions, such as cinemas
and theatres are able to survive on one time
only purchases of the experience, because they
continually change the core, while theme
parks embody thrill rides for which there is a
repetitive demand that they reinforce with a
rolling programme of replacement and re-
theming to persuade their customers to return.
Similarly, leisure shopping facilities continu-
ally replace their merchandise in line with
fashion, but for the majority of visitor attrac-
tions that were not built for such purposes,
their ability to maintain attendances is func-
tionally related to the size and dynamics of
their market, and their capacity to alter the
core imagescape and supplement it by special
events and other supporting features. To this
extent, national museums are at a considerable
advantage because of the size of their collec-
tions; for example, the Victoria and Albert
Museum, mentioned earlier has only about

Lundtorp, S.. and Wanhill, S. (2001). Resort life cycle theory: generating processes and estimation. Annals of
Tourism Research, 28(4), 947-964.
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govim prostorima za citanje, uöenje ili tis- three per cent of more than four million ob-
kanje. Muzeji i galerije mogu organizirati
posebne postave i ukljuciti se u medunaro-
dnu razmjenu vrhunskih izlozaka.

jects on public display, although more are ac-
cessible in its reading, study and print rooms.
They are able to put on special exhibitions and
engage in lending/borrowing prize exhibits
internationally.

Slika 4. ¿ivotni ciklus mijeSanog trziSta

Figure 4 Mixed Market Life Cyele
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Slika 4 prikazuje kombinirano trziáte za
jednokratne i povratne posjete spajajuci
dvije krivulje na Slici 3. Mnoge atrakcije
prolaze kroz fazu slave, bilo da se radi o pri-
guâenoj potraznji da se vidi zbirka, kao êto
je slucaj kod muzeja, o ôemu svjedoôi ranije
spomenuti primjer Kraljevske oruzarnice,
bilo da proizvod nudi potpuno novi doziv-
ljaj na tom polju. Sto je na trzistu veci udio
posjetiteija koji su tu tek prvi put, to se cik-
lus penje vise i pad na odrzivu razinu je
veci, kao ato ilustrira Slika 4.

Figure 4 shows the combined market for
once only and repeats by joining the two
curves shown in Figure 3. Most attractions
pass through a celebratory phase, either be-
cause there is a pent-up demand to see a
collection as in the case of a museum, as
witnessed by the example of the Royal Ar-
mouries cited earlier, or the project offers
the newest experience in its field. The
higher the proportion of first time only
visitors in the market, the more peaked is
the cycle and the greater is the drop to a
sustainable level, as illustrated in Figure 4.
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6. USPJEáNA INOVACIJA
ATRAKCIJA

Kada je vecina atrakcija nekorporativna,
a mnoge neprofitne i nemaju konvencio-
nalne pokazatelje dobiti ili gubitka veo
samo nekoliko ciljeva nastalih zbog razlici-
tih idéala, nije lako procijeniti sto je ono sto
Ôini uspjeSnu inovaciju. Sljedeci kriteriji
mogu posluziti kao temelj za priznavanje
uspjeha:

• Atrakcija zadovoijava deklarirane Í is-
kreno zacrtane ciljeve. poput kvalitete
dozivijaja, zadovoljavanje posjetitelje-
vih ciljeva i osiguravanje kontinuirane
potraznje;

• Povecava sanse za opstanak tvrtke;

• Dodaje viêe vrijednosti, bez obzira na
nacin mjerenja, nego sto se konzumi-
ralo;

• Ne sprjeCava vrednije inovacije;

• Rezultati poslovanja zadovoljavaju mje-
rila koja opravdavaju inovaciju;

• Prilagodljiva Je buduóim promjenama
glede posjetiteljevog ukusa i oôekivanja.

Pokazano je da je vezivanje uz slikobraz
znaôajna komponenta populamosti at-
rakcije. Komercijalne atrakcije, bile to "ja
takoder" projekti niskog rizika ili "Cudesni"
projekti visokog rizika, pokusavaju ispuniti
ove kriterije uspjeánosti stvaranjem vrijed-
nosti za novae oko reproduktivnih slikob-
raza koji manje ili viáe imaju opcu privlaà-
nost. Mediji takoder mogu pretvoriti nepoz-
nate atrakcije u reproduktivne sUkobraze
koristeci ih kao kulise za fiimove i televizij-
ske programe""'̂ ^, premda Beeton̂ "̂  upozo-
rava na pretjeranu medijsku agresivnost u
ovakvim situaeijama. Ideja o uporabi repro-

6. SUCCESSFUL ATTRACTION
INNOVATION

When the majority of attractions are
non-corporate and a good many are in the
not-for-profit sector and do not have a con-
ventional 'bottom-line', but rather several
objectives arising from different ideals, it is
not easy to assess what constitutes success-
ful innovation. The following criteria may
serve as the basis for recognising success:

• The attraction meets stated and honestly
intended goals, such as offering a quality
experience, meeting visitor targets or en-
suring continuous demand;

• Enhances the survival of the organisa-
tion;

• Adds more value, however measured,
than is consumed;

• Does not stand in the way of more valu-
able innovations;

• Operational performance meets bench-
marks that justify the innovation;

• Can be adapted to future changes in visi-
tor tastes and expeetations.

It has been shown that imagescape asso-
ciation is a significant ingredient in the
popularity of an attraction. Commercial at-
tractions, whether they are low risk 'me too'
developments or high risk 'wonder' pro-
jects, try to meet these success criteria
through creating value for money around
reproductive imagescapes that have more or
less universal appeal. The media are also
capable of taking unknown attractions and
developing them as reproductive images-
capes through their use as backdrops for
films and television programmes^''^^,
though Beeton"'"' warns about excessive me-
dia hype in these situations. The idea of

'̂ Riley, R., and Van Doren, C. (1992). Movies as tourism promotion: a 'pull' factor m a 'push' location. Tourism
Management, 13(3), 267-274.

"Tooke, N.. and Baker, M. (1996). Seeing is believing: the effect of films on visitor numbers to screened loca-
tions. Taiiri.-im Management, 17(2), 87-94.

" Bcelon. S. (2006). Understanding lilm-induced tourism. Tourism Analysis, 11(2), 181-188.
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duktivnih slikobraza naziva se "reverzni"
razvoj proizvoda ^ i jasnoje vidljiva kod in-
dustrijskih atrakcija gdje se konacni proiz-
vod proizvodnog procesa koristi kao sasto-
jak u kreiranju posjetiteljevog dozivljaja.
Muzeji i galerije koriste ovu formulu izla-
zuci predmete i radove od kojih mnogi mo-
¿da vec imaju posebnu vrijednost i asocija-
ciju u posjetiteljevoj glavi cak i na stimula-
tivnije nacine.

Izgleda, dakle, da je stvaranje reproduk-
tivnih slikobraza dovoljan uvjet za uspjeh
atrakcije kod pubiike, sto podlijeze ima-
nentnoj neizvjesnosti nudenja dozivljajnog
proizvoda iako nije i neminovno uvjet za
sve atrakcije. Sydneyska opera odmah je
postala popularni simbol íim su neugodne
¿injenice vezane uz financije zaboravljene.
Danas se inovativna arhitektura razvija kao
sastavni dio novih atrakcijskih projekata. To
daje tezinu argumentu koji cesto koriste in-
stitucije koje se bave ovim stvarima, a taj je
da umjetnost i kulturne atrakcije treba vred-
novati same za sebe a da posljedice varija-
cija njihovih finaneijskih i ekonomskih re-
zultata nisu vazjie, sto evaluaciju cini nebit-
nom. Iz Perspektive drustvene skrbi, opee je
prihvaceno da su kulturne aktivnosti javna
dobra koja za drustvo kao cjelinu generiraju
potrosaike izvanjske sadrzaje poput po-
boljsanja kreativnosti stanovnistva, kvalitete
¿ivota, identiteta, drustvene kritike, estetike,
pluralizma i tako dalje. Ovo su valjani
argumenti za dobivanje pomoci ili potpore
javnog sektora, ali evaluacija se jos uvijek
moze provoditi uporabom surogatnih
trzisnih tehnika kao sto je Metoda neizvjes-
nog vrednovanja (CVM)''^. To je relativno
nova metoda analiziranja koja pristupa di-
rektno tako da uspostavija hipotetska trzista
za odredenu atrakciju i ispituje uzorak
osoba 0 njihovoj spremnosti da plate za neki
projekt. Termin CVM se koristi jer odgovori

using reproductive imagescapes has been re-
ferred to as 'reverse' product develop-
ment '̂', and is plainly evident in industrial
attractions where the final output of the
manufacturing process is used as an input
for creating the visitor experience. Muse-
ums and galleries also follow this formula
by displaying objects and works, many of
which may already have a high intrinsic
value and assoeiation in the public's mind,
in ever more stimulating ways.

It seems therefore that creating a repro-
ductive imagescape is a sufficient condition
for attraction success with the public, subject
to the inherent uncertainty involved in pro-
viding an experiential good, but not a neces-
sary condition for all attractions. Thus the
Sydney Opera House became an immediately
popular symbol once the financial embar-
rassment was put aside. Today innovative ar-
chitecture is evolving as an integral part of
new attraction development. This lends
weight to the argument often put forward by
institutions dealing with these matters that
arts and cultural attractions should be valued
for their own sake, and the consequences
when they vary in their economic and finan-
cial outcomes are unimportant, so that
evaluation is irrelevant. From a welfare per-
spective, it is accepted that cultural activities
are public goods that generate consumption
externalities for society as a whole, sueh as
adding to the creativity of the population,
quality of life, identity, social criticism, aes-
thetics, pluralism and so forth. These are le-
gitimate arguments for public provision or
subsidy, but evaluation is still possible using
surrogate market techniques, such as the
Contingent Valuation Method (CVM)". It is
a relatively recent method of analysis that
takes a direct approach by setting up hypo-
thetical markets for the attraction in question
and surveying a sample of individuals for their
willingness to pay for any developments. The

" Barras, R. (1986)- Towards a theory of innovation in services. Research Policy, 15, 161-73.

" Dwyer L, Forsyth P., and Spurr R. (2006). Assessing the economic impacts of events: a Computable General
Equilibrium approach, Journal of Travel Research, 45(1), 59-66.
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ovise o situaciji na hipotetskom trzistu koje
ispitivac opisuje potrosacu ili nepotrosacu
nakon ukijuôivanja opee populacije u uzo-
rak. Na taj nacin CVM je jedina metoda
kojom se moze procijeniti sveukupna vrije-
dnost {uporaba, neuporaba i opcijska vrijed-
nost) kulturnih iti bastinskih atrakeija na ko-
rist lokalne zajednice.

U suprotnosti s ovim, kretanje javnog
sektora prema vecoj trzisnoj orijentiranosti
u trosenju javnog novea, koju podrzavaju
ministarstva financija, dovelo je operativne
potraznje za boljim gospodarstvenim rezul-
tatima javno potpomognutih atrakcija koje
SU prilagodene posjetiteljima. Trzisni mo-
deli koriste se kako bi se ocijenio njihov
ekonomski utjecaj na siroj platformi u
skladu s njihovim doprinosom kao dio turi-
stickog proizvoda lokalnoj ekonomiji.''
Kada se naplacuju ulazniee, obicno se
naglasava neka razina financijske odrzivosti
u smislu povrata troskova sto neprofitne at-
rakcije priblizava onim komercijalnima.
Neuspjesne javno financirane atrakcije s
pravom izazivaju prezir kod nekih komer-
cijalnih operatora. Oni tvrde ukoliko javno
financiranje i infiacija proizvoda rezultiraju
situacijom gdje nema odnosa izmedu troska
isporuke i onoga sto potrosac stvarno placa,
onda je to sluôaj predatorskih cijena (teh-
niöki se definiraju kao eijene ulazniea koje
SU ispod prosjecnog promjenjivog troska is-
poruke} na prezasicenom trzistu i koje ce im
vjerojatno nanijeti komercijalne stete. Vlade
SU osjetljive na ovu vrstu kritike Í zbog toga
je vazno uravnoteziti ishode s prioritetima
pripisanim raznim ciljevima i eliminirati su-
kobe koliko je to moguce. Zanemarivanje
prethodnog cest je izvor nesporazuma ciji su
ishod atrakcije koje mozda ne mogu zado-
voljiti kriterije uspjesnosti jer ce rasplinja-
vanje ciljeva zamagliti slikobraz dopustajuci
prihvacanje gotovo svakog ishoda sto onda
iskrivljuje svaki sustav dobivanja povratne

term CVM is used because the responses
depend on the hypothetical market situation
that the interviewer describes to the consumer
or non-consumer when the population at large
is taken into the sample frame. In this manner
CVM is the only method capable of es-
timating the total value (use, non-use and
option value) of a cultural or heritage at-
traction for the benefit of the local community.

In contrast to this, movements towards
greater market orientation in public spending,
supported by government finance ministries,
have led to operational demands for im-
proved economic performance from publicly
supported attractions that have been adapted
for visitors. Market models are used to
evaluate their économie impact on a wider
platform in accordance with their contribu-
tion to the local economy as a component of
the tourist product̂ *. When admission is
charged, some level of financial viability in
terms of cost recovery is usually stressed,
which brings not-for-profit attractions closer
to the workings of commercial operators.
Failing public sector attractions rightly raise
scorn from commercial operators. They ar-
gue that if publie funding and project infia-
tion results in a situation where there is no
relationship between the cost of delivering
and what the customer actually pays, then
this is a case of predatory pricing (technically
defined as the admission charge being below
the average variable cost of provision) in an
over-supplied market that is likely to harm
them commercially. Governments are sensi-
tive to this kind of criticism and so it impor-
tant to balance outcomes against the priorities
assigned to the various objectives and to
eliminate, as far as possible, confiicts. Ne-
gleeting to do so is the source of frequent
misunderstandings, resulting in attractions
that may not meet the success criteria, since
goal diffusion will keep the imagescape
vague, allowing almost every outcome to be
reconciled, which in turn disrupts any feed

'*• Epstein, R. (2003). The regrettable necessity of Continuent Valuation. Journal of Cultural Economics. 27(3),
259-274.
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informacije kojim bi se otkrile greske te se
tako zaobilaze promjene kao odgovor na
trzisne trendove.

Dodatna komplikacija za "cudesne" at-
rakcije je njihova razina jedinstvenosti stoje
sluöaj sa projektima koje je financirala bri-
tanska Milenijska komisija (Millenium
Commission); sto je atrakcija jedinstvenija,
to se teze moze usporedivati s drugima sto
joj onda omogucava da slijedi svoj unutarnji
kriterij poslovanja. Vanjska se kritika moze
odbaciti tvrdnjom da je "veüki korak unap-
rijed" onkraj vizije i razumijevanja kriticara.
Ipak, pouke iz proslosti su jasne: velike pro-
jekte ne treba realizirati ako njihova fun-
kcija nije jasna, ako se ne razmisija o ra-
zmjestanju posjetitelja s drugih lokacija i
ako "prava" studija isplativosti nije naprav-
ljena kako bi se priroda mogucih rizika u
potpunosti shvatila i prihvatila.

Ranije je primijeéeno da je anticipativne
slikobraze teSko smjestiti u tríisni kontekst,
tako da ovdje metodologija ocjenjivanja
obicno ima oblik socio-politicke procjene
gdje se imenuje grupa struónjaka koji proc-
jenjuju vrijednost kulturnog dogadaja i sav-
jetuju relevantne vlasti. Motivi zagovaranja
ovakvih atrakcija idu od vizionarske "velike
ideje" kroz racionalne filozofske i ideje dru-
Stvene skrbi, lokalnog ponosa i prestiza do
slabo prikrivenih izbornih kalkulacija. S ob-
zirom na sve gore navedeno, javni su sluz-
benici itvijek tijekom pripremnih mjeseci
prije politiíkih izbora zabrinuti huce li
projekti koji ne uspijevaju preskociti
ekonomske prepreke, ali su javnosti veoma
vidljivi, dobiti zeleno svijetlo. Stoga ce u
ovom sluöaju socio-politicka procjena biti u
suprotnosti s projektnim ciljem izgradnje
odrzive turisticke atrakcije, kao u sluôaju
Milenijske kupole gdje se politika znatno
mijesala u rad tvrtke New Millenium
Experience Company koja je odabrana za
vodenje projekta. U ovakvim sluôajevima
javni sluzbenici traze pismena uputstva mi-
nistara kako bi se osigurali od odgovomosti
u odnosu na javne financije u sluöaju

back system to recognise malfunctions, thus
avoiding change in response to market
trends.

An added complication for 'wonder' at-
tractions is their degree of uniqueness, as in
the case of developments funded by the UK
Millennium Commission: the more particular
the attraction, the less it can be compared to
others, making it easier to pursue its own in-
ternal criteria of performance, Outside criti-
cism can be dismissed by stating that the
'great leap forward' is beyond the vision and
understanding of those who criticise. Yet the
lessons of the past are clear: major attraction
projects should not be undertaken unless
their function is clear, visitor displacement
from elsewhere has been considered, and a
'proper' feasibility study has been carried out
so that the nature of the risks involved are
thoroughly understood and accepted.

It was noted earlier that anticipatory im-
agescapes are diftlcult to place within a mar-
ket context, so the appraisal methodology
here is commonly in the form of socio-politi-
cal assessment, whereby a panel of experts is
appointed to evaluate the worth of a cultural
event and give advice to the relevant author-
ity. Advocacy for such attractions ranges
from the visionary 'big idea', through ra-
tional philosophical and welfare values,
community pride and prestige, to barely con-
cealed electoral calculations. In respect of the
latter, it is always a matter of some agitation
to public servants, during the preparatory
months before a political election, as to
whether such projects, which fail economic
hurdles but have a high visibility, will receive
permission to go ahead. Thus, in this in-
stance, the socio-political assessment will run
counter to the project objective of building a
viable tourist attraction, as was the case for
the Millennium Dome, where there was con-
siderable political interference with the deci-
sions of the organisation created to run the
event, the New Millennium Experience
Company. It is in such cases that civil ser-
vants ask for written ministerial instructions
to ensure that matters of accountability for
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promjena u trenutnoj vladi. Naravno. mora
se priznati da ekonomska racunica nije u
stanju pokriti sve aspekte procesa evaiuacije
atrakcijskog projekta. Kada bi to ona bila u
stanju, onda ne bi bilo potrebe za osobom
koja donosi odiuke. Stoga su u konacnici svi
atrakcijski projekti koje podrzava javni
sektor do odredene granice podlozni socio-
politickoj procjeni.

public funds are settled, should there be any
change in the government of the day. Of
course it must be recognized that economic
calculus cannot cover all aspects of the at-
traction evaluation process. If it were to, then
there would be no need for a 'decision-
maker', thus, in the fmal analysis, ail publicly
supported attraction projects are subject to
socio-political assessment to some degree.

7. ZAKLJUCCI

Kada se bavimo posjetitelj skim atrakci-
jama broj permutacija vezanih uz raznoli-
kost slikobraza (Tablica 1), organizacija
(Tablica 2) i naôina klasifikacije atrakcija je
neizmjeran. Iz Perspektive inovacije korisna
je ona klasifikacija koja ce smjestiti atrak-
cije na skalu koja na jednom kraju ima one
koje su izgradene ili dizajnirane za potrebe
posjetiteija, i koje su u manjini, a na drugom
kraju navesti resurse i sadrzaje koji nisu za
posjetitelje niti im se mogu prilagoditi. Ve-
cina atrakcija je razmjestena izmedu ova
dva pola, Ovo je povezano s vlasnistvom i
brojnim ciljevima koji pritiscu razne vlas-
nicke strukture. Kada se atrakcije prilagode
posjetiteijima, raste i pritisak da se uspjeh
interpretira u smislu kvalitete dozivljaja i
broja posjetiteija.

Pod pretpostavkom daje broj posjetiteija
cilj poslovanja, kijucni atrakcijski koncepti
- trziste, sUkobraz i lokacija - a primijetili
smo da je za veéinu atrakcija njihova loka-
cija vec predodredena okolnostima, sto
samo po sebi predstavlja imanentnu opas-
nost vezanu za sposobnost dopiranja do tr^i-
sta. Cak i za neobvezne atrakcije dostupnost
lokacija u razvijenom svijetu je limitirana i
u mnogim slucajevima je podlozna javnoj
kontroli. Ovo daje vécu tezinu spletu trzista-
slikobraza (Tablica 3), razini neizvjesnosti
povezanoj s razinom inovacije i potrebi za
razvijanjem slikobraza za kojim je potraznja
viâe-manje stalna kroz univerzalnost nje-
gove popularnosti. Dok je ovo spremno pri-
hvaceno u slucaju zabavnih atrakcija, u mu-

7. CONCLUSIONS

When dealing with visitor attractions it
will be readily appreciated that the number of
permutations to do with the variety of im-
agescapes (Table 1). organisations (Table 2),
and ways of classifying attractions are im-
mense. From an innovation perspective, a
u-seful classification is to place attractions on
a scale that has at one end those that have
been built or designed for visitor purposes,
which are in the minority, and at the other,
resources and facilities that are neither for
visitors nor can be adapted for them, with the
bulk of attractions spread out between these
two poles. This is linked to the pattern of
ownership and the multiple objectives that
beset different ownership structures. Once
attractions have been adapted for visitors then
pressure builds up to interpret success in terms
of the quality of the experience, visitor
numbers.

On the presumption that visitor numbers
are a performance target, key attraction con-
cepts - the Market, Imagescape and Location
- for the majority of attractions is their
location and is already proscribed by cir-
cumstances, which in itself has inherent dan-
gers to do with being able to reach out to the
market, and even for footloose attractions the
availability of sites in the developed world is
limited and found to be, in many instances,
under public sector control. This throws
greater weight on the Market-Imagescape
mix (Table 3), the degree of uncertainty as-
sociated with the level of innovation and the
need to develop an imagescape for which
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zejskom svijetu obveza za populariziranjem
proizvoda potakla je zabrinutost zbog pret-
jerane izreziranosti dozivijaja, u smislu pre-
tjeranog naglaska na tehnologiju, sto onda
prenaglasava medije a ne poruku koja je ut-
jelovljena u temelj resursa.

Untar komcrcijalnog sektora uspjesne at-
rakcije su obicno one koje su pratile obmuti
slijed razvoja proizvoda; to jest, stvarale re-
produktivne sltkobraze od proizvoda dizaj-
niranih za druge svrhe i druge industrije.
Sliíno je i s neprofitnim sektorom, model
reverznog razvoja proizvoda podrzava op-
sewaciju da su najboiji muzeji oni koji
imaju dobre zbirke i koriste tehnologiju
kako bi dodali vrijednost dozivljaju. Koris-
titi se samo tehnologijom znaci uci u cikius
mode (slióno "dvo- ili trogodisnjem feno-
menu tobogana" luna parkova) koji mogu
biti neodrzivi na dugi rok premda se taj put
ne smije mijesati s velikim muzejima koji
postupno moderniziraju ili obnavljaju svoje
razne odjeie. Stoga, uspjesna inovacija raz-
voja atrakcije podrazumijeva kreiranje sli-
kobraza s jakim asocijacijama koje su razli-
Éite, ali ne previáe, a dovoljno su fleksibilne
da potiÊu posjetitelje na ponovne posjete.

demand is more or less continuous through
the universality of its popularity. While this
is readily accepted in the case of entertain-
ment attractions, in the museum world, the
commitment to popularising the product has
raised concerns about over-staging the ex-
perience, in the sense of being too techno-
logically driven, which over-emphasizes the
media rather than the message embodied in
the resource base.

Within the commercial sector, attractions
that are flourishing are often those that have
followed the reverse product development
sequence; namely, the creation of reproductive
imagescapes from products designed for other
purposes and in other industries. Similarly, in
the not-for-profit sector, the reverse product
development model supports the observation
that winning museums are those that have
good collections and use technology to add
value to the experience. To take the
technology route alone is to embark on a
fashion cycle (similar to the *two-three year
rollercoasterism' phenomenon of ride parks)
that may be unsustainable in the longer term,
though this route is not to be conftised with
major museums that sequentially update or
renew their various departments as a matter of
course. Successful innovation in attraction
development is therefore about the creation of
imagescapes that have strong associations, are
different, but not too different and are flexible
enough to encourage visitors to retum.
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