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Executive Summary

The National Creative Industry Policy (DIKN) framework categorises creative industries 
into three main sectors: Creative Multimedia, Cultural Heritage, and Cultural Arts. Its goal 
is to enhance the creative economy. However, it encounters difficulties in standardising its 
various sub-sectors.

The Malaysian film industry faces challenges such as linguistic diversity, funding 
constraints, and limited creative freedom; this results in a fragmented market and in 
underperformance compared to foreign films.

Strict censorship and funding difficulties pose significant challenges to filmmakers in 
Malaysia, hindering their creativity and economic viability. To foster a vibrant and 
commercially successful creative industry, it is essential to relax censorship regulations and 
increase financial support.

This article addresses current challenges and examines policies adopted by other countries 
for developing the creative industries sector. The study employs a comparative analysis and 
synthesis of the literature on creative industry concepts and policies, advocating for a 
medium-to-long-term approach to guide sustainable creative industry cluster policies.

Policymakers need long-term strategies to support filmmakers, improve creative output, and 
enhance business understanding. Learning from successful international policies is crucial.

Global Trends

The global multimedia creative industry is thriving, and Malaysia needs to participate actively in it. 
Recent data from the United Nations Conference on Trade and Development's (UNCTAD) 2024 
Creative Economy Outlook shows that in 2022, creative services exports worldwide were $1.4 trillion 
(29% increase since 2017) while creative goods exports worldwide were $713 billion (a 19% increase 
since 2017)2. In the same report, UNCTAD also mentions that Malaysia’s creative goods exports put 
itself as the eighth best among developing countries, attributing “software, video games and recorded 
media” for contributing 62% of its $12.5 billion export value.

There exists an opportunity to leverage Penang’s technological and infrastructural developments to 
benefit Malaysia’s performance in the multimedia creative industry market. 

This policy brief provides a brief overview of the multimedia industry’s policy landscape in Malaysia, 
highlight promising achievements of today’s local artists and filmmakers within international spheres, 
and outline policy recommendations that will respond to industry challenges productively. 
Throughout the discussion, we include case studies and analyses that illustrate how the policies 
benefit other economies around the world.   

Creative Multimedia Industries in Malaysia: Challenges and Opportunities

Malaysia’s creative industry encompasses various fields, which not only creates significant job 
opportunities but also encourages artistically oriented students to hone their creative and critical 
thinking skill sets. In the film industry, for instance, the creative works of directors P. Ramlee and 
Yasmin Ahmad were known to tackle complicated societal topics while emphasising good social 
values; as such, their legacies continue to inspire and educate both audiences and artists alike3. 

Recognising the profound impact such ground-breaking work has had on the nation's creative and 
economic landscape, the Malaysian government launched the 2010 National Creative Industry Policy 
(DIKN), which aimed to empower the creative industries by setting principles that would raise public 
awareness, improve output quality, and enlarge the domestic or international market4. Apart from 
outlining 11 strategies and some action plans, the DIKN categorises creative offerings into three main 

sectors as shown below, encompassing a total of 14 different sub-sectors. For our present scope, we 
will provide further discussion about the sub-sectors within the creative multimedia industries 
umbrella.

Table 1: DIKN’s classification of 14 creative sub-sectors in the creative 
industry (creative multimedia industry sub-sectors highlighted).

1 From University of North Carolina at Chapel Hill.

Source: Dasar Industri Kreatif Negara (DIKN) (2009)

Policy scholars such as Khoo Suet Ling make the valid criticism that the DIKN’s holistic scope does 
not lend itself to systematic integration with urban development, thereby diminishing any cultural 
emphases in policy agendas5. As a policy text, it assumes that creativity is inherent in the output of 
these industries6, homogenises ‘preservation’ and ‘conservation’ as creative activities when it 
involves various other disciplines and provides little differentiation7. While awareness of the creative 
industries’ activities has emerged from the DIKN, the resultant generalisation of said activities makes 
it difficult to produce policy prescriptions that are SMART—i.e., specific, measurable, achievable, 
relevant, and time-sensitive.

Indeed, the DIKN can only remain as ‘a mere blueprint without running its actual course’ because it 
cannot provide sufficient guidelines for stakeholders to navigate logistical hurdles such as 
bureaucracy, poor coordination, mistrust and a perception that components of the industry are being 
marginalised from national development’8. For instance, research by Rosli Borhan, Zairul Anuar and 
Sharip Zainal (2022) shows that the absence of policy-level accountability has put workers within the 
Malaysian film industry at risk of payment delays and unfair salaries, which can demotivate workers 
and impact the quality of production9. Also relevant is Abdul Razak and Ahmad Syuhaidi’s 2018 
research, where they found that human capital problems such as the following can spiral and 
perpetuate negative realities of working in the industry: insufficient funds and capital, poor script 
quality, a lack of scripts in the FINAS script bank, harsh competition for broadcasting slots, and 
narrative weaknesses10.
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Creative Multimedia 
Industries

Creative Cultural Heritage 
Industries

Creative Arts Industries

Film and TV Production Museum Crafts
Advertising Archives Visual Arts
Animation & Digital Content Preservation Performing Arts
Design Conservation Music

Creative Writing
Fashion and Textiles

Source: Dasar Industri Kreatif Negara (DIKN) (2009)
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This critique gives voice to a perceived helplessness that prevents the formation of substantial creative 
industry policies. Khoo says that ‘the absence of a distinctive city-level policy [cannot] steer holistic 
urban development’11. Professional respondents of her study reported how creative industries are 
viewed as “filler in programmes” that do not receive any write-up; even if they do, they are 
underwritten as elements, not as distinctive policies12.

Arguably, one can attribute this policy apathy to the visible strides that Malaysians have taken within 
the creative industry. For instance, we can look at the international success of its filmmakers. 
Malaysian directors from all backgrounds brought home worldwide recognition through various film 
screenings and prizes, including the renowned Cannes Film Festival in France. These achievements 
as shown in Table 2 below illustrate the robust creative potential within Malaysia's film industry. 
Although many awards were for short films, these achievements highlight the ability of Malaysian 
filmmakers to create compelling visual narratives, pointing to an opportunity for Malaysia to emerge 
as a significant player in the global creative multimedia industry.

Another example would be the animation and digital content sub-sector, which leverages the latest 
technological advancements to produce innovative products. Major examples include Les' Copaque 
Productions’s popular 3D-animated TV series “Upin and Ipin” and Animonsta Studios’s animation 
franchise “BoBoiBoy”. These sectors are gaining significant legitimacy and validation from the 
public, attracting valuable foreign investment. However, despite its integral role for the industry, the 
local film and TV production sub-sector remains fragmented. 

To see how the Malaysian government demonstrates an awareness and willingness to help, one does 
not need to look further than the Digital Content Ecosystem (DICE) policy, which is spearheaded by 
MDEC. This policy aims to accelerate the animation and digital content sub-sector as a driver of 
economic growth in Malaysia by strengthening human capital, enhancing the industry’s value chain, 
driving the commercialisation of intellectual property (IP), and elevating the nation’s ecosystem to 
global standards. The policy focuses on building local talent and companies, attracting investments 
and fortifying the ecosystem through partnerships between the government and the private sector13. 
Given the success of the DICE policy, there is a pressing need to revise the policy governing the film 
industry. The primary objective of the policy is to promote creativity and ensure sustainable economic 
and social benefits. Despite the policy's generally positive impact over the past decade, the vibrancy 
of Malaysia's creative economy still lags behind Asian countries such as Thailand and Indonesia14.

Whichever the case, substantial investments and financial support in this industry in the form of 
sufficient funds and financial assistance is crucial to developing, producing, and marketing creative 
works. 

 

Source: Dasar Industri Kreatif Negara (DIKN) (2009)
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Table 2: Recent achievements within the Malaysian film industry, amended 
and adapted from FINAS (National Film Development Corporation Malaysia).

Source: Dasar Industri Kreatif Negara (DIKN) (2009)
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No. Film & Directors FINAS Film 
Category Festival Country Status Award

1

ABANG ADIK (2023) 
[dir. Jin Ong & Angelica 
Lee]

Film (motion 
picture)

Film De Bourg France Winner Audience 
Award

Winner Ecumenical 
Jury Award

Far East Film Festival Italy Winner White 
Mulberry 
Award

Winner Black 
Dragon 
Award

2

BARBARIAN 
INVASION (2021) [dir. 
Tan Chui Mui]

Film (motion 
picture)

22nd New York Asian 
Film Festival

New York Winner White 
Mulberry 
Award

3rd ASEAN Cinema 
Week

South 
Korea

Screened
Selection

3

HARUM MALAM 
(2023) [dir. Dain Said]

Film (motion 
picture)

15th CinemAsia Film 
Festival

Hong Kong Screened
Selection

Horroant International 
Film Festival

Greece Winner Best 
Director

4

STONE TURTLE 
(2022) [dir. Woo Ming 
Jin]

Film (motion 
picture)

15th CinemAsia Film 
Festival

Hong Kong Screened
Selection

66th San Francisco 
International Film 
Festival

San 
Francisco

Screened
Selection

71st Melbourne 
International Film 
Festival

Australia Screened
Selection

5

COAST GUARD 
MALAYSIA: OPS 
HELANG (2023) [dir. 
Pitt Haniff]

Film (motion 
picture)

Far East Film Festival Italy Screened
Selection

6

TIGER STRIPES 
(2023) [dir. Amanda 
Nell Eu]

Film (motion 
picture)

62nd Cannes Film 
Festival

Italy Winner Critics 
Award

25th Taipei Film 
Festival

Hong Kong Screened
Selection

22nd Neuchatel 
International Fantastic 
Film Festival

Switzerland Winner Best 
Feature Film

27th Fantasia 
International Film 
Festival

Canada Winner Special Jury 
Award

7
HUNGRY GHOST 
DINER (2023) [dir. We 
Chun Jo]

Film (motion 
Picture)

27th Bucheon 
International Fantastic 
Film Festival

South 
Korea

Screened
Selection

8 KUMBANGS (BUGS) 
(2022) [dir. Gwai Lou]

Short Film New York Asian Film 
Festival 

USA Nomination
Selection

9
SOLUNSUG (2019) 
[dir. Vyner Raymond 
Batahong]

Short Story 2023 Busan 
International Kids & 
Youth Film Festival 

South 
Korea

Nomination Ready-
Action 
Award
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Policy Challenges in Creative Multimedia Industries 

A 2019 study that explored the multimedia creative industry sector on local film performance 
revealed that the Malaysian film industry struggles to establish a significant presence in its domestic 
market. However, various programmes through the Digital Content Fund (DKD) such as the Creative 
Industry Economic Immediate Action Plan (Pelaksana), Borneo Pitch, Creative Industry Micro 
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underperform when compared to foreign films (FFs). This consistent underperformance of MFs at the 
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assessment of the local film industry's status and the effectiveness of existing policies designed to 
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Meanwhile, ‘Maryam Pagi Ke Malam’, a local film that premiered at the prestigious International 
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international acclaim. Badrul Hisham, the director and screenwriter of the movie, claims that the film 
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The creative industries have great potential to boost the economy and improve the quality of life in 
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with MYR 17 million— both found success in China17. Both directors built successful careers abroad 
due to unfavourable conditions in their home country.

These directors' success abroad illustrates the importance of a supportive environment for creative 
multimedia clusters. In international markets with fewer censorship constraints and better funding 
opportunities, creative clusters can flourish, enabling filmmakers to achieve greater artistic and 
commercial success.

Source: Dasar Industri Kreatif Negara (DIKN) (2009)

Policy scholars such as Khoo Suet Ling make the valid criticism that the DIKN’s holistic scope does 
not lend itself to systematic integration with urban development, thereby diminishing any cultural 
emphases in policy agendas5. As a policy text, it assumes that creativity is inherent in the output of 
these industries6, homogenises ‘preservation’ and ‘conservation’ as creative activities when it 
involves various other disciplines and provides little differentiation7. While awareness of the creative 
industries’ activities has emerged from the DIKN, the resultant generalisation of said activities makes 
it difficult to produce policy prescriptions that are SMART—i.e., specific, measurable, achievable, 
relevant, and time-sensitive.

Indeed, the DIKN can only remain as ‘a mere blueprint without running its actual course’ because it 
cannot provide sufficient guidelines for stakeholders to navigate logistical hurdles such as 
bureaucracy, poor coordination, mistrust and a perception that components of the industry are being 
marginalised from national development’8. For instance, research by Rosli Borhan, Zairul Anuar and 
Sharip Zainal (2022) shows that the absence of policy-level accountability has put workers within the 
Malaysian film industry at risk of payment delays and unfair salaries, which can demotivate workers 
and impact the quality of production9. Also relevant is Abdul Razak and Ahmad Syuhaidi’s 2018 
research, where they found that human capital problems such as the following can spiral and 
perpetuate negative realities of working in the industry: insufficient funds and capital, poor script 
quality, a lack of scripts in the FINAS script bank, harsh competition for broadcasting slots, and 
narrative weaknesses10.
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Iskandar Malaysia Studios: A Model for Success

Johor is home to Iskandar Malaysia Studios (IMS), a premier destination for filmed entertainment 
production in Southeast Asia. IMS features state-of-the-art film stages, TV studios, water filming 
tanks, and extensive production support facilities, including sound stages, backlots, production 
offices, post-production facilities, props rental, wardrobe, makeup, hair, dressing rooms, screening 
rooms, and workshop space. This studio was established to catalyse and internationalise the 
Malaysian creative industry and to position the Iskandar region as the creative industry's hub. Notable 
productions at IMS include Netflix's 2014 drama series Marco Polo and the Hollywood film Crazy 
Rich Asians. Penang is without any such resources.

Why the Need for Creative Clusters in Penang?

Given that Penang is home to various small-to-medium production companies, such as Filmmakers, 
Tickle U, Image Farm, Lee Video Productions, Peanut Butter Creative Studios, Bold Media, Rising 
One Media and many more, establishing such a hub would centralise their business activities and 
foster creative freedom, entrepreneurship initiatives, and see the emergence of new fields. As our 
comparative analysis will demonstrate later, such a hub also facilitates the blending of knowledge and 
skills across different creative industries, promoting cross-disciplinary collaboration and innovation. 
This synergy can lead to the development of unique creative outputs that may not arise in isolated 
environments18.

The presence of a facility similar to Iskandar Malaysia Studios (IMS) in Penang could significantly 
boost the local creative industry, attract international productions, and consolidate the presently 
scattered efforts in entertainment production. A centralised hub would provide a comprehensive 
support system for creative industries and create a vibrant ecosystem for the arts, complementing 
existing venues like Hin Bus Depot, which already contributes to the local cultural scene with 
performances, movie screenings, markets, and more.

Creative industries rely heavily on technological innovations. Modern filmmaking, for instance, 
utilises   tools such as Computer-generated imagery (CGI), animation, virtual reality, and drone 
cinematography, all deeply rooted in STEAM fields. While most developed countries have leveraged 
the benefits of creativity and innovation to achieve high-income economies, developing countries like 
Malaysia have struggled to replicate this success. Educating students in these technologies through a 
STEAM framework can inspire them to push the boundaries of conventional creative works. 
Malaysia, with its burgeoning tech industry, stands to benefit immensely from producing more 
creative individuals proficient in the latest technological advancements. This synergy can lead to 
ground-breaking artistic works that put Malaysian creatives on the international map.

Penang2030’s master plan aims to boost the creative economy by enhancing arts facilities (Pillar A4) 
and fostering a supportive ecosystem for creative industries (Pillar B4). Key targets include doubling 

7

Source: Dasar Industri Kreatif Negara (DIKN) (2009)
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Sharip Zainal (2022) shows that the absence of policy-level accountability has put workers within the 
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community arts productions, achieving a 50% survival rate for creative start-ups, and increasing the 
creative economy’s GDP contribution from under 1% to 5%. Establishing a centralised creative hub 
would align with these goals, providing the necessary infrastructure and support to ensure the growth 
and sustainability of the local creative industry.

The creative industry can facilitate all these developments. The 12th Malaysian Plan’s (2021-2025) 
Strategy A4, “Maximising the Potential of the Creative Industry,” suggests that the incorporation of 
creative industries provides rewarding job opportunities and increases revenue. To achieve this, 
developing a holistic creative industry ecosystem is essential.

Penang2030 includes agenda item B4, which aims to “foster an ecosystem that nurtures creative 
industries and niche business services by developing talents, attracting skilled Penangites back, and 
incentivising start-ups and social enterprises” (2019). PETACE chairman YB Wong Hon Wai, whose 
office aims to establish Penang as the “artistic hub of Malaysia,” echoes this sentiment. He 
encourages stakeholders to leverage local assets in ways that showcase the state’s distinctions in arts, 
culture, entertainment, and gastronomy.

Implicit in these aspirations is the need to develop Penang’s creative economy. We propose the 
systemisation of its existing creative hotspots as “clusters”—distinct geographic zones where 
companies and talent in the field concentrate strategically to optimise innovation and provide unique 
goods and services. This paper examines clustering literature, including case studies, policy reports, 
and research articles from major and peer countries, to articulate the key factors, opportunities, and 
challenges as they relate to Penang’s local context.

Comparative analysis

In Europe, cities such as Milan, London, and Paris have developed creative industries and built 
creative clusters relatively early, and hence they have gradually become global creative centres. To 
gather a repository of policy suggestions to direct Penang’s leadership efforts, we referred to policy 
briefs and reports on creative hubs and industries, as well as relevant sources such as press releases, 
articles and academic papers that present relevant initiatives and success factors. Table 3 below 
presents this repository for policymaking reference and comparisons.

Source: Dasar Industri Kreatif Negara (DIKN) (2009)

Policy scholars such as Khoo Suet Ling make the valid criticism that the DIKN’s holistic scope does 
not lend itself to systematic integration with urban development, thereby diminishing any cultural 
emphases in policy agendas5. As a policy text, it assumes that creativity is inherent in the output of 
these industries6, homogenises ‘preservation’ and ‘conservation’ as creative activities when it 
involves various other disciplines and provides little differentiation7. While awareness of the creative 
industries’ activities has emerged from the DIKN, the resultant generalisation of said activities makes 
it difficult to produce policy prescriptions that are SMART—i.e., specific, measurable, achievable, 
relevant, and time-sensitive.

Indeed, the DIKN can only remain as ‘a mere blueprint without running its actual course’ because it 
cannot provide sufficient guidelines for stakeholders to navigate logistical hurdles such as 
bureaucracy, poor coordination, mistrust and a perception that components of the industry are being 
marginalised from national development’8. For instance, research by Rosli Borhan, Zairul Anuar and 
Sharip Zainal (2022) shows that the absence of policy-level accountability has put workers within the 
Malaysian film industry at risk of payment delays and unfair salaries, which can demotivate workers 
and impact the quality of production9. Also relevant is Abdul Razak and Ahmad Syuhaidi’s 2018 
research, where they found that human capital problems such as the following can spiral and 
perpetuate negative realities of working in the industry: insufficient funds and capital, poor script 
quality, a lack of scripts in the FINAS script bank, harsh competition for broadcasting slots, and 
narrative weaknesses10.



Global Trends

The global multimedia creative industry is thriving, and Malaysia needs to participate actively in it. 
Recent data from the United Nations Conference on Trade and Development's (UNCTAD) 2024 
Creative Economy Outlook shows that in 2022, creative services exports worldwide were $1.4 trillion 
(29% increase since 2017) while creative goods exports worldwide were $713 billion (a 19% increase 
since 2017)2. In the same report, UNCTAD also mentions that Malaysia’s creative goods exports put 
itself as the eighth best among developing countries, attributing “software, video games and recorded 
media” for contributing 62% of its $12.5 billion export value.

There exists an opportunity to leverage Penang’s technological and infrastructural developments to 
benefit Malaysia’s performance in the multimedia creative industry market. 

This policy brief provides a brief overview of the multimedia industry’s policy landscape in Malaysia, 
highlight promising achievements of today’s local artists and filmmakers within international spheres, 
and outline policy recommendations that will respond to industry challenges productively. 
Throughout the discussion, we include case studies and analyses that illustrate how the policies 
benefit other economies around the world.   

Creative Multimedia Industries in Malaysia: Challenges and Opportunities

Malaysia’s creative industry encompasses various fields, which not only creates significant job 
opportunities but also encourages artistically oriented students to hone their creative and critical 
thinking skill sets. In the film industry, for instance, the creative works of directors P. Ramlee and 
Yasmin Ahmad were known to tackle complicated societal topics while emphasising good social 
values; as such, their legacies continue to inspire and educate both audiences and artists alike3. 

Recognising the profound impact such ground-breaking work has had on the nation's creative and 
economic landscape, the Malaysian government launched the 2010 National Creative Industry Policy 
(DIKN), which aimed to empower the creative industries by setting principles that would raise public 
awareness, improve output quality, and enlarge the domestic or international market4. Apart from 
outlining 11 strategies and some action plans, the DIKN categorises creative offerings into three main 

sectors as shown below, encompassing a total of 14 different sub-sectors. For our present scope, we 
will provide further discussion about the sub-sectors within the creative multimedia industries 
umbrella.

Table 1: DIKN’s classification of 14 creative sub-sectors in the creative 
industry (creative multimedia industry sub-sectors highlighted).

Table 3: Comparative analysis of creative hubs, relevant success factors and 
practices, and policy aspirations.

9

Source: Dasar Industri Kreatif Negara (DIKN) (2009)
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No. Title, Author, and 
Publication Objectives Relevant Takeaways

1 Mapping the 
Readiness of 
ASEAN’s Creative 
Ecosystem.

Sioson, E. P., & 
Korwatanasakul, 
U. (Oct.-Nov. 
2021).
The ASEAN. 

To provide policy 
prescriptions on 
transitioning from 
an industrial to a 
knowledge-based 
economy.

revitalisation of inner-city neighbourhoods and 
rural areas; increase visibility and attractiveness 

institutions; facilitate collaborations that assure the 
spread of cost-sharing and risk (p. 21-25).

2 Clusters and 
Innovation 
Districts: Lessons
from the United 
States Experience.

Baily, M. N., & 
Montalbano, N, 
(May 2018).
Economic Studies 
at Brookings.

To draw lessons 
from analyses 
of clusters and 
innovation 
districts.

Success factors for clusters: core competency, 

business capabilities, sophisticated demand, 
infrastructure provision, idea sharing, regulatory 
environment, skilled workforce, people amenities, 
patience (p. 26-29).

Problem factors for clusters: not examining 
feasibility, picking winners from the top-down, 
incompetence, favoring personal interests over the 
public’s (p. 30).

3 Crafting Creative 
Clusters.

Marnane, K, et al. 
(Apr. 2024).
Urbis - Insights & 
News.

To identify success 
factors that 
can help shape 
thriving creative 
and innovative 
communities.

Success factors for creative clusters: Having a 

creative ecosystem; a strong narrative built on 
place characteristics; an active and engaged 
creative community; strategic cultural planning 
guided by a clear and effective vision; and a 
sensible business strategy (p.3-13).

4 Australian 
Cultural and 
Creative Activity: 
A Population and 
Hotspot Analysis. 
Innovation 
precincts in 
Adelaide.

Cunningham, S., 
& McCutcheon, M.  
(Nov. 2020).
QUT Digital Media 
Research Centre. 

To understand 
the dynamics 
of creative 
hotspots in South 
Australia and the 
interconnections 
between arts and 
science adjacent 
creative hotspots.

The creative sector often models slower, organic 
growth, focused on resilience and embeddedness 
in the local culture and economy; rather than rapid 
growth and scaling (p. 2). 

A representative for a creative hub states that 
connections with other sectors and hubs can make 
sure everyone in the ecosystem can complement 
each other’s activities. Rather than replicating 
developments, hubs can explore their intersections 
and share knowledge and experiences that can 
boost economic growth (p. 12).
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Source: Dasar Industri Kreatif Negara (DIKN) (2009)
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No. Title, Author, and 
Publication Objectives Relevant Takeaways

5 Creative Clusters 
and Creative 
Multipliers: 
Evidence from UK 
Cities.

Gutierrez-Posada, 
D., et al. (Jul. 
2022).
Economic 
Geography. 

To provide a 
realistic picture of 
creative clusters’ 
effect on the 
economy, based 
on U.K. cities.

positive employment multipliers of creative jobs on 
surrounding local service employment” (p. 20).

But if creative-led economic policies are “spatially 
and sectorally blind… they are unlikely to be 

(p. 21).

6 An Interview 
with TAICCA on 
Taiwan’s Cultural 
and Creative 
Industries and the 
Future of Taiwan’s 
Soft Power.

Wu, A. (Jun. 
2022). 
Global Taiwan 
Institute

To understand 
TAICCA’s [Taiwan 
Creative Content 
Agency] role in 
branding Taiwan 
and the challenges 
that exist when 
exporting its 
culture.

Initiatives taken: including creative sectors in 
mandates, using technologies and marketing 
strategies to help brands enter the international 
market,  promoting talent training programs, 
Taiwan’s intellectual property, access to shared 

7 Hin Bus Depot: 
A Decade of 
Stimulating 
Creative 
Resurgence in 
Penang.

Gabriel, I. (Feb. 
2024).
Penang Monthly.

To chronicle Hin 
Bus Depot’s 
revitalization, 
success, 
community 
building and policy 
aspirations.

Aspirations for placemaking: Embrace diversity 
in placemaking; transform abandoned buildings 
into hubs; involve the surrounding community to 
participate and shape the hubs; reuse heritage 
buildings adaptively; incorporate cultural narratives 
into urban planning; incentivise businesses 
and individuals to invest in cultural initiatives; 
simplifying bureaucratic processes; establish 
clear guidelines and support mechanisms; host 
workshops, seminars and outreach programs that 
highlight cultural preservation, urban revitalization 
and community engagement (p. 11).

8 Positioning The 
Creative City 
Agenda Within 
Urban Policy 
Discourse: 
The Malaysian 
Scenario.

Khoo, S. L. (Apr. 
2024).
Kajian Malaysia.

To examine how 
the Malaysian 
creative
city agenda is 
positioned within 
urban policy 
discourse as the 
nation’s structural
base shifts from 
industrial to 
services and the 
creative economy.

Aspirations for policymaking: Operationalize 
terminologies and concepts for clear strategic 
direction, install a sustainable and inclusive model 
of creative and cultural tourism that is aligned with 

culture and creativity across all policy domains and 
interconnections with civic spheres (p. 90-92).



Global Trends

The global multimedia creative industry is thriving, and Malaysia needs to participate actively in it. 
Recent data from the United Nations Conference on Trade and Development's (UNCTAD) 2024 
Creative Economy Outlook shows that in 2022, creative services exports worldwide were $1.4 trillion 
(29% increase since 2017) while creative goods exports worldwide were $713 billion (a 19% increase 
since 2017)2. In the same report, UNCTAD also mentions that Malaysia’s creative goods exports put 
itself as the eighth best among developing countries, attributing “software, video games and recorded 
media” for contributing 62% of its $12.5 billion export value.

There exists an opportunity to leverage Penang’s technological and infrastructural developments to 
benefit Malaysia’s performance in the multimedia creative industry market. 

This policy brief provides a brief overview of the multimedia industry’s policy landscape in Malaysia, 
highlight promising achievements of today’s local artists and filmmakers within international spheres, 
and outline policy recommendations that will respond to industry challenges productively. 
Throughout the discussion, we include case studies and analyses that illustrate how the policies 
benefit other economies around the world.   

Creative Multimedia Industries in Malaysia: Challenges and Opportunities

Malaysia’s creative industry encompasses various fields, which not only creates significant job 
opportunities but also encourages artistically oriented students to hone their creative and critical 
thinking skill sets. In the film industry, for instance, the creative works of directors P. Ramlee and 
Yasmin Ahmad were known to tackle complicated societal topics while emphasising good social 
values; as such, their legacies continue to inspire and educate both audiences and artists alike3. 

Recognising the profound impact such ground-breaking work has had on the nation's creative and 
economic landscape, the Malaysian government launched the 2010 National Creative Industry Policy 
(DIKN), which aimed to empower the creative industries by setting principles that would raise public 
awareness, improve output quality, and enlarge the domestic or international market4. Apart from 
outlining 11 strategies and some action plans, the DIKN categorises creative offerings into three main 

sectors as shown below, encompassing a total of 14 different sub-sectors. For our present scope, we 
will provide further discussion about the sub-sectors within the creative multimedia industries 
umbrella.

Table 1: DIKN’s classification of 14 creative sub-sectors in the creative 
industry (creative multimedia industry sub-sectors highlighted).

Penang can draw several key lessons from the experiences and recommendations outlined in the 
provided sources to enhance its policy for creative clusters. Firstly, the benefits of clustering and 
integration are evident in diverse and integrated ecosystems seen in other regions. Marnane, Saul, 
Luki and Trantis (2024) and Cunningham and McCutcheon (2020) highlight that a well-rounded 
ecosystem which integrates various sectors and fosters collaboration, enhances resilience and embeds 
the creative industry deeply into the local culture and economy. This integration not only revitalises 
inner-city neighbourhoods and increases visibility but also attracts investors and facilitates cost and 
risk-sharing collaborations, as noted by Sioson and Korwatanasakul (2021).

Success factors for creative clusters, as identified by Baily and Montalbano (2018), include core 
competencies, access to funding, and robust infrastructure. Penang should ensure these elements are 
in place to support its creative clusters. Additionally, Marnane et al. (2024) emphasise the importance 
of an engaged creative community and strategic cultural planning. Penang should therefore foster an 
active creative community and develop clear, effective cultural policies.

Addressing potential problem factors is also crucial. Baily and Montalbano (2018) caution against 
top-down approaches and favouring personal interests over public needs. Penang should adopt 
inclusive policies that consider the needs and feedback of the entire creative multimedia community. 
Furthermore, successful clusters often require patience and realistic assessments of feasibility. Penang 
should adopt a long-term perspective, ensuring that initiatives are viable and grounded in practical 
realities.

Knowledge sharing and collaboration are essential for the success of creative clusters. Cunningham 
and McCutcheon (2020) stress the importance of connecting with other sectors and hubs. Penang 
should facilitate knowledge sharing and collaboration between different creative sectors – Film and 
productions, advertising, animation and digital content, and design and related industries to enhance 
overall economic growth. Gutierrez-Posada, Kitsos, Nathan, and Nuccio (2022) demonstrate that 
creative clusters can have positive economic impacts on local service employment. Penang can 
leverage this by designing policies that harness the economic potential of creative jobs to benefit 
surrounding local businesses.

Policy recommendations for Penang should include clear strategic directions, as emphasised by Khoo 
(2024). This involves operationalising terminologies and aligning creative industry clusters with local 
nuances. 

Integrating culture and creativity across all policy domains will ensure a holistic approach to 
policy-making. Gabriel (2024) poignantly suggests embracing diversity, reusing heritage buildings, 
and involving the community in placemaking. Penang can focus on these aspects to foster vibrant, 
inclusive creative spaces. Additionally, insights from Wu (2022) highlight the importance of 
Taiwan’s Creative Content Agency in promoting talent and leveraging international marketing 
strategies which gives productive examples for Penang and Malaysia to emulate. Supporting local 
talent and enhancing global visibility can strengthen Penang’s creative sector.

By incorporating these lessons, Penang can develop a more effective and supportive policy 
framework for its creative clusters, fostering a thriving and sustainable creative ecosystem.
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Source: Dasar Industri Kreatif Negara (DIKN) (2009)

Policy scholars such as Khoo Suet Ling make the valid criticism that the DIKN’s holistic scope does 
not lend itself to systematic integration with urban development, thereby diminishing any cultural 
emphases in policy agendas5. As a policy text, it assumes that creativity is inherent in the output of 
these industries6, homogenises ‘preservation’ and ‘conservation’ as creative activities when it 
involves various other disciplines and provides little differentiation7. While awareness of the creative 
industries’ activities has emerged from the DIKN, the resultant generalisation of said activities makes 
it difficult to produce policy prescriptions that are SMART—i.e., specific, measurable, achievable, 
relevant, and time-sensitive.

Indeed, the DIKN can only remain as ‘a mere blueprint without running its actual course’ because it 
cannot provide sufficient guidelines for stakeholders to navigate logistical hurdles such as 
bureaucracy, poor coordination, mistrust and a perception that components of the industry are being 
marginalised from national development’8. For instance, research by Rosli Borhan, Zairul Anuar and 
Sharip Zainal (2022) shows that the absence of policy-level accountability has put workers within the 
Malaysian film industry at risk of payment delays and unfair salaries, which can demotivate workers 
and impact the quality of production9. Also relevant is Abdul Razak and Ahmad Syuhaidi’s 2018 
research, where they found that human capital problems such as the following can spiral and 
perpetuate negative realities of working in the industry: insufficient funds and capital, poor script 
quality, a lack of scripts in the FINAS script bank, harsh competition for broadcasting slots, and 
narrative weaknesses10.
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Recommendations:

To standardise and boost the economy of creative industry clusters, we propose the following detailed 
strategy with a focus on multimedia creative industries. 

1. Encourage Larger Investments for Future Transformation:
Develop funding programs that support the entire ecosystem of the creative multimedia industry, 
from education and training to production and distribution. Explore funding options from federal 
and state governments, as well as private sector partnerships, to ensure comprehensive support for 
the industry.

Advocate for significant and sustained investments in multimedia creative industry clusters to 
ensure long-term growth and stability in local economies.

Allocate funding to promising start-ups in the multimedia creative industry.

2. Create Dedicated Spaces for the Creative Multimedia Industries:
Develop spaces for the community such as regular exhibitions, expositions, and festivals to 
promote creative industry clusters and their outcomes.

3. Collaborate with Partners and Engage with International Audiences:
Build local and global partnerships with educational institutions, private sector companies, and 
government agencies to leverage resources and expertise. 
Attendance and participation in international competitions and festivals to showcase local talent, 
gain exposure, and attract investment to local multimedia creative industries.

By focusing on these strategic actions, we can create a vibrant and sustainable economy vis-a-vis 
creative industry clusters. 

Promoting Malaysia’s multimedia creative industry clusters will give good returns to Penang in terms 
of economic gains, employment opportunities, and cultural sustainability. A thriving film industry for 
instance can significantly boost Malaysia's economy by creating jobs, enhancing tourism, and 
fostering related industries such as fashion, music, and technology. 

Additionally, films are a powerful medium for cultural expression. 
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