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Comparative Study of the  
Cultural Products and Services Industry 

EU-USA 
 

EXECUTIVE SUMMARY 
 

Prepared for the European Parliament – by EUCLID – July 2003 
 
1. Background 
 
 
1.1 Focus 
 
The focus of the study is the cultural products and services industries in the EU, and similar sectors in the 
US. There have been a number of definitions of the cultural industries sector proposed by various 
governments and other agencies, and this study will focus on the following sectors as they are generally 
acknowledged as the main areas of potential economic impact: 

• Audiovisual: including cinema, video and DVD 

• Broadcasting: including television and radio 

• The music recording industry 

• Publishing 
 
 
1.2 Main Purpose 
 
The main purpose of this study is to identify a range of options that the European Parliament could 
consider, and perhaps adopt as European Community strategy.  
 
This will include: 

• policy options for: 

o the European Parliament 

o the Committee on Industry, External Trade, Research And Energy 

o the European Commission 

o Eurostat 

• technological options for the cultural industries 
These options are outlined in section 2 of this report. 
 
 
1.3 Objectives 
 
The Industry, Research and Energy, STOA Division of the European Parliament has commissioned the 
Study to: 
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• Examine the state of relevant branches of the cultural industries in the European Union and in the United 
States (i.e. undertake a “mapping” exercise across each of the EU & the USA), and 

• Present material in such a way to facilitate comparisons between EU and US production, distribution and 
consumption facts and figures in respect of cultural products and services. 

 
This mapping is encompassed with section 3 of the Full Report. 
 
In mapping the size and structure of the different subdivisions of the European cultural industry and trade 
sector, the Brief notes that the Study will concentrate resources in order to identify results in the following 
four areas of concern: 
• To assess and describe the relative weight of individual cultural sectors in qualitatively (ie in the form of 

tables, charts or graphics) as well as in descriptive terms – such data to include figures relating to 
turnover, consumption, distribution channels, ownership, SMEs vs large players, etc. 

• To assess the economic weight of the cultural industry and to evaluate the need for action, with particular 
regard to finding "the right solutions and support (i.e. financial or fiscal means), as well as a well-defined 
regulatory structure" 

• To differentiate between various categories for the different issues (in accordance with those described in 
the Project Description) and especially having the context of the technological changes as a starting point 

• To ensure that different issues shall be studied in terms of “added value” (for example, in terms of social 
cohesion) as well as economic viability - always with regard to the corresponding conditions in the 
United States. 

 
With regard to the proposed options, it is noted that the objective is not to conduct an exhaustive assessment 
of the prospective benefits of such options, but to provide a comprehensive inventory and review of the main 
issues and options involved in this field. 
 
 
1.4 Issues 
 
The consultants note that the Study has been commissioned in the context of the on-going discussions and 
debates within the European Parliament in respect of European cultural products and services.    
 
Background issues relevant to this project are addressed in Section 2 of the Full Report. 
The activities of the EU in the areas covered by this Report are outlined in section 4 of the Full Report. 
The questions raised in the Brief for this project are addressed in Appendix A of the Full Report. 
 
 
1.5 Rationales 
 
The Brief for this project noted that the rationales for the Study are as follows: 
• The European Union sees a growing positive interdependence between culture and European 

development.  
• The European Union views the cultural industries as a vital part of European identity and a source of 

creativity that may guide future developments in European integration.  
• The European Union considers that Europe's cultural heritage is the principal vector for the transmission 

of regional, national and European cultural identities as well as for the diffusion of our respective values. 
• The European Union understands the cultural sector as being of major importance to its economy and, all 

in all, given the recent increase in cultural production and demand, that the cultural industry represents a 
very important area of social interaction and economic activity within the present concept of the EU. 

 
However, it also acknowledged that considerable obstacles remain in place that prevent the European Union 
from optimising the benefits of cultural activities and the cultural industry.  Prominent amongst these 
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obstacles is that cultural potential is often underestimated – especially when compared to the corresponding 
US sector.   It is with the specific aim in mind of identifying the real economic and social value of the EU 
cultural industry and of "providing insights into ways of redressing the unfavourable trade balance in the 
cultural industry between the USA and Europe" that this study has been conceived. 
 
 

2. The Options 
 

1 Future actions capable of encouraging the European cultural industry 

 

A Establish an on-line resource for the European Cultural Industries Research Community 

This would be open to all those involved or interested in compiling, analysing or using information, 
statistics, data, survey results, reports, research, etc., on all aspects of the cultural industries.  It would be 
based on an inter-active web-site which would be an on-line space where these people could easily share 
their ideas, improve best practices, learn from each other, consult experts, host focused conversations, and 
more. 
 
 

2 Future European initiatives, technical and cultural Research and 'eEurope' 

 

A Create model eCulture technology organisations 

• Use industry best practice and ‘leading edge’ cultural industry technology catalysed by HE to create 
model eCulture organisations, exemplifying the new media value chain.  

• Seed new / mature organisations with eCulture business process / technology ‘SWAT’ teams 
 

B Repository & Discovery / Navigation technology 

• Create technology methods and tools that encompass digital multi-cultural and multi-lingual content 
repositories demographics and personal preferences, search and discovery tools, security, access and 
dissemination.  

 

C Technology Infrastructure Services 
 

• Build a ‘rent capacity’ eCulture technology infrastructure 
• Broadband SWAT teams for rapid implementation of enabling technology.  See also “provision of 

broadband to geographically remote locations” below. 
• Facilitate the rapid creation / dissolution of virtual eCulture companies / teams 
• Facilitate the creation of multi-platform content (e.g. PC, digital TV, mobile device access) 
 

D eCulture Education / Adoption 
 

• Facilitate a formal integration between cultural companies (demand), with HE course content & 
provision (supply) 

• Target funding for Higher Education to increase technology skills in the people that enter the cultural 
industries 

• Benchmark the adoption of technology by the cultural industries 
• Harvest and disseminate best practice 
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E Provision of Broad Band Telecoms to geographically ‘remote’ locations 

Preservation of Europe’s cultural diversity will involve relatively remote geographical / socio-economic 
areas that could wait a very long time to have access to enabling broadband technology.  Yet these areas 
should also enjoy full participation, contribution to and exploitation of the information society.  Provision of 
the equivalent of Public Internet Access Points possibly centred around educational, government or 
community facilities, would help create a level playing field in terms of broadband access. 
 

3 Future role and delivery of Education and Training 

 

A Changing Employment Characteristics: Implications for Skills Development  

• ‘Active delivery models’ should be constructed on behalf of the European Union which are capable of 
enhancing that skills development capacity.  These could be either individually delivered, or delivered 
through collective action. 

• EU Demonstration Projects should be used to find the most effective structures. 
 

B Increased Demand for Creative Abilities 
 

• Creativity and creative ability need to be defined as either a new form of basic or key skills. 
• Education and training should ensure that the members of the current and future workforce develop 

creativity and are equipped with appropriate and transferable creative abilities. 
• Given that creativity is increasingly essential in relationship to employment in the emerging knowledge 

driven economy, decision-makers must ensure that everyone in the future workforce has an opportunity 
to develop creative abilities. 

 

C The Widening Demand for Creativity and the Implications for the Creative Industries 

EU Demonstration Projects should be used to: 
• Define and develop the balance between creativity and creative abilities in the creative industries and the 

wider workforce and population; 
• Identify the most effective delivery models that respond to the changes in employment characteristics of 

the creative industries; 
• Explore the types of mutually beneficial working relationships between the creative industries and other 

industrial sectors.    
 

D The Demands amongst People in Creative Occupations to Improve their Skills 

The following key issues need to be addressed within future EU policies and programmes: 
• How can the training requirements of the overwhelming numbers of individuals working in the industry 

as micro-enterprises be assessed and acted upon? 
• Which intermediaries will best represent the interests and aspirations of these staff? 
• How can creative enterprises be made to re-focus away from their immediate skills needs and gaps, onto 

longer-term issues in respect of training, development and innovation?  
• What forecasting of trends is required?  
• What agencies should lead and participate in this work? 
• How can current providers be encouraged to acknowledge the differing capacity and capability in the 

industry, and re-focus upon those individuals currently most excluded form existing training provision? 
And, in this context, who is going to finance this change in emphasis? 

• What are the most effective delivery methods for training and development in the future?  



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 11

• And how can an understanding of the pedagogical approaches required be achieved amongst employers, 
sole traders, providers and intermediaries? 

••  Finally, who will develop and promote skills development programmes for creativity and creative 
ability?  

 

E New Skills Requirements and the Opportunities for Employment Growth in the Future  

The following key issues need to be addressed: 
• How can the agencies operating within the sector satisfy the immediate demands for specific skills whilst 

investing in future needs with respect to creativity? 
• How can the growing number of creative sector small enterprises combine (& achieve the economies of 

scale needed) to nurture and reward creative abilities for the future? 
• How can larger enterprises within and without the creative sector be encouraged to facilitate the long 

term development of creativity amongst smaller enterprises ? 
• How can relevant data be gathered and communicated so as to inform action in relation the above points 

and create new competitive advantage? Visioning workshops? 
 

F Employability of Graduates of HE/FE Creative Industries Related Courses 

• Reliable data and analysis must be collected, and used to influence provision and inform policy 
development 

• Skills acquisition needs to be on-going in a fluid sector and life-long learning provision is increasingly 
relevant 

• Access to skills through experiential learning, particularly at pre-entry and entry-levels is also important 
• Pre-entry training must include significant practical elements – noting that the ability to demonstrate 

practical experience at pre-entry will affect an individual’s ability to gain a place on an entry-level 
course 

• Experiential learning and business rehearsal should be included at first degree level 
• Individuals and companies need to know more about how to access finances / funding for pre-entry, 

entry-level and continuous post-entry training and professional development 
 

G Increasing the Finances Available for the Development of the Creativity of the Citizens of the EU 

• At least one micro finance model should be included within the Demonstration projects 
• The EU should prioritise the participation of social partners in the overall programme 
• The EU should build upon existing union and employer projects operating outside of the region at 

present, and on other relevant networks or interest groups 
• Micro investment models should be tested in specific locations and amongst specific occupational 

groups region-wide 
• Examples such as ILAs should be included, as well as EU pump-prime learning accounts for certain 

occupations 
• The EU should reject macro investment programmes as a source of finance for two reasons: a) there are 

differing policy agendas in play, and b) a lack of data and evaluative structures 
• The EU should undertake a Demonstration Project designed to collect such data, on the basis that this 

will become part of the Advocacy Strategy for the EU policy-makers as a whole 
The EU should develop the above through a Pilot Project to examine creative ability and creativity, which 
should focus on people working within and/or out with the Creative Industries 
 
 

4 Future business development in European cultural industries 
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A Focus on Culture as Content in the New Digital Age 

Culture in its widest senses – popular, historic and contemporary – has the potential to form the bedrock of 
these new forms of expression, education, production and consumption. The European Parliament should 
therefore prioritise culture and cultural activities (defined as broadly as possible) as a source for the 
development of a range of new digital products in the future. In doing so the Parliament should ensure that 
assistance is provided through EU Programmes that provide assistance designed so that the cultural 
institutions themselves can work with commercial partners on term that benefits the widest possible 
partnership in the development of these new products and service.  
 

B Focus on the Cultures of the Regions as a Source of Wealth 

The EU should use the partnership and co-financing arrangements associated with the Structural Fund 
Programmes to ensure that all European Regions acknowledge the importance of their regional cultures as a 
future source of wealth, and develop and implement a strategy to exploit these opportunities into the future, 
for the benefit of the economies and people of the regions concerned. 
 

C Focus on the Excluded as New Entrants to the Industry 

The European Parliament must take steps to ensure that creative enterprises can be established led and 
managed by women and by members of minority cultures across the EU. Commission Programmes in the 
past have successfully prioritised actions in this field and the Parliament should consider establishing similar 
but distinct actions for business development in the creative industries. 
 

D Focus on Creativity as a New Core Competence 

The European Parliament should seek to ensure that European training and educational institutions work 
alongside business and social partners to develop, codify and deliver training and education programes 
capable of developing the creative competence of all members of the EU’s workforce of the future. 
Specifically it should launch a trans-European project designed to examine and define the creative 
competencies required in the European economy over the next twenty years. 
 

E Focus on a Diversity of Financing Mechanisms for the Cultural Industries 

The European Parliament should advocate the part-financing of such arrangements (described in the Banking 
on Culture report as “Culture Banks”) and the establishment of these new institutions through partnership 
arrangements with Member States Governments, the European Investment Bank and the EU Structural Fund 
Programmes (amongst others).  
 

F Focus on Finance for Cultural Production 

The key to growing the cultural industries is cultural production, and the European Parliament has a 
responsibility to ensure that this becomes and remains the focus for future EU activities in this field. 
 
 

5 Future regulatory framework at EU and WTO levels 

 

A Improve rights protection across the EU through an extension of the concept of Multi-territorial 
Licences for Cultural Rights Protection across the European Union 

 

B Counter piracy and counterfeiting through the sse of EU-wide legislation, effective enforcement and 
financial penalties through fines. 
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The European Parliament and the Member States need to ensure that the objectives of forthcoming 
“Enforcement Directive” are achieved through this combination of continued swift legislation, effective 
enforcement and financial penalties through fines. 
 

C Utilise improved rights collection systems to recycle the fines levied against criminals & pirates back to 
the rights holders & cultural producers 

The European Parliament should strengthen the requirement on radio stations, TV companies, broadcaster, 
and other institutions (such as restaurants and shops) that promote the public performance of cultural 
products, to return records and data of the cultural products used, displayed or played by them. The European 
Parliament should then recommend to all Member States that fines levied for rights piracy should be re-
invested back into the cultural sectors concerned through the work of the rights protection and collection 
agencies concerned. Through such a mechanism the monies lost to the cultural industries through piracy and 
counterfeiting will be reduced overall. 
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Comparative Study of the Cultural Products and Services Industry EU-USA 
 

Summary of the Options 
 

Prepared for the European Parliament by EUCLID – July 2003 
 
 

1 Future actions capable of encouraging the European cultural industry 

 
A Establish an on-line resource for the European Cultural Industries Research Community 

This would be open to all those involved or interested in compiling, analysing or using information, 
statistics, data, survey results, reports, research, etc., on all aspects of the cultural industries.  It would be 
based on an inter-active web-site which would be an on-line space where these people could easily share 
their ideas, improve best practices, learn from each other, consult experts, host focused conversations, and 
more. 
 
 

2 Future European initiatives, technical and cultural Research and 'eEurope' 
 

 

A Create model eCulture technology organisations 
 

• Use industry best practice and ‘leading edge’ cultural industry technology catalysed by HE to create 
model eCulture organisations, exemplifying the new media value chain.  

• Seed new / mature organisations with eCulture business process / technology ‘SWAT’ teams 
 

B Repository & Discovery / Navigation technology 
 

• Create technology methods and tools that encompass digital multi-cultural and multi-lingual content 
repositories demographics and personal preferences, search and discovery tools, security, access and 
dissemination.  

 

C Technology Infrastructure Services 
 

• Build a ‘rent capacity’ eCulture technology infrastructure 
• Broadband SWAT teams for rapid implementation of enabling technology.  See also “provision of 

broadband to geographically remote locations” below. 
• Facilitate the rapid creation / dissolution of virtual eCulture companies / teams 
• Facilitate the creation of multi-platform content (e.g. PC, digital TV, mobile device access) 
 

D eCulture Education / Adoption 
 

• Facilitate a formal integration between cultural companies (demand), with HE course content & 
provision (supply) 

• Target funding for Higher Education to increase technology skills in the people that enter the cultural 
industries 

• Benchmark the adoption of technology by the cultural industries 
• Harvest and disseminate best practice 
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E Provision of Broad Band Telecoms to geographically ‘remote’ locations 

Preservation of Europe’s cultural diversity will involve relatively remote geographical / socio-economic 
areas that could wait a very long time to have access to enabling broadband technology.  Yet these areas 
should also enjoy full participation, contribution to and exploitation of the information society.  Provision 
of the equivalent of Public Internet Access Points possibly centred around educational, government or 
community facilities, would help create a level playing field in terms of broadband access.  
 
 

3 Future role and delivery of Education and Training 
 

 

A Changing Employment Characteristics: Implications for Skills Development  

•  ‘Active delivery models’ should be constructed on behalf of the European Union which are capable 
of enhancing that skills development capacity.  These could be either individually delivered, or 
delivered through collective action. 

• EU Demonstration Projects should be used to find the most effective structures. 
 

B Increased Demand for Creative Abilities 
 

• Creativity and creative ability need to be defined as either a new form of basic or key skills. 
• Education and training should ensure that the members of the current and future workforce develop 

creativity and are equipped with appropriate and transferable creative abilities. 
• Given that creativity is increasingly essential in relationship to employment in the emerging 

knowledge driven economy, decision-makers must ensure that everyone in the future workforce has 
an opportunity to develop creative abilities. 

 

C The Widening Demand for Creativity and the Implications for the Creative Industries 

EU Demonstration Projects should be used to: 
• Define and develop the balance between creativity and creative abilities in the creative industries and 

the wider workforce and population; 
• Identify the most effective delivery models that respond to the changes in employment characteristics 

of the creative industries; 
• Explore the types of mutually beneficial working relationships between the creative industries and 

other industrial sectors.    
 

D The Demands amongst People in Creative Occupations in the EU to Improve their Skills 

The following key issues need to be addressed within future EU policies and programmes: 
• How can the training requirements of the overwhelming numbers of individuals working in the 

industry as micro-enterprises be assessed and acted upon? 
• Which intermediaries will best represent the interests and aspirations of these staff? 
• How can creative enterprises be made to re-focus away from their immediate skills needs and gaps, 

onto longer-term issues in respect of training, development and innovation?  
• What forecasting of trends is required?  
• What agencies should lead and participate in this work? 
• How can current providers be encouraged to acknowledge the differing capacity and capability in the 

industry, and re-focus upon those individuals currently most excluded form existing training 
provision? And, in this context, who is going to finance this change in emphasis? 

• What are the most effective delivery methods for training and development in the future?  
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• And how can an understanding of the pedagogical approaches required be achieved amongst 
employers, sole traders, providers and intermediaries? 

••  Finally, who will develop and promote skills development programmes for creativity and creative 
ability?  

 

E New Skills Requirements and the Opportunities for Employment Growth in the Future  

The following key issues need to be addressed: 
• How can the agencies operating within the sector satisfy the immediate demands for specific skills 

whilst investing in future needs with respect to creativity? 
• How can the growing number of creative sector small enterprises combine (& achieve the economies 

of scale needed) to nurture and reward creative abilities for the future? 
• How can larger enterprises within and without the creative sector be encouraged to facilitate the long 

term development of creativity amongst smaller enterprises ? 
• How can relevant data be gathered and communicated so as to inform action in relation the above 

points and create new competitive advantage? Visioning workshops? 
 

F Employability of Graduates of HE/FE Creative Industries Related Courses in the EE 

• Reliable data and analysis must be collected, and used to influence provision and inform policy 
development 

• Skills acquisition needs to be on-going in a fluid sector and life-long learning provision is 
increasingly relevant 

• Access to skills through experiential learning, particularly at pre-entry and entry-levels is also 
important 

• Pre-entry training must include significant practical elements – noting that the ability to demonstrate 
practical experience at pre-entry will affect an individual’s ability to gain a place on an entry-level 
course 

• Experiential learning and business rehearsal should be included at first degree level 
• Individuals and companies need to know more about how to access finances / funding for pre-entry, 

entry-level and continuous post-entry training and professional development 
 

G Increasing the Finances Available for the Development of the Creativity of the Citizens of the EU 

• At least one micro finance model should be included within the Demonstration projects 
• The EU should prioritise the participation of social partners in the overall programme 
• The EU should build upon existing union and employer projects operating outside of the region at 

present, and on other relevant networks or interest groups 
• Micro investment models should be tested in specific locations and amongst specific occupational 

groups region-wide 
• Examples such as ILAs should be included, as well as EU pump-prime learning accounts for certain 

occupations 
• The EU should reject macro investment programmes as a source of finance for two reasons: a) there 

are differing policy agendas in play, and b) a lack of data and evaluative structures 
• The EU should undertake a Demonstration Project designed to collect such data, on the basis that this 

will become part of the Advocacy Strategy for the EU policy-makers as a whole 
The EU should develop the above through a Pilot Project to examine creative ability and creativity, which 
should focus on people working within and/or out with the Creative Industries 
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4 Future business development in European cultural industries 

 

A Focus on Culture as Content in the New Digital Age 

Culture in its widest senses – popular, historic and contemporary – has the potential to form the bedrock 
of these new forms of expression, education, production and consumption. The European Parliament 
should therefore prioritise culture and cultural activities (defined as broadly as possible) as a source for 
the development of a range of new digital products in the future. In doing so the Parliament should ensure 
that assistance is provided through EU Programmes that provide assistance designed so that the cultural 
institutions themselves can work with commercial partners on term that benefits the widest possible 
partnership in the development of these new products and service.  
 

B Focus on the Cultures of the Regions as a Source of Wealth 

The EU should use the partnership and co-financing arrangements associated with the Structural Fund 
Programmes to ensure that all European Regions acknowledge the importance of their regional cultures as 
a future source of wealth, and develop and implement a strategy to exploit these opportunities into the 
future, for the benefit of the economies and people of the regions concerned. 
 

C Focus on the Excluded as New Entrants to the Industry 

The European Parliament must take steps to ensure that creative enterprises can be established led and 
managed by women and by members of minority cultures across the EU. Commission Programmes in the 
past have successfully prioritised actions in this field and the Parliament should consider establishing 
similar but distinct actions for business development in the creative industries. 
 

D Focus on Creativity as a New Core Competence 
 

The European Parliament should seek to ensure that European training and educational institutions work 
alongside business and social partners to develop, codify and deliver training and education programes 
capable of developing the creative competence of all members of the EU’s workforce of the future. 
Specifically it should launch a trans-European project designed to examine and define the creative 
competencies required in the European economy over the next twenty years. 
 

E Focus on a Diversity of Financing Mechanisms for the Cultural Industries 

The European Parliament should advocate the part-financing of such arrangements (described in the 
Banking on Culture report as “Culture Banks”) and the establishment of these new institutions through 
partnership arrangements with Member States Governments, the European Investment Bank and the EU 
Structural Fund Programmes (amongst others).  
 

F Focus on Finance for Cultural Production 
 

The key to growing the cultural industries is cultural production, and the European Parliament has a 
responsibility to ensure that this becomes and remains the focus for future EU activities in this field. 
 
 

5 Future regulatory framework at EU and WTO levels 

 

A Improve rights protection across the EU through an extension of the concept of Multi-territorial 
Licences for Cultural Rights Protection across the European Union 
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B Counter piracy and counterfeiting through the sse of EU-wide legislation, effective enforcement and 
financial penalties through fines. 

The European Parliament and the Member States need to ensure that the objectives of forthcoming 
“Enforcement Directive” are achieved through this combination of continued swift legislation, effective 
enforcement and financial penalties through fines. 
 

C Utilise improved rights collection systems to recycle the fines levied against criminals & pirates back 
to the rights holders & cultural producers 

The European Parliament should strengthen the requirement on radio stations, TV companies, 
broadcaster, and other institutions (such as restaurants and shops) that promote the public performance of 
cultural products, to return records and data of the cultural products used, displayed or played by them. 
The European Parliament should then recommend to all Member States that fines levied for rights piracy 
should be re-invested back into the cultural sectors concerned through the work of the rights protection 
and collection agencies concerned. Through such a mechanism the monies lost to the cultural industries 
through piracy and counterfeiting will be reduced overall. 
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1. Background 
 
1.1 Focus 
 
The focus of the study is the cultural products and services industries in the EU, and similar sectors 
in the US. There have been a number of definitions of the cultural industries sector proposed by 
various governments and other agencies, and this study will focus on the following sectors as they 
are generally acknowledged as the main areas of potential economic impact: 

• Audiovisual: including cinema, video and DVD 

• Broadcasting: including television and radio 

• The music recording industry 

• Publishing 
 
 
1.2 Main Purpose 
 
The main purpose of this study is to identify a range of options that the European Parliament could 
consider, and perhaps adopt as European Community strategy.  
 
This will include: 

• policy options for: 
o the European Parliament 
o the Committee on Industry, External Trade, Research And Energy 
o the European Commission 
o Eurostat 

• technological options for the cultural industries 
 
These options are outlined in section 2 of this report. 
 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 20

 
1.3 Objectives 
 
The Industry, Research and Energy, STOA Division of the European Parliament has commissioned 
the Study to: 

• Examine the state of relevant branches of the cultural industries in the European Union and in 
the United States (i.e. undertake a “mapping” exercise across each of the EU & the USA), and 

• Present material in such a way to facilitate comparisons between EU and US production, 
distribution and consumption facts and figures in respect of cultural products and services. 

 
This mapping is encompassed with section 3 of the Full Report. 
 
In mapping the size and structure of the different subdivisions of the European cultural industry and 
trade sector, the Brief notes that the Study will concentrate resources in order to identify results in 
the following four areas of concern: 
• To assess and describe the relative weight of individual cultural sectors in qualitatively (ie in the 

form of tables, charts or graphics) as well as in descriptive terms – such data to include figures 
relating to turnover, consumption, distribution channels, ownership, SMEs vs large players, etc. 

• To assess the economic weight of the cultural industry and to evaluate the need for action, with 
particular regard to finding "the right solutions and support (i.e. financial or fiscal means), as 
well as a well-defined regulatory structure" 

• To differentiate between various categories for the different issues (in accordance with those 
described in the Project Description) and especially having the context of the technological 
changes as a starting point 

• To ensure that different issues shall be studied in terms of “added value” (for example, in terms 
of social cohesion) as well as economic viability - always with regard to the corresponding 
conditions in the United States. 

 
With regard to the proposed options, it is noted that the objective is not to conduct an exhaustive 
assessment of the prospective benefits of such options, but to provide a comprehensive inventory 
and review of the main issues and options involved in this field. 
 
 
1.4 Issues 
 
The consultants note that the Study has been commissioned in the context of the on-going 
discussions and debates within the European Parliament in respect of European cultural products 
and services.    
 
Background issues relevant to this project are addressed in Section 2 of the Full Report. 
The activities of the EU in the areas covered by this Report are outlined in section 4 of the Full 
Report. 
The questions raised in the Brief for this project are addressed in Appendix A of the Full Report. 
 
 
1.5 Rationales 
 
The Brief for this project noted that the rationales for the Study are as follows: 
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• The European Union sees a growing positive interdependence between culture and European 
development.  

• The European Union views the cultural industries as a vital part of European identity and a 
source of creativity that may guide future developments in European integration.  

• The European Union considers that Europe's cultural heritage is the principal vector for the 
transmission of regional, national and European cultural identities as well as for the diffusion of 
our respective values. 

• The European Union understands the cultural sector as being of major importance to its 
economy and, all in all, given the recent increase in cultural production and demand, that the 
cultural industry represents a very important area of social interaction and economic activity 
within the present concept of the EU. 

 
However, it also acknowledged that considerable obstacles remain in place that prevent the 
European Union from optimising the benefits of cultural activities and the cultural industry.  
Prominent amongst these obstacles is that cultural potential is often underestimated – especially 
when compared to the corresponding US sector.   It is with the specific aim in mind of identifying 
the real economic and social value of the EU cultural industry and of "providing insights into ways 
of redressing the unfavourable trade balance in the cultural industry between the USA and Europe" 
that this study has been conceived. 
 
 
2. The Options 
 
The Brief calls for a range of future options to be identified under the following headings: 

• Future actions capable of encouraging the European cultural industry 

• Future European initiatives, technical and cultural Research and 'eEurope' 

• Future role and delivery of Education and Training 

• Future business development in European cultural industry 

• Future regulatory framework at EU and WTO levels 
 
 
2.1 Future actions capable of encouraging the European cultural industry 
 
One of the most important questions should be to find out the proper means to promote the 
European cultural industry both in general and according to its different sectors.  The topic is to be 
approached under a 'European' point of view, i.e. by taking into particular account the singularities 
of the European reality compared to the US one. This task should be undertaken starting from the 
EU level and moving on to national and/or regional solutions - in particular where these seem to 
present more suitable and efficient expedients.  
 
 
The effective development of the cultural industries in the European Union requires the 
establishment of the appropriate support structures for the industry.  However, as the research has 
shown, the definitions of the cultural industries used in Europe are neither homogenous by 
definition, nor cohesive in their interpretation and application by decision-makers, policy specialists 
or cultural professionals themselves.  
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This situation in Europe is in marked contract to that in the USA where a free-market definition of 
culture dominates, whilst here in the European Union, definitions of the cultural industries include 
two distinct groupings of value-sets: cultural and economic. 
 
Cultural definitions of the cultural industries in Europe include the following: 
 
• By art-forms, which generally define the cultural sector to include literature and publishing, the 

audio-visual industry, the live and recorded music industry, the performing arts, crafts and 
design, the visual arts, and museums and heritage. However within these broad definitions there 
are significant differences in interpretation, demonstrating that there is at present no single and 
accepted definition of the cultural sector across the European Union. Examples of this lack of 
clear definitions amongst Member States include differing definitions of crafts, the inclusion or 
exclusion of architecture and libraries, and the counting in or out of booksellers as part of 
publishing.  

 
• By cultural practices, defined within three distinct categories: 
 

• collective forms of culture – defined as including heritage, cinema, concerts and the 
performing arts – where participation in the activities has implications for town 
planning, collective cultural choice and social policy 

 
• Individual cultural activities which are defined as including reading, radio, television, 

video and multimedia, where participation in the activities is predominantly through 
consumption in the home 

 
• Artistic and creative activities and education where art teaching and community 

animation are considered important. 
 
• Through distinctions caused by perceptions of cultural value and worth reinforced by subsidy 

regimes and public support structures,  Here, Member States' attitudes to cultural subsidy also 
affect their definitions of the cultural sector at Member State level. Attitudes to subsidy differ 
between Member States and, within Member States, between art-forms. Public bodies tend to 
notice and value more the "culture" that they finance and, as a result, Member States tend to 
know more about the subsidised cultural sector than the commercial cultural sector  

 
• Through distinctions made between contemporary and historical perspectives of culture. This is 

the issue of the "new art-forms". The cultural sector, by definition, develops new characteristics, 
practices and forms of expression over time. Technological change is having a huge impact on 
current definitions of culture, as well as on the processes of cultural production, and some art-
form definitions have failed to accommodate these new forms of cultural expression. 

  
Outside of these culture-focused definitions, recent research has sought to develop alternative 
frameworks capable of defining the cultural sector across the European Union beyond an analysis of 
art-forms or cultural content. 
 
Economic definitions for the cultural industries in Europe have emerged, often with “social” and 
“regeneration” objectives. These all centre on a cultural sector defined through an analysis of those 
people working and employed therein, and the effects of the work they do and the products they 
make. Economic analyses of the cultural industries has reached the following conclusions: 
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• Employment in the cultural industries across Europe is significant. However, the current 
differences in the definitions between Member States of what constitutes "cultural employment" 
in turn affects the relative size of the cultural employment in proportion to the working 
population of each Member State. For instance, cultural employment as a percentage of the total 
employment was 1.4% in Italy, 1.9% in France and 2.4% in the UK.  

 
• The pattern of work and employment is common between sub-sectors in the cultural sector. 

Mobility, seasonal variations, discontinuous career development, short-term contracts, multiple 
jobs leading to an accumulation of work both inside and outside of the cultural sector: these are 
all identified as characteristics of employment found throughout the various sub-sectors of the 
cultural sphere. Their emblematic form is the intermittence of the work in the performing arts 
sector  

 
• The particular employment characteristics associated with the cultural sector include the 

vocational and "love rather than money" ethos amongst staff and volunteers; the essentially 
localised focus (either geographically or socially) for institutions in the cultural sector; the high 
levels of employment amongst women and part-time workers in the cultural sector, and the 
extended working hours covering the sector. 

 
However the research has also identified key aspects of the economy of the cultural industries that 
stand these apart from other major industries and sectors in the European economy: 
 
• Cultural industries do not have the coherence of industrial sectors with clearly defined roles in a 

national economy, such as agriculture or financial services. Instead it is a variegated sector 
consisting of a mosaic of elements, each with its own specific identity. The only characteristic 
common to these elements is their participation in a stage of the production or reproduction of 
cultural works - works that are themselves diverse  

 
• Culture does not have coherence in terms of employment and employment practices. Levels of 

employment differ between sub-sectors, and employment practices such as recruitment and 
hiring, knowledge requirements for work, occupational prestige and remuneration all differ 
considerably  

 
• The occupational components of cultural employment are similarly diverse, with a high degree 

of differentiation typifying cultural occupations and professions. Industrial and craft 
occupations and service occupations; permanent and part-time jobs; artistic, professional and 
administrative occupations; employees and self-employment; public and private occupations; 
occupations requiring highly advanced training alongside other based upon personal creativity; 
jobs with small local associations and positions in multinational organisations; and occupations 
with ancient origins and others invented only recently. 

 
This plethora of views, each with its own unique perspective and emphasis, has led the European 
Commission to seek to synthesize a re-definition and rationale for the importance of the cultural 
sector as the basis for its future thinking and action. Consequently the European Commission’s 
current thinking  (Culture, the Cultural Industries and Employment) states that the increase in 
cultural demand is driven by a number of sociological and economic factors including the growing 
importance of the service sector, living longer, higher standards of education, more free time, 
growing urbanisation, and the diversification of participation in cultural life.  
 
The Commission further states its belief that cultural practices can be divided between collective 
forms of culture; individual cultural activities and artistic and creative activities and education, as 
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outlined above. On this basis the Commission advocates a view that states that cultural practices are 
not just a form of consumption, since they do not deplete the goods and services used but broaden 
the mind and open the way to other sources of culture. Cultural practices are therefore often 
cumulative in their effects.  
 
On this basis, a variety of strategies need to be worked out which improve access to culture, 
promote cultural production, and diffuse cultural products and activities. The relative success of 
these strategies will then in turn affect economic and social development that will, in turn, create 
jobs and enhance sociability and integration. In short, Europe’s cultural industries have to meet a 
complexity of objectives – cultural, social and economic. 
 
Specific options in these areas are outlined in the following sections. 
 
However, prior to outlining these options, it is also recommended that the EU consider a proposal to 
help to provide a more solid basis for the provision of information and analysis of the creative 
industries sector.  At present information is collected by different countries, networks, universities 
and independent agencies – at  differing levels, to differing depths, and using differing criteria and 
definitions.  A more substantial basis of knowledge, data and analysis needs to exist to provide 
information and evidence for proposals and initiatives. 
 
Given the different levels of commitment to this area of development from different countries and 
governments, together with different views on definitions, etc., it is not felt that a strict requirement 
for specific action across all countries will be the most effective way forward.   Instead the 
following option is recommended: 
 
OPTION A: 
Establish an on-line resource for the European Cultural Industries Research Community. 
 
This would be open to all those involved or interested in compiling, analysing or using information, 
statistics, data, survey results, reports, research, etc., on all aspects of the cultural industries. 
 
It would be based on an inter-active web-site which would be an on-line space where these people 
could easily share their ideas, improve best practices, learn from each other, consult experts, host 
focused conversations, and more. 
 
The web-site would have features that would enable users to: 

• add “knowledge” to the web-site (including reports, data, etc.) 

• sign up for daily, weekly or monthly e-mail updates of news, documents, and conversations in 
their communities of interest 

• easily find topics that interest them, and important documents within those topics 

• upload, download, rate and comment on documents submitted 

• participate in moderated discussion forums 

• find other experts based on specific requirements 

• access information on key events, conferences and milestones 

• organise documents, books, web-sites and other useful resources 

• perform powerful metadata searches to locate and sort documents, members and discussions 
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It is strongly recommended that such a resource be established, to provide a forum for research and 
activity in this area, and to enable initiatives in this area to be based on greater knowledge and 
information. 
 
 
2.2 Future European initiatives, technical and cultural Research and 'eEurope' 
 
Particular attention shall be given to identifying the most profitable initiatives the EU should 
undertake in order to foster the cultural industry. All aspects should be examined, in particular with 
regard to the promotion of cultural creativity and to the development of highly specialised technical 
research.  As far as new (digital) technologies are concerned, great importance should be given to 
the initiatives 'eEurope' and 'eContent', recently launched by the European Commission with the 
aim of enabling Europe to fully benefit from the Digital Revolution.  
 
There has been much written about the impact of technology (and its absence), which can be seen 
from the literature (see Bibliography in the Full Report). However, there are really only a few key 
themes that run throughout the whole work. 
 
Answering the questions from the initial study brief has given an excellent backdrop (see Appendix 
A.1 in the Full Report). This, when melded with the actions of eEurope and eContent, has lead to 
the recommendations in this section. The potential options are summarized in the diagram below: 
 
 

Virtuous Circle of the 4 Technology Development Key Action Areas 

Create model eCultural Organisations 
 
 Use industry best practice and ‘leading edge’ cultural 

Industry technology catalysed by HE to create model 
eCulture organisations, exemplifying the new media 
Value chain 

Repository & Discovery / Navigation Technology

Create technology methods and tools that encompass 
digital cultural content repositories, demographics and 

personal preferences, search and discovery tools, access 
and dissemination

                
 Seed new / mature 

organisations with eCulture 
business process / 
technology ‘SWAT’ teams 

 
 
 
 
 

Show how e-culture 
can be done exploiting 
technology at the 
appropriate points in 
the value chain 

Ensure that appropriate 
content is available to 

support eCulture 
business process

 
 
 
 

 Reinforce the link to 
eContent 

and eDigitisation initiatives

 
 Create a formal 

integration between cultural 
companies (demain), with 
HE course content & 
provision (supply) 

 
 
 
 
 

 
 
Match skills supply  
side with industry 
supply side 

Lower the barrier to 
entry of gaining access 
to eCulture technology 
infrastructure services

 
 
 
 

 Build a ‘rent capacity’ 
eCulture technology 

infrastructure
 Use Application Service 
Provider model to create 

industrial strength, global 
reach infrastructure

 Targeted funding to HEs to              Build broadband ‘SWAT’ 
facilitate skills supply chain integration  
 Benchmark the adoption of technology  

by the cultural industries 
 Harvert and disseminate best practice 

 
ECulture Education / Adoption 

teams using satellite technology for ‘remote’ areas
Facilitate the rapid creation / dissolution of 

virtual eCulture companies/teams
 Facilitate the creation of multi-platform content

Technology Infrastructure Services
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Option A:  
Create model eCulture technology organisations 
Technology is evolving so quickly that it can be very difficult for smaller organizations, especially 
those in less favoured regions, to be aware of technology exploitation opportunities in the cultural 
industries. In addition, given its nature, private companies sometimes understandably need to guard 
their processes and intellectual property. To showcase how technology could impact the value chain 
within cultural industries, the following are suggested: 

• Use industry best practice and ‘leading edge’ cultural industry technology1 catalysed by HE 
to create model eCulture organisations, exemplifying the new media value chain2.  

• Seed new / mature organisations with eCulture business process / technology ‘SWAT’ teams 
 
 
Option B:  
Repository & Discovery / Navigation technology 
 
To facilitate the pan-European establishment of digital data collections for the cultural industries, it 
is necessary to create not only databases, but also the associated tools that enable effective access.  
The following are therefore suggested: 

• Create technology methods and tools3 that encompass digital multi-cultural4 and multi-
lingual5 content repositories6, demographics and personal preferences, search and discovery 
tools, security7, access8 and dissemination.  

 
However, it should be noted that the cultural industries have some very specific needs around the 
categorisation and access of multi-media content, which require highly specialised research to 
produce tools that will enable retrieval of cultural resources (e.g. films, images). Effective 
implementation of the eContent action plans will be key in this difficult area. 
 
 
Option C:  
Technology Infrastructure Services9 
 
Many of the tools and equipment required in the cultural industries are very expensive, and require 
much expertise to set up and maintain, never mind to use. It is also not economic to create these 
facilities if they will only be used infrequently, or are not revenue generating. It would be much 
more effective if these cultural industry technology infrastructure services could be available on a 
rental basis. This Application Service Provider (ASP) model is evolving in the IT industry, and with 
the increase in availability of broadband networks, there is no reason why ‘remote’ communities 
cannot have rapid access to state of the art technology facilities. They can then concentrate on the 
exploitation of technology, rather than on its acquisition. It is therefore suggested that the ASP 
model be used to create an industrial strength, global reach infrastructure: 

                                                 
1 eContent Work Programme 2003 – 2004. Action line 3: Increasing dynamism of the Digital Content Market 
2 eEurope 2005: An information society for all. Policy measure 3.1.2 A dynamic e-business environment, proposed action e-skills 
3 eEurope 2005: An information society for all. Policy measure 3.1.2 A dynamic e-business environment proposed action The “.eu company” 
4 eContent Work Programme 2003 – 2004. Action line 2: Enhancing content production in a multilingual and multicultural environment 
5 eContent Work Programme 2003 – 2004. Subline 2.2: Strengthening the linguistic infrastructure 
6 eContent Work Programme 2003 – 2004. Subline 1.2: Establishment of European digital data collections 
7 eEurope 2005: An information society for all. Policy measure 3.1.3 A secure information infrastructure proposed action Cyber security task force 
(CSTF), ‘Culture of security’. 
8 eContent Work Programme 2003 – 2004. Subline 3.3: Management of rights for digital content 
9 eEurope 2005: An information society for all. 2. The approach ‘By 2005 Europe should have widespread availability of broadband access at 
competitive prices, a secure information infrastructure’ 
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• Build a ‘rent capacity’ eCulture technology infrastructure.10 

• Broadband SWAT teams for rapid implementation of enabling technology11.  See also 
“provision of broadband to geographically remote locations” below. 

• Facilitate the rapid creation / dissolution of virtual eCulture companies / teams20 

• Facilitate the creation of multi-platform content12 (e.g. PC, digital TV, mobile device access) 
 
 
Option D:  
eCulture Education / Adoption 
 
It is important that the people employed in or entering the cultural industries have the appropriate 
technology skills.  The following are therefore suggested: 

• Facilitate a formal integration between cultural companies (demand), with HE course 
content & provision (supply)13 

• Target funding for Higher Education to increase technology skills in the people that enter 
the cultural industries14 

• Benchmark the adoption of technology by the cultural industries15 

• Harvest16 and disseminate best practice17 
 
 
Option E:  
Provision of Broad Band Telecoms to geographically ‘remote’ locations 
 
One has to acknowledge the fact that preservation of Europe’s cultural diversity will often involve 
relatively remote geographical / socio-economic areas that will potentially wait a very long time 
before they will have access to enabling broadband technology.  Yet these areas are exactly those 
areas which we want to preserve and nurture through full participation, contribution to and 
exploitation of the information society18. Given that broadband is key, and that normal land based 
broadband technology may take forever, an effective solution is to use satellite internet. This is 
relatively mature technology, is not too expensive (compared with the provision of a full land based 
IT infrastructure – which potentially could involve laying fibre cables underground for many miles 
and upgrading exchanges for a small number of people), and enables rapid provision of broadband 
service. 
 
Given that these cultural ‘nodes’ will be mainly consumers of digital resources19, the fact that 
satellite mainly enables broadband ‘download’ as opposed to full two-way broadband is not 
considered a great disadvantage compared with no broadband access at all. 
 

                                                 
10 eEurope 2005: An information society for all. Policy measure 3.1.1 Modern online public services, e-learning, proposed action Virtual campuses 
for all students 
11 eEurope 2005: Policy measure 3.1.4 Broadband, proposed action Broadband access in less favoured regions 
12 eEurope 2005: Policy measure 3.1.4 Broadband, proposed action Multi-platform content 
13 eEurope 2005: An information society for all. Policy measure 3.1.2 A dynamic e-business environment proposed action e-skills 
14 eEurope 2005: Policy measure 3.1.1 e-learning proposed action Re-skilling for the knowledge society 
15 eEurope 2005: Policy measure 3.3 Benchmarking, proposed action Definition of indicators 
16 eEurope 2005: Policy measure 3.2 Development, analysis and dissemination of good practices, proposed action Examples of good practice will be 
identified, and selected. 
17 eEurope 2005: Policy measure 3.2 Development, analysis and dissemination of good practices, proposed action The good practices and the results 
of the project analysis will be disseminated. 
18 eContent Work Programme 2003 – 2004. Subline 1.2: Establishment of European digital data collections 
19 eContent Work Programme 2003 – 2004. Action Line 1: Improving access to and expanding use of public centre information 
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Provision of the equivalent of Public Internet Access Points20, possibly centred around educational, 
government or community facilities, would immediately create a level playing field in terms of 
broadband access. If this is combined with wireless LAN technology, then you can create a local 
networked community extremely quickly.  
 
This acknowledges the implementation reality of broadband services in less favoured regions. This 
will require legislation and possibly financial incentives21. 
 
 
2.3 Future role and delivery of Education and Training 
 
Since the present Options are supposed to be suggestions for external suppliers to identify solutions 
to future uncertainty, not only actual but also future generations shall be included in the study's 
outcome.  Hence, it is vital to assess the potential Europe can rely on for the future, with regard to 
skilled workforce and experts on sectors such as culture, technology, electronic data processing, 
media, broadcasting, marketing, etc.  Education plans at all relevant scholarly levels together with 
planned training and re-qualification schemes for workers connected with the industry shall be 
closely analysed. 
 
 
Changing Employment Characteristics: Implications for Skills Development  
 
Changing employment and enterprise patterns are characterised by a larger number of small and 
micro-enterprises and a smaller number of large enterprises (see section 2.4 below).  This is linked 
to a significant reduction in the numbers of medium sized enterprises.  There is a growing reliance 
amongst small and micro-enterprises on ‘networking’ and ‘clustering’ for work and employment.   
 
The changes in the employment characteristics have changed the demand for skilled people to work 
in the sector.  There is a growing demand amongst employers for contract labour that is work-ready 
and experienced.    
 
Similarly, the changes in the employment characteristics of the creative industries and the 
outsourcing of skilled staff by large organisations, have had considerable impact upon the skills 
development programmes for staff - with a shift in the responsibility for training and skills 
development away from the larger companies, towards individuals and micro-enterprises.  
 
In short, towards those forms of enterprise which currently rarely have the capacity (time or 
resources) to respond to these demands.   
 
The effects of globalisation and technological change on both large and small enterprises are 
speeding up the need for new skills development within the creative industries world-wide.  These 
are explored in detail later. 
 
 
Increased Demand for Creative Abilities 
 
There is evidence that, within the EU economy, there are increasing demands to employ individuals 
who can demonstrate creativity and creative abilities. This increased demand amongst employers 

                                                 
20 eEurope 2005: An information society for all. Policy measure 3.1.1 Modern online public services, proposed action PIAPs 
21 eEurope 2005: Policy measure 3.1.4 Broadband, proposed action Broadband access in less favoured regions 
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appears to be less concerned with the subject area than with a combination of interactive skills, 
attitudes and abilities developed through, for example, art and design education. 
 
The increased value placed on intellectual property rights in the EU and USA appears to be 
stimulating the demand to employ or to offer work to people with creativity and creative abilities, 
and this again links to globalisation and technological change. 
 
In this emerging knowledge economy, the status and stature of creativity and creative abilities, as 
the basis for employability, appears to be poorly understood at present. This current lack of 
understanding appears to be shared by employers, policy makers, government advisors, educators, 
trainers and industry representatives. Consequently whilst creativity and creative ability are 
acknowledged to be important, they are difficult to position with the mix of key skills, basic skills, 
survival skills and core employability skills. 
 
These conclusions indicate a significant growth in future demand for the employment of creative 
people. They also underline the need to develop creativity and creative abilities, rather than 
traditional “education”, to fulfil creative roles. However the analysis also underlines the current 
wide-ranging lack of understanding of both the intrinsic qualities of creativity and creative abilities 
on one hand, and of the changing needs of industry on the other. 
 
 
The Widening Demand for Creativity and the Implications for the Creative Industries 
 
As stated above, creative individuals and individuals with creative abilities are in demand for 
employment and work. Currently this demand emerges both from within the creative industries, and 
from across the wider industrial economy.  Evidence (in the UK) also indicates that this increase in 
employability is linked to an increase in value and remuneration. 
 
The demand amongst employers for people with creative abilities is growing significantly and 
appears to be concentrated within larger companies. These employers appear to be less concerned 
with the subject area studies, and more with the combination of interactive skills, attitudes and 
abilities developed through art and design education and training. 
 
Currently, the skills needed by, for example, art and design graduates to work in the creative 
industries sector are generally under-developed: specifically in respect of teamwork skills and the 
need for self-promotional skills in the jobs market. In addition, they tend not to be high earners, take 
some time to establish careers, tend to work in small and medium-sized enterprises, and are often 
self-employed. 
 
The increased employability of people with creative abilities outside of the creative industries 
indicates that the creative industries will face an emerging recruitment and retention crisis in the 
coming decade.  
 
Within the creative industries this is exacerbated by the: 
• current lack of entrepreneurial training offered to arts subject undergraduates 
• poor levels of remuneration offered to those working in the creative industries 
• continued growth in the numbers in self employment in the sector 
• continued reduction in the total number of employees working for the small number of large 

employers 
• continued reduction of in-house training programmes  
• increased demand for job-ready employees and contract workers    
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• displacement of responsibility for training and skills development away from companies and 
onto individuals. 

 
The following questions therefore arise: 
• How can the development of creativity and creative ability be developed to meet the needs and 

requirements of the creative industries and the wider economy?  
• How can the needs of these different sectors be balanced?  
• And with the emergence of the knowledge economy, will a convergence occur between the 

creative sector and the wider economy? 
• If a balance cannot be achieved how do the two sectors inter-relate?  
• And is leakage both inevitable and undesirable?  
• Is the creative sector (or parts of it) simply a subsidised feedstock for the new economy? 
• How does creativity in the future relate to the knowledge economy?  
• Are there new forms of intellectual properties that provide for improved remuneration?  
• What are these?  
• How do they relate to current rights and technologies?  
• And what is the future role of education and training in developing creativity in the future? 
 
 
The Demands amongst People in Creative Occupations in the EU to Improve their Skills 
 
How one learns is an important issue when dealing with an industrial sector dominated by micro-
enterprises. However, only one study (the Northern Cultural Skills Partnership, in the UK) 
examines issues associated with how one learns and the forms of training delivery best suited to the 
broad creative industries. It concludes that external short courses are the most preferred form of 
delivery, followed by visits, in-house short courses, exchanges, mentoring, networks, placement and 
job shadowing. Similarly, who learns within organisations and enterprises is an equally important 
issue. No studies examine this issue across the cultural industries but ample evidence from other 
industrial sectors indicates that in the main training courses benefit the better-qualified staff. 
Finally, what is learnt is also of critical importance. Here the omission of any requirement to 
provide training to develop creativity and creative ability is noteworthy. 
 
In addition, these issues are complicated by a number of other factors effecting the articulation of 
demand for training and skills development in the creative industries. These include that: 
  

• Current training demands are largely articulated through intermediaries (companies and public 
agencies) rather than by the individuals working in the industry or by their representative 
bodies such as trade unions or professional bodies. As a consequence demand appears to be 
similar between employees, and the sole traders and self employed. 

 
• Current training demands and requirements are largely market driven and focussed on 

achieving immediate competitive advantage. In addition much of the demand is often 
articulated as entry-level in-filling. Little or no attention has been paid to the longer-term 
future skills needs of the industry, or of the individuals working within it. 

 
••  Current training demands assume that capability and capacity is uniform across the industry. 

There is little analysis of differences in learning requirements or capabilities between 
employees in creative enterprises, and sole traders and the self-employed. Current demand is 
largely articulated as subject specific topics of priorities to companies and employers, rather 
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than pedagogic approaches to learning and development designed to meet the needs of the 
individuals concerned.  

  
In light of the continued absence of creativity and creative ability training, the creative capital of an 
enterprise is refreshed through staff turnover – with primarily young creative recruits providing 
updated skills.  Increasing outsourcing of staff and functions, and an increase in the use of contract 
labour may undermine the ability of creative enterprises to refresh their creativity through their 
entry-level staff recruitment processes. 
  
 
New Skills Requirements and the Opportunities for Employment Growth in the Future  
 
Employers in the creative industries have great difficulty in a) anticipating and articulating the types 
of skills that may be in short supply in the future and b) in identifying the new skills required to 
support employment. 
 
Employers appear to have little access to data in respect of forward planning, macro-economic 
trends, the emergence of the knowledge economy, the increased value of intellectual capital, 
changes in communications etc.  
 
However, employers do appear capable of providing information in two distinct areas:  
 
Larger employers in the creative industries prioritise generalised statements about the importance 
of creativity in the changing world of work and employment and appear to be in a position to value 
creativity as a means to increase the future corporate capital of their company.  Larger employers 
outside of the creative industries share the attitudes of larger employers within the creative 
industries in respect of creativity and are willing to employ creative people 
 
Smaller employers make specific statements about topic, niche and task related skills shortages 
linked to immediate circumstances. The articulation of skills shortages therefore appears to relate to 
current rather than future demand. And for smaller employers creativity appears to have only 
“commodity value” and does not inform their training requirements or development programmes to 
any extent. 
 
The smaller the employer the more immediate and specific is the requirement for job ready, niche 
skilled staff, accompanied by valuation of creativity as a commodity. Larger employers, on the 
other hand, show  a greater capacity to nurture on the basis of generic, key and creativity skills, and 
can hence consider the employment of creative people as an investment in the future.  
 
However, outsourcing by larger organisations in the creative industries could threaten this by 
reducing these organisations’ abilities to nurture potential in house and by displacing this capacity 
into the smaller enterprises who are least well suited to the role. 
 
On the basis of this analysis of a creative sector characterised by a multitude of smaller enterprises 
who are unable to capitalise upon creative abilities (or adequately reward those with them), it is 
inevitable that leakage will occur into larger enterprises across the wider economy. 
 
The lack of data in respect of forward planning, macro-economic trends, the emergence of the 
knowledge economy, the increased value of intellectual capital, changes in communications, etc, 
makes it impossible at this point to predict the speed or this movement of creative people in the 
future. 
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Employability of Graduates of HE/FE Creative Industries Related Courses in the EE 
 
An increasing number of young people are departing from Europe’s HEI/FEIs with a wide range of 
qualifications relating to the cultural sector.  Although the sector is growing it is also subject to 
rapid change and changeable work patterns. Whether individuals will be employed in the creative 
sector in the long or short term will depend on whether both their formally and informally acquired 
skills match and evolve to meet the demands of a competitive and adaptable climate. Intelligence 
regarding HE/FE provision, skills match and employment needs improving. 
 
There seem to be three barriers which limit entry into work in the creative industries: 
 

1. The single most important barrier to entry into work in the creative industries appears to be a 
lack of demonstrable experience. Consequently, experiential learning programmes at pre-
entry, entry-level and post-entry need to be developed within the creative industries. 

 
2. In addition, because employment in this sector is dynamic, so the need for specific skills 

will be changeable. The inability to be flexible regarding location and working patterns, 
along with the lack of available time and finances to undertake pre-entry, entry-level and on-
the–job training will, therefore, create barriers to individuals seeking employment in the 
creative sector. 

 
3. Graduate entry is becoming an industry expectation. The third major barrier limiting access 

to work in the creative industries is therefore access to entry-level higher and further 
education courses in creative subjects. For those individuals excluded from accessing higher 
and further education for whatever reasons, access to employment in the creative industries 
for them is becoming ever more limited. 

 
 
Increasing the Finances Available for the Development of the Creativity of the Citizens of the 
EU 
 
There is tension between the micro and macro approaches to financing training and skills 
development.  Current macro investment programmes, through agencies such as local authorities or 
government departments or agencies, are public sector led and large company or college focussed.  
Emerging Government policy in some countries on the other hand stresses a micro approach with 
enhanced individual choice, and the learner as purchaser assisted though personalised financial 
assistance programmes such as, in the UK, ILAs (Individual Learning Accounts). 
 
In respect of the likely long-term sustainability of the two distinct approaches, the micro-approach 
appears to offer better opportunities for sustainability and more cost effectiveness in delivery.  
Conversely, evidence from the macro-investment programmes suggests that activities supported are 
largely subsidy dependent and show little evidence of sustainable development in their delivery. In 
addition, they are often focussed on policy objectives outside of the core interests of the individuals 
seeking to undertake and benefit from training programmes. They are more expensive, and 
company or college rather than individually focussed. 
 
However, the micro models remain mainly at Pilot Stage, with only limited activities taking place 
both within the creative industries across the UK and in the Northwest specifically. In addition, the 
emerging micro models require the active participation of peer-led organisations such as trade 
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unions, professional bodies or networks, to make their implementation effective. Links between 
training providers, policy bodies in the creative industries and peer led organisations are often not 
well established, and the absence of this organisation between the social partners makes the 
adoption and roll-out of the micro investment models even more difficult. 
 
There is under investment in the development of Creativity and Creative skills with regards to 
employability.  There remains a continued absence of any analysis concerned with creativity and 
support for development amongst people with creative occupations outside the creative industries.   
No examples could be found which identified support for individuals working in a creative 
occupation outside the creative sector. Where activities have taken place in the creative industries 
these have also concentrated on the development of technological skills and abilities designed to 
improve employability, rather than the development of creativity and creative skills to enhance 
employability. 
 
 
The following questions and options are therefore proposed: 
 
OPTION A: 
Changing Employment Characteristics: Implications for Skills Development  
 
• ‘Active delivery models’ should be constructed on behalf of the European Union which are 

capable of enhancing that skills development capacity.  These could be either individually 
delivered, or delivered through collective action. 

• EU Demonstration Projects should be used to find the most effective structures. 
 
 
OPTION B: 
Increased Demand for Creative Abilities 
 
It is clear from the confusion associated with the current status and stature of creativity and creative 
abilities that the role of these skills has to be understood and developed in the future: 
• Creativity and creative ability need to be defined as either a new form of basic or key skills. 
• Education and training has a responsibility to ensure that the members of today’s and 

tomorrow’s workforce develop creativity and are equipped with appropriate and transferable 
creative abilities. 

• Given that creativity is increasingly essential in relationship to employment in the emerging 
knowledge driven economy, decision-makers must ensure that everyone in the future workforce 
has an opportunity to develop creative abilities. 

 
 
OPTION C: 
The Widening Demand for Creativity and the Implications for the Creative Industries 
 
EU Demonstration Projects should be used to: 
• Define and develop the balance between creativity and creative abilities in the creative 

industries and the wider workforce and population; 
• Identify the most effective delivery models that respond to the changes in employment 

characteristics of the creative industries; 
• Explore the types of mutually beneficial and working relationships between the creative 

industries and other industrial sectors.    
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OPTION D: 
The Demands amongst People in Creative Occupations in the EU to Improve their Skills 
 
The following key issues need to be addressed within future EU policies and programmes: 
• How can the training requirements of the overwhelming numbers of individuals working in the 

industry as micro-enterprises be assessed and acted upon, and which intermediaries will best 
represent the interests and aspirations of these staff? 

• How can creative enterprises be made to re-focus away from their immediate skills needs and 
gaps, onto longer-term issues in respect of training, development and innovation?  

• What forecasting of trends is required?  
• What agencies should lead and participate in this work programme? 
• How can current providers be encouraged to acknowledge the differing capacity and capability 

in the industry, and re-focus upon those individuals currently most excluded form existing 
training provision? And, in this context, who is going to finance this change in emphasis? 

• What are the most effective delivery methods for training and development in the future?  
• And how can an understanding of the pedagogical approaches required be achieved?  
• Amongst employers, sole traders, providers and intermediaries? 
••  Finally, who will develop and promote skills development programmes for creativity and 

creative ability?  
 
 
OPTION E: 
New Skills Requirements and the Opportunities for Employment Growth in the Future  
 
The following key issues need to be addressed within future EU policies and programmes: 
• How can the agencies operating within the sector both satisfied the immediate demands for 

specific skills whilst investing in future needs with respect to creativity? 
• How can the growing number of small enterprise in the creative sector combine (and achieve 

the economies of scale needed) to nurture and reward the creative abilities for the future? 
• How can larger enterprises within and without the creative sector be encouraged to facilitate the 

long term development of creativity amongst smaller enterprises with which they have mutual 
interests (including competitive advantage) ? 

• How can data with regards to of forward planning, macro-economic trends, the emergence of 
the knowledge economy, the increased value of intellectual capital, changes in communications 
etc be gathered and communicated so as to inform action in relation the above points and create 
new competitive advantage? Visioning workshops? 

 
 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 35

OPTION F: 
Employability of Graduates of HE/FE Creative Industries Related Courses in the EE 
 
3 specific areas of activity are recommended as priorities for action: 
 
Intelligence collection regarding HE/FE provision and employment needs 
• Reliable data and analysis associated the HE/ FE and employment must be collected 
• This data and analysis should be used to influence provision and inform policy development 
 
Skills acquisition needs 
• Skills acquisition needs to be on-going in a fluid sector and life-long learning provision is 

increasingly relevant 
• Access to skills through experiential learning, particularly at pre-entry and entry-levels is also 

important 
• The consequence of the shift towards lifelong learning and experience is that pre-entry training 

must include significant practical elements 
• The ability to demonstrate practical experience at pre-entry will affect an individual’s ability to 

gain a place on an entry-level course 
• Experiential learning and business rehearsal should be included at first degree level 
 
Access to finances/funding 
• Individuals and companies need to know more about how to access finances / funding for pre-

entry, entry-level and continuous post-entry training and professional development 
 
 
OPTION G: 
Increasing the Finances Available for the Development of the Creativity of the Citizens of the 
EU 
 
Macro versus Micro approaches to financing skills development 
• At least one micro finance model should be included within the Demonstration projects 
• The EU should prioritise the participation of social partners in the overall programme 
• The EU should build upon existing union and employer projects operating outside of the region 

at present, and on other relevant networks or interest groups 
• Micro investment models should be tested in specific locations and amongst specific 

occupational groups region-wide 
• Examples such as ILAs should be included, as well as EU pump-prime learning accounts for 

certain occupations in the creative industries 
• The EU should reject macro investment programmes as a source of finance for two reasons: that 

there are differing policy agendas in play, and because of a lack of data and evaluative 
structures 

• The EU should undertake a Demonstration Project designed to collect such data, on the basis 
that this will become part of the Advocacy Strategy for the EU policy-makers as a whole 
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Developing Creativity in other industrial sectors 
The absence of any co-ordinated programmes of activities in this area poses particular problems for 
the EU. Particularly as existing data concentrates on the development of new skills amongst people 
working in the creative industries. There is absence of any activity and finance designed to develop 
creativity or creative abilities in other industrial sectors: 
• The EU should seek to develop these activities by developing a Pilot Project to examine creative 

ability and creativity, and this initiative should focus on people working within and/or out with 
the Creative Industries 

 
 
2.4 Future business development in European cultural industry 
 
Particular attention should be paid to the development of support structures capable of optimising 
the potential for employment generation and business growth in the European cultural industries. 
These support structures should be analysed in regard of the range of sizes of enterprises operating 
within the cultural industry, their sector activities, their markets and their position in the business 
life cycle.  In particular, aspects of a range of financial mechanisms to support business growth will 
be examined – and the effects of current investment regimes on EU, national and regional 
economies and cultural identities will be analysed and commented upon. 
 
  
Any future business development support planned for the cultural industries in Europe must 
therefore be viewed taking into account the complexity of policy objectives as outlined in 5.1 
above. In addition, any business support structures proposed must be appropriate to the employment 
and enterprise characteristics of the cultural industries themselves.  These key characteristics can be 
summarized as follows: 
 
• The emergence of a ‘growth profile’ for all art-forms. There is a size structure of 

firms/organisations that could be considered "a typical profile" for the growth and development 
of cultural enterprises for all art-forms in Europe. The analysis indicates that a profile for the 
cultural enterprises operating within a particular art-form is developing, that can be considered 
"typical" – albeit that this profile is affected by particular issues influencing the financing of 
each art-form sector.  Typically, this profile suggests that every sector within the cultural sector 
in the European Union is similar, in that the art-form in question is now dominated by a few 
very large institutions and enterprises, and a huge volume of small enterprises and sole traders. 

 
• That micro-businesses are the growth sector of the cultural economy across the European 

Union, and have a key role in delivering growth and employment in the cultural sector in the 
future.  The research therefore indicates that there is a typical profile for enterprises in the 
cultural sector: "large flagships" together with small enterprises, micro-businesses and sole-
traders.  Only in the museums and heritage sector does this model not apply because here there 
are far fewer sole traders and freelancers: here there is also evidence of the substitution of the 
roles of micro-businesses and sole traders by volunteers and enthusiasts. 

 
• That new information and communications technologies are causing and convergence between 

art-forms, particularly where commercial finances are the major source of revenue income. And 
in turn this convergence is also leading to concentrations in the ownership of the emerging 
agglomerated business interests 
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• That people working outside of the formal economy as intermittents or casual, whilst registered 
unemployed or as volunteers, make a very significant contribution to the volume of cultural 
activities taking place across the European Union. 

 
The research indicates one further commonality between the staff employed in the large cultural 
institutions, and the freelancers and sole traders.  Outside a very few senior executives, the work 
patterns of staff working throughout all cultural enterprises are now similar across the European 
Union.  Mobility, seasonal variations, discontinuous career development, short-term contracts, part-
time working, extended working hours, a vocational ethos, and multiple jobs leading to an 
accumulation of work and expertise both inside and outside the cultural sector, are all characteristic 
of employment throughout Europe's cultural sector.   
 
As a consequence, permanent employment in the sector can no longer be guaranteed, and it is likely 
that most cultural workers will trade as micro-businesses at some point in their working lives. As a 
further consequence, the distribution of current employment across the various sub-sectors 
comprising the cultural industries of the European Union, demonstrates distinct and similar 
characteristics. All appear to show this “hour-glass effect” in the distribution of current 
employment, with concentrations of people employed in a small number of large enterprises and a 
large number of very small ones.  The following diagram provides a summary of the above 
conclusions: 
 
 

PLEASE REFER TO THE HOURGLASS DIAGRAM AT THE END OF THIS 
DOCUMENT 

 
 
In addition, all sub-sectors appear to show a continuing “narrowing” in the hour-glass neck, 
suggesting that employment amongst medium-sized enterprises is in decline across the cultural 
industries of Europe, with the effect that the distribution of future employment in the cultural sector 
of the European Union will shift, and become more concentrated either within the small number of 
larger companies or towards the growing multitude of small and micro-businesses. This 
concentration of employment has particular consequences for policy interventions designed to 
promote employment creation and business growth within Europe’s cultural sector.  
 
Many of the enterprise features outlined above reinforce the importance of the cultural industries as 
a dynamic force for economic, social and cultural cohesion in the European economy of the future. 
Micro-businesses promote entrepreneurship and business skills; creativity and creative thinking and 
expression promotes flexibility in attitudes and develops adaptability; and volunteering enables 
active citizenship and offers access to formal employment and new skills. And cultural differences, 
when celebrated and explained, provide the bedrock for understanding the Europe of the regions. 
 
A business development strategy that builds upon these key strengths lies at the heart of current 
proposal from the European Institutions and differentiates the European approach from that of the 
USA in respect of their investment in the cultural industries. The recent report “Cultural Industries 
and Employment in the Countries of the European Union” presents an analysis of the stage of 
development of the cultural industries with the aim of demonstrating the positive link between 
culture and the socio-economic development in the EU-15. The specific objective is to identify the 
potential, in terms of both society and job creation, of the cultural industries.  
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This Report aims to identify the real economic and social value of the cultural sector, and views the 
issue from three perspectives: 
 
• The first concerns a current and future analysis of the cultural industries in relation to 

employment. Here the Report defines culture as including activities connected with heritage, 
literature, the press, music, the entertainment arts, the media and the audio-visual sector. In 
addition, the Report notes the cultural industries are both a driving force behind employment 
and a catalyst for regional, national and European identity. 

 
• The second concerns an analysis of the current state of the cultural industries in the European 

Union. Here the Report acknowledges the continued lack of comparable statistics concerning 
cultural activities across the EU-15.It concludes that the sectors of the cultural industries across 
EU-15 with the best prospects for employment growth are heritage and activities linked to new 
technologies, particularly in the audio-visual sector and the information society.  

 
• The third concerns an analysis of the future prospects for the cultural industries in the European 

Union. Cultural tourism is viewed as an area that could be an area of activities that could 
consolidate and increase traditional economic activities that are related to cultural heritage. The 
Report suggests that a change in cultural tourism could serve as the basis for innovative 
activities linked to new technologies and the media. Cultural tourism is therefore identified as 
an “entrepreneurial” area of development with major possibilities for promoting economic, 
social and cultural cohesion in regions in decline. 

 
 
In conclusion, the Report identified the multi-cultures of the European Union as a major asset, with 
the potential to fulfil the dual roles of job creation and as a means of strengthening the feelings of 
community in Europe. It identifies the challenge as combining culture as a means of asserting 
European identity, with the means for the development of new sources of lasting and independent 
employment compatible with the market economy.  
 
The Report also identifies specific issues for the EU-15: 
 
• That the potential of the cultural sector in general and the cultural industries in particular is 

largely unrecognised and under-exploited by public authorities in the EU 
 
• That the cultural industries constitute a field of activity that will undoubtedly encourage the 

adoption of new technologies 
 
• That the cultural industries present an ideal way of transmitting information - given the 

globalisation of cultural exchanges and the rise of nationalism. This is because the risks of loss 
of identity, the standardisation of the globalisation process, and the desire to increase knowledge 
about one’s own cultural identity, are all fostered by the development of the cultural industries. 

 
The Report identifies that, for this sector to benefit fully from the development of the cultural 
industries, combining economic and cultural activities will require specific forms of support. On 
this basis, it notes that European, national, regional and local authorities should be capable of 
creating a legal and administrative environment that is favorable to the launch of the cultural 
industries and their consolidation in the marketplace.  
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The Report proposes that specific measures are developed and adopted by the European Union to 
increase the possibilities of creating jobs in Europe’s cultural sector: 
 
• The cultural sector must evolve and include a friendly legislative framework where the 

evolutionary nature of the cultural industries must be backed up by legal instruments that 
correspond to the development of the sector 

 
• The cultural dimensions of other Community Programmes should be strengthened with 

continued support for networks of local and regional communities active in the development of 
innovative cultural policy actions in the new international context 

 
• Cultural education in European must be delivered on the basis of equal access to culture as this 

is the basis through which all European citizens can share the common cultural heritage. 
Therefore all European citizens must be given the opportunity to know their own cultural and 
that of the other European nations as well as a basis desire to increase contact with the world of 
culture 

 
• Training in the cultural industries must be encouraged – particularly in management of the 

demands emerging from the new market. 
 
The Report concludes that increased demand for cultural activities from amongst European citizens 
will grow - particularly in the field of heritage and through the new media technologies. The Report 
concludes therefore, that, through these mechanisms, that sustainable demand for cultural activities 
will grow amongst the citizens of Europe, and the cultural industries in turn, will be able to respond 
effectively to these new demands, so creating new employment. 
 
The Study “Exploitation and development of the job potential in the cultural sector in the age of 
digitalisation” reinforces this growth potential, and makes specific recommendations to the 
European Commission for action to take forward the development of the cultural sector, across 
three themes as follows: 
 
• Policy Orientation and Integration: Issues here include the networking of measures; new forms 

of action programmes; and improved trans-national and cross-border co-operations 
 
• Information and Communications: Issues here include the harmonisation of the statistical basis 

for data collection; more knowledge generation and research into European cultural industries; 
monitoring trends in employment and skills requirements; and a European Job-Information 
Platform for digital culture 

 
• Affirmative Action Programmes: Issues here include training and qualifications; improved 

entrepreneurship; the creation of new businesses; a series of new programmes to establish media 
labs and cross-border projects; and enhanced access for marginalised groups and regions to the 
products of digital culture.  
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These actions are in turn addressed to different DGs in the European Commission with the 
implication that better co-ordination is required as follows: 
 
 
1. Employment & Social Affairs Labour market development, employment policy, equal 

opportunities 
2. Education and Culture Development of job profiles, project subsidisation such as in the 

case of Culture 2000 
3. Research Promotion of cultural research 
4. Regional Policy Renewal in depressed regions, cross-border co-operation 
5. Information Society Promotion of digitisation in the cultural sector 
 
 
Finally specific mention should be made of one section in the detail of this Report. Section 5 
examines good practices for training and qualifications, and within this section, 5.1 examines and 
outlines the “systemisation of good practices in digital culture”. This section seeks to focus actions 
in support of the cultural sector within the framework on the EU’s four pillars for its European 
Employment Strategy – Employability, Entrepreneurship, Adaptability and Equal Opprtunities.  
 
Figure 20 of this Study expands employment in digital content across these four pillars, whilst the 
text which follows makes useful observations designed to clarify the roles and responsibilities of 
action under each of the pillars. So employability is defined as adapting workers, whilst adaptability 
is defined as adapting organisations including enterprises and companies. And the integration of 
marginalised groups is included exclusively within equal opportunities.  This approach is then 
summarised in a table, which is reproduced below: 
 
 
EMPLOYABILITY 
• Making sure people can develop the right skills to 

develop job opportunities in a fast changing world  
• Significance for digital culture and creativity: 
• Prevention of long-term unemployment 
• Activation of the stock of unemployed 
• Employability agreements of social partners 
• Enabling life-long learning 
• Raising skills levels of young people 
• Integration of marginalised groups of the digital society 

(women, older people, the unemployed) 

ENTREPRENEURSHIP 
• Making it easier to start and run a 

business and to employ people in it 
• Significance for digital culture and 

creativity: 
• Encouraging self-employment and 

entrepreneurship 
• Local development 
• Development of the service sector 

ADAPTABILITY 
• Developing new flexible ways of working to reconcile 

security and flexibility 
• Significance for digital culture and creativity: 
• Digitisation of cultural service 
• Modernisation of working life within and between 

companies 
• In-house training and recruitment 

EQUAL OPPORTUNITIES 
• Equal access to jobs for women and 

men, equal treatment at work 
• Significance for digital culture and 

creativity: 
• Gender mainstreaming 
• Facilitation of re-entry to the labour 

market 
• Reduction in the gender gaps in the use 

of multimedia technology 
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However, in the main, the options suggested to date have centred upon actions internal to the 
European Institutions and their programmes and legislation, designed to compete more effectively 
with the USA for a share in the current world markets for culture and the cultural industries. 
 
One key message from the Reports quoted above is that there is a European dimension and market 
place for the cultural industries that is both distinct from the US dominated world market, and 
growing, The second key message is that policy-led EU interventions have a key role to play in 
bringing this European cultural market to maturity, and in doing so, will reinforce the social, 
economic and cultural cohesion of the European Union as a whole.  
 
So, to develop and build upon this market, investment and business support models have to be 
adopted across the EU that genuinely address and reinforce the European dimensions of the cultural 
industries. This involves asking difficult and searching questions in respect of our current attitudes 
and initiatives towards the current support structures for the development of Europe’s cultural 
industries, particularly in regard to financing for the industry:  

• Do established approaches to financing the cultural sector across Europe meet current needs and 
future opportunities for employment and economic growth?  

• Which alternative financing models are best suited to cultural sector development and how can 
these be applied? 

• How can self-employed people and small businesses access the credit they need to grow and 
trade? 

• Is globalisation and the new technologies changing the nature of cultural employment and how 
will they affect the economies of the regions of Europe? 

• Are mutual help and the development of a "solidarity economy" amongst cultural workers one 
way of preserving employment in the cultural sector? 

• How will the young and socially excluded people gain employment in the creative industries in 
the future?  

• Is traditional Venture Capital investment simply speeding up the globalisation of Europe's 
creative industries? 

• Why have decision-makers in the EU-15 sought to concentrate investment resources in the 
media sector rather then more widely across the cultural industries as a whole? 

 
At the heart of all these questions lies the issue of finance for the development of Europe’s cultural 
industries. But what sorts of finance? For the development of what sorts of products? Owned by 
whom? And representing and reinforcing what cultural values and traditions? 
 
To date EU investment for the cultural industries has been heavily concentrated through 
programmes such as MEDIA into the media production sector – an area where the EU perceives 
itself to be in direct competition with the USA for a world market share. Whilst this concentration 
of investment on segments of the EU-15’s cultural sector has been welcomed by those 
representatives of that cultural sector, for the remainder of the EU-15 cultural activities, there has 
been an almost complete absence of any similar financial mechanisms.  
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New models of investment and business support are therefore required, and six options for attention 
by the European Parliament are suggested as follows: 
 
 
OPTION A:  
A Focus on Culture as Content in the New Digital Age 
 
The first (as identified in documents such as that produced by the European Audio-visual 
Conference “Challenges and Opportunities of the Digital Age”) seeks to address the failure by the 
EU-15 to recognise the growing convergence between the various cultural sub-sectors created by 
changes in technology, and the associated opportunities this convergence brings for new markets in 
digital content production.  
 
This issue (also identified in documents such as “Culture, the Cultural Industries and 
Employment”) is further identified as a failure by the EU to date to optimise the gains in new 
employment potential to be made within the EU-15 – particularly in areas such as education and 
heritage, and the impacts of new technologies. It is argued that new sources and opportunities for 
employment creation at a regional level, linked to the cultural education of European citizens, are in 
danger of being lost or missed because, in the new digital and information age, digital content will 
increase in value both as a commodity in its own right and as a source of information and 
expression.  
 
Culture in its widest senses – popular, historic and contemporary – has the potential to form the 
bedrock of these new forms of expression, education, production and consumption. The European 
Parliament should therefore prioritise culture and cultural activities (defined as broadly as possible) 
as a source for the development of a range of new digital products in the future. In doing so the 
Parliament should ensure that assistance is provided through EU Programmes that provide 
assistance designed so that the cultural institutions themselves can work with commercial partners 
on term that benefits the widest possible partnership in the development of these new products and 
service.  
 
 
OPTION B:  
A Focus on the Cultures of the Regions as a Source of Wealth 
 
The second option concerns the geographic, faith and interest communities of the EU and reflects 
the diversity of Europe’s past, present and future. This diversity is an opportunity for celebration 
and exploitation in equal measure – indeed for many of the regions of Europe, it is through their 
regional cultures that their identities are defined now, and will be promoted in the Union of the 
future. Therefore the cultures of the Regions of Europe must be recognised and reinforced 
throughout the EU.  
 
Structural Funds Programmes have gone some distance in achieving this aim, through the inclusion 
of cultural industries as priorities, however all too often these monies have then been focused on the 
refurbishment of monuments or on subsidy for arts institutions. The EU Structural Fund 
Programmes have a key role to play in defining and developing the cultural identities of the regions 
of Europe in the future, particularly amongst the New Member States. The European Parliament and 
Commission should therefore use the partnership and co-financing arrangements associated with the 
Structural Fund Programmes to ensure that all European Regions acknowledge the importance of 
their regional cultures as a future source of wealth, and develop and implement a strategy to exploit 
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these opportunities into the future, for the benefit of the economies and people of the regions 
concerned. 
  
 
OPTION C:  
A Focus on the Excluded as New Entrants to the Industry 
 
The third option (as identified in studies such as “ women professionals in the media in the context 
of new technological developments”) identifies the potential of the social and employment impacts 
of the new employment structures, and their likely impacts on workers in the new media sector in 
the future.  
 
This study shows that not only do women occupy fewer posts, but also they have lower pay, they 
are employed on precarious terms, and they occupy decision-making positions only in exceptional 
cases. Moreover, they are suffering from invisible obstacles, such as preconceived ideas on women-
suitable jobs and stereotypes proposing only men at top-positions. A similar situation faces various 
other excluded groups across Europe within the cultural industries. However in many instances it is 
precisely the history, experiences and values of these very groups, currently excluded from 
mainstream industrial activities, that have the greatest cultural, social and economic contributions to 
make in the field of cultural and cultural expression.  
 
Their activities have the potential to create new forms of cultural production and reinforce regional 
cultural identities: in addition, new employment will grow. Therefore the European Parliament must 
take steps to ensure that creative enterprises can be established led and managed by women and by 
members of minority cultures across the EU. Commission Programmes in the past have successfully 
prioritised actions in this field and the Parliament should consider establishing similar but distinct 
actions for business development in the creative industries. 
 
 
OPTION D:  
A Focus on Creativity as a New Core Competence 
 
The fourth option concerns the growing recognition of the importance of creativity as a core 
competency for the European workforce of the future. Historically the cultural industries have acted 
as a “seed-bed sector” exporting the majority of its talented and creative people into other (better 
remunerated) industrial sectors by their mid-thirties. Evidence is now emerging that indicates that 
convergence, the knowledge based economy, industrial changes and new technologies, are 
increasing markedly, the demand for skilled creatives in the wider industrial workforce of Europe 
(and world-wide).  
 
Creativity is becoming a core skill, and the EU has a major role to play in developing these creative 
competencies, particularly though its vocational training programmes. The European Parliament 
should therefore seek to ensure that European training and educational institutions work alongside 
business and social partners to develop, codify and deliver training and education programes 
capable of developing the creative competence of all members of the EU’s workforce of the future. 
Specifically it should launch a trans-European project designed to examine and define the creative 
competencies required in the European economy over the next twenty years. 
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OPTION E:  
A Focus on a Diversity of Financing Mechanisms for the Cultural Industries 
 
The fifth option (as identified in the “Banking On Culture” study) stems from concerns at a 
continued reliance on the traditional financing mechanisms for cultural activities – public subsidy, 
earned income and private borrowings – at an individual Member State level or at a more local 
level. This factor is identified as one that will continue to limit the overall growth in the cultural 
industries in the EU-15.  
 
The employment and enterprise characteristics of the cultural industries require that a range of 
financial support instruments need to be established to support and invest in the cultural industries, 
if growth across the EU cultural industries is to be optimised long-term. Evidence indicates that that 
the three traditional avenues to investment in the cultural industries – public subsidy, venture capital 
and commercial finance – are all to a lesser or greater extent, restricting and threatening the overall 
competitiveness of Europe’s cultural industries long-term.  
 
The establishment of broad range new financial instruments is required which should include 
micro-loans, shared equity and loan arrangements and schemes designed to reinforce the solidarity 
economy and enable new entrants and start-up businesses. The European Parliament should 
therefore advocate the part-financing of such arrangements (described in the Banking on Culture 
report as “Culture Banks”) and the establishment of these new institutions through partnership 
arrangements with Member States Governments, the European Investment Bank and the EU 
Structural Fund Programmes (amongst others).  
 
 
OPTION F:  
A Focus on Finance for Cultural Production 
 
Finally, all of the resources identified above should be focused in a manner that enables cultural 
enterprises (whether public, third system or private) to create and bring to market new cultural 
products.   It is noted that the majority of the cultural industries across the EU-15 are not covered by 
any EU-led initiatives – only the audiovisual sector would appear to have been addressed through 
initiatives such as the MEDIA Plus Programme and the recently announced "i2i Audio-visual" 
programme. 
 
The key to growing the cultural industries is cultural production, and the European Parliament has a 
responsibility to ensure that this becomes and remains the focus for future EU activities in this field. 
The reasons for this priority have already been clearly stated recently by the European Commission 
(Culture, the Cultural Industries and Employment; European Commission Staff Working Paper. 
14.5.98, SEC 837. 1998, page 4). 
 

“Cultural practices are not just a form of consumption, since they do not deplete the goods 
and services used but broaden the mind and open the way to other sources of culture. 
Cultural practices are therefore often cumulative in their effects; a variety of strategies can 
be worked out for improving access to culture and for promoting the production and 
diffusion of culture . The success of this strategy is crucial to the economic and social 
development which will create jobs and enhance sociability and integration.” 
 

In short, Europe’s cultural industries have to meet a complexity of objectives – cultural, social and 
economic. 
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2.5 Future regulatory framework at EU and WTO levels 
 
Finally, the study shall evaluate the actual state of the EU regulatory framework referring to the 
different cultural sectors, to cultural performances/products and to the people involved.  It is 
important then to assess whether there is a need for further legislative intervention, whether there 
still is some room for manoeuvre in this regard and what sort of action should be envisaged.  To 
this extent, the issue should not be studied as limited to Community law but should also include 
reports of the actual state of discussions on cultural industry within the WTO. 
 
 
OPTION A:  
Make rights protection across the EU more effective through an extension of the concept of 
Multi-territorial Licences for Cultural Rights Protection across the European Union 
 
In the last decade, there has already been a huge effort to update international legislation in order to 
protect intellectual property and copyright from the unfair use of the new technologies.  This 
includes two WIPO Treaties - the Copyright Treaty and the Performances and Phonograms Treaty 
(WPPT) – which are the most significant update of international copyright laws protecting 
intellectual property in over 30 years. Their entry into force in Spring 2002, after been signed by 
over 30 countries, permits the prevention of the proliferation of music on the internet that has been 
pirated or where copyright has been infringed in other ways, and will encourage the development of 
new online subscription-based and alternative services. 
 
However, a different and complementary way of intervention is through “allowing exceptions”.  A 
good example is the 2002 antitrust exemption for the simultaneous broadcasting of music.  The so-
called "simulcasting" system of reciprocal agreements, which allows broadcasters to obtain record 
producers' rights to transmit terrestrial programming simultaneously over the internet into numerous 
countries on the basis of a single, multi-territory license has become increasingly popular. Such 
global broadcasting is complicated by the traditional system of territorial licensing. The European 
Commission has granted an antitrust exemption under Article 81(3) of the EC Treaty to European 
radio and television broadcasters who simultaneously broadcast music via the Internet. This 
decision means that television and radio companies will no longer need to obtain individual licences 
from copyright administration and collecting societies for each country. Instead, a single licence 
from any collecting society in the European Economic Area (EEA) will now suffice and cover 
music broadcasts across most of the EEA, except for Spain and France. The International 
Federation of the Phonographic Industry had applied for the creation of a multi-territorial licence on 
behalf of copyright administration societies of music record companies. In addition, societies from 
Central and Eastern Europe, Asia, South America, Australia and New Zealand are also parties to the 
agreement. 
 
This is the first time that the Commission has issued a decision on collective management and 
copyright licensing concerning the commercial exploitation of music on the Internet. The 
Commission believes that the new licence will stimulate competition among the EEA societies 
granting the licences. There will be more choice and more price competition, and the decision will 
therefore contribute to the further development of the internal market. The European Union has an 
option to extend the granting of multi-territorial rights protection and administration societies across 
a wider range of cultural forms, works and products. 
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OPTION B: 
Counter piracy and counterfeiting through the sse of EU-wide legislation, effective 
enforcement and financial penalties through fines 
 
One of the most effective systems to protect copyrights and intellectual property is to quickly 
update current legislation to accommodate new technological challenges.  Besides the legislation 
aimed at covering copyright matters on a world-wide scale, the laws of the United States and the 
various European Union Directives deserve special attention in view of their impact on copyright 
world-wide.  According to the specific needs of their region of origin, their objectives cover a wide 
range of items, such as the protection of databases or copyright protection in the digital age.  
 
At this moment, the European Commission is working on a new Directive to harmonise Member 
State legislation on the enforcement of intellectual property rights (the Enforcement Directive).  
Europe’s major copyright holders have urged the European Union to take bold measures in this 
forthcoming Enforcement Directive. The arguments used by this lobby group (comprising the main 
European film, video, music, business and interactive leisure software representatives) are that the 
lack of such legislation leads to the loss of jobs, the loss of funds to governments in tax revenues, 
and less money available to invest in new creative works.  
 
In consequence, they have asked the European Commission to provide for: 

• genuinely deterrent penalties and damages, so that pirates can no longer write off such damages 
as a small operational cost;  

• reasonable presumption of copyright ownership, to avoid delays in court proceedings that in 
some cases allow pirates to escape justice; 

• the seizure and preservation of evidence of piracy, and to make available effective provisional 
measures allowing seizure and preservation of evidence before criminals can destroy it;  

• the right of information about manufacture and distribution, so that the original manufacturers 
or distributors of the infringing goods can be identified; and  

• Compulsory Source Identification codes (SID), so that the sources of manufacture of over 100 
million of pirated discs manufactured in Europe every year can be tracked down.  

 
But legislation, even though is very important and needed, is not by itself sufficient to change the 
situation.  There is also a need for more effective enforcement, and for more adequate deterrent 
penalties. The European Parliament and the Member States need to ensure that the objectives of 
forthcoming “Enforcement Directive” are achieved through this combination of continued swift 
legislation, effective enforcement and financial penalties through fines. 
 
 
OPTION C:  
Make rights collection systems more effective and utilise these improved collection services to 
recycle the fines levied against criminals & pirates back to the rights holders & cultural 
producers 
 
The improvements anticipated in the work of the Rights Protection Agencies across the European 
Union can be built upon as a basis for the reimbursement of the losses suffered by the rights holders 
and cultural producers.  In effect, money raised through the financial penalties and fines against 
pirates and criminals should be redistributed back to the cultural industry.  However, for such a 
redistribution to be equitable it would need to be based upon a model that reflected the real 
consumption patterns in each of the cultural sectors concerned as well as across the EU as a whole.  
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Rights Collection Agencies use a variety of systems for estimating and determining the distribution 
of the rights monies they collect currently – based for instance on radio airplays. The European 
Parliament should strengthen the requirement on radio stations, TV companies, broadcaster, and 
other institutions (such as restaurants and shops) that promote the public performance of cultural 
products, to return records and data of the cultural products used, displayed or played by them. The 
European Parliament should then recommend to all Member States that fines levied for rights piracy 
should be re-invested back into the cultural sectors concerned through the work of the rights 
protection and collection agencies concerned. Through such a mechanism the monies lost to the 
cultural industries through piracy and counterfeiting will be reduced overall. 
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1. Background 
 
1.1 Title and Focus 
 
The Study title is “Comparative Study of the Cultural Products & Services Industry EU – USA”. 
 
The focus of the study is therefore the cultural products and services industries in the EU, and 
similar sectors in the US. There have been a number of definitions of the cultural industries sector 
proposed by various governments and other agencies, and this study will focus on the following 
sectors as they are generally acknowledged as the main areas of potential economic impact: 

• Audiovisual: including cinema, video and DVD 

• Broadcasting: including television and radio 

• The music recording industry 

• Publishing 
 
In addition, other areas, such as design, will be explored depending on whether relevant information 
and data is currently available (while the advertising sector is not a particular focus of this study, 
the role of creativity in this sector is also acknowledged) 
 
 
1.2 Main Purpose 
 
The main purpose of this study is to identify a range of options that the European Parliament could 
consider, and perhaps adopt as European Community strategy.  
 
This will include: 

• policy options for: 
- the European Parliament 
- the Committee on Industry, External Trade, Research And Energy 
- the European Commission 
- Eurostat 

• technological options for the cultural industries 
 
These options are outlined in section 5 of this Report. 
 
 
1.3 Objectives 
 
The Industry, Research and Energy, STOA Division of the European Parliament has commissioned 
the Study to: 

• Examine the state of relevant branches of the cultural industries in the European Union and 
in the United States (i.e. undertake a “mapping” exercise across each of the EU & the USA), 
and 
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• Present material in such a way to facilitate comparisons between EU and US production, 
distribution and consumption facts and figures in respect of cultural products and services. 

 
This mapping is encompassed with section 3 of this Report. 
 
In mapping the size and structure of the different subdivisions of the European cultural industry and 
trade sector, the Brief notes that the Study will concentrate resources in order to identify results in 
the following four areas of concern: 
• To assess and describe the relative weight of individual cultural sectors in qualitatively (ie in the 

form of tables, charts or graphics) as well as in descriptive terms – such data to include figures 
relating to turnover, consumption, distribution channels, ownership, SME’s vs large players, etc. 

• To assess the economic weight of the cultural industry and to evaluate the need for action, with 
particular regard to finding "the right solutions and support (ie financial or fiscal means), as well 
as a well-defined regulatory structure" 

• To differentiate between various categories for the different issues (in accordance with those 
described in the Project Description) and especially having the context of the technological 
changes as a starting point 

• To ensure that different issues shall be studied in terms of “added value” (for example, in terms 
of social cohesion) as well as economic viability - always with regard to the corresponding 
conditions in the United States. 

With regard to the proposed options, it is noted that the objective is not to conduct an exhaustive 
assessment of the prospective benefits of such options, but to provide a comprehensive inventory 
and review of the main issues and options involved in this field. 
 
 
1.4 Issues 
 
The consultants note that the Study has been commissioned in the context of the on-going 
discussions and debates within the European Parliament in respect of European cultural products 
and services.    
 
Background issues relevant to this project are addressed in Section 2 of this Report. 
The activities of the EU in the areas covered by this Report are outlined in section 4. 
The questions raised in the Brief for this project are addressed in Appendix A. 
 
 
1.5 Rationales 
 
The Brief for this project noted that the rationales for the Study are as follows: 
• The European Union sees a growing positive interdependence between culture and European 

development.  
• The European Union views the cultural industries as a vital part of European identity and a 

source of creativity that may guide future developments in European integration.  
• The European Union considers that Europe's cultural heritage is the principal vector for the 

transmission of regional, national and European cultural identities as well as for the diffusion of 
our respective values. 

• The European Union understands the cultural sector as being of major importance to its 
economy and, all in all, given the recent increase in cultural production and demand, that the 
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cultural industry represents a very important area of social interaction and economic activity 
within the present concept of the EU. 

 
However, it also acknowledged that considerable obstacles remain in place that prevent the 
European Union from optimising the benefits of cultural activities and the cultural industry.  
Prominent amongst these obstacles is that cultural potential is often underestimated – especially 
when compared to the corresponding US sector.   It is with the specific aim in mind of identifying 
the real economic and social value of the EU cultural industry and of "providing insights into ways 
of redressing the unfavourable trade balance in the cultural industry between the USA and Europe" 
that this study has been conceived. 
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2.  Key Contextual Issues 
 
 
2.1 The Problem of Definitions 
 
The most commonly used definitions of the cultural sector by European Member States are based 
on artforms, and generally define the cultural sector to include literature and publishing, the audio-
visual industry, the live and recorded music industry, the performing arts, crafts and design, the 
visual arts, and museums and heritage. However within these broad definitions there are significant 
differences in interpretation, demonstrating that there is at present no single and accepted definition 
of the cultural sector across the European Union. Examples of this lack of clear definitions amongst 
Member States include differing definitions of crafts, the inclusion or exclusion of architecture and 
libraries, and the counting in or out of booksellers as part of publishing.  
 
As part of accommodating these differences between Member States, some countries have 
developed the notion of "creative industries", which are more broadly defined that "cultural 
industries" and can include advertising, architecture and software development. One further 
problem concerns the definition of activities to be included within a particular artform or cultural 
practice. The differences arising form artform definitions can be largely accommodated at Member 
State level (where information is available) where the artform-based approach to the definition has 
generally been found to be acceptable and workable.  
 
The European Commission in its recent publication, Culture, the Cultural Industries and 
Employment (CEC 1998), has defined cultural practices in three categories: 

• Collective forms of culture which are defined as including heritage, cinema, concerts and 
the performing arts, where participation in the activities has implications for town planning, 
collective cultural choice and social policy;  

• Individual cultural activities which are defined as including reading, radio, television, 
video and multimedia, where participation in the activities is predominantly through 
consumption in the home;  

• Artistic and creative activities and education where art teaching and community 
animation are considered important. 

 
Such a definition contrasts with the artform, approach and can causes its own problems because, for 
example, it splits the audio-visual industry in two, and removes music teachers (who are often also 
musicians) from the music industry and thus, in effect, counts them twice. 
  
Member States' attitudes to cultural subsidy also affect their definitions of the cultural sector at 
Member State level. Attitudes to subsidy differ between Member States and, within Member States, 
between artforms. Public bodies tend to notice and value more the "culture" that they finance and, 
as a result, Member States tend to know more about the subsidised cultural sector than the 
commercial cultural sector. Exceptions to this view are beginning to develop, exemplified by the 
UK Government research in it Creative Industries Mapping Document (DCMS 1998 and 2001). 
  
There is also the issue of the "new artforms". The cultural sector, by definition, develops new 
characteristics, practices and forms of expression over time. Technological change is having a huge 
impact on current definitions of culture, as well as on the processes of cultural production, and some 
artform definitions have failed to accommodate these new forms of cultural expression. 
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Outside of these definitions of the cultural sector, some recent research has sought to develop 
alternative frameworks capable of defining the cultural sector across the European Union outside of 
an analysis of artforms or cultural content.  
  
One example, outlined by Guy (1997), argues for the identification of coherence within the cultural 
sector across Europe. Here the author suggests that the sector does not have the coherence of a 
typical industrial sector with clearly defined roles in a national economy, such as agriculture or 
financial services. Instead, he suggests that it is a variegated sector consisting of a mosaic of 
elements, each with its own specific identity, and with the only characteristic common to these 
elements being their participation in a stage of the production or reproduction of cultural works - 
works that are themselves diverse. 
  
Where the cultural sector does display significant cohesion is in the patterns of work and 
employment displayed, which are common across sub-sectors and artforms. These particular 
cohesion characteristics associated with work and employment in the cultural sector are explored by 
Delgado (1997) who states that they include "a love rather than money" ethos amongst staff and 
volunteers.  He also cites the essentially local focus (defined as either geographical or social) for 
most institutions in the cultural sector, the high levels of employment amongst women and amongst 
part-time workers, and the extended working hours covering the sector. This author links these 
characteristics to local development and employment creation, and defines the cultural sector 
through its employment characteristics and the nature of work in the sector. 
  
One further definition of the cultural sector have been proposed recently.  Munelly, in writing of the 
Temple Bar area in Dublin (1997), suggests that discussions on the economic characteristics of 
cultural activities in Europe tend to divide on an axis with northern states expressing the living 
forms of cultural expression and southern states focussing on patrimony and inherited property. 
  
The cultural sector has also been defined through an analysis of those people working and 
employed within it. This is the most commonly used definition at present despite the result having 
to accommodate the current differences in the definitions of culture and the cultural sector between 
Member States. 
 
Some examples of the various approaches to definitions of culture are listed below: 

• Culture does not have the coherence of industrial sectors with clearly defined roles in a 
national economy, such as agriculture or financial services. Instead it is a variegated sector 
consisting of a mosaic of elements, each with its own specific identity. The only 
characteristic common to these elements is their participation in a stage of the production or 
reproduction of cultural works - works which are themselves diverse (Cultural Employment 
and Employment in the Cultural Sector in Western Europe)  

• Culture does not have coherence in terms of employment and employment practices. Levels 
of employment differ between sub-sectors, and employment practices such as recruitment 
and hiring, knowledge requirements for work, occupational prestige and remuneration all 
differ considerably (Cultural Employment and Employment in the Cultural Sector in 
Western Europe)  

• The occupational components of cultural employment are similarly diverse, with a high 
degree of differentiation typifying cultural occupations and professions. Industrial and craft 
occupations and service occupations; permanent and part-time jobs; artistic, professional 
and administrative occupations; employees and self-employment; public and private 
occupations; occupations requiring highly advanced training alongside other based upon 
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personal creativity; jobs with small local associations and positions in multinational 
organisations; and occupations with ancient origins and others invented only recently 
(Cultural Employment and Employment in the Cultural Sector in Western Europe)  

• The pattern of work and employment is common between sub-sectors in the cultural sector. 
Mobility, seasonal variations, discontinuous career development, short-term contracts, 
multiple jobs leading to an accumulation of work both inside and outside of the cultural 
sector: these are all identified as characteristics of employment found throughout the various 
sub-sectors of the cultural sphere [except heritage, although the author does not state this as 
so]. Their emblematic form is the intermittence of the work in the performing arts sector 
(Cultural Employment and Employment in the Cultural Sector in Western Europe)  

• The particular employment characteristics associated with the cultural sector include the 
vocational and "love rather than money" ethos amongst staff and volunteers; (with the 
exception of national museums and orchestras) the essentially localised focus (either 
geographically or socially) for institutions in the cultural sector; and the high levels of 
employment amongst women and part-time workers in the cultural sector, and the extended 
working hours covering the sector (Cultural Employment and the Local and Regional 
Context)  

• In general, discussion on the economic characteristics of cultural activity in Europe tends to 
divide on an East West axis with northern countries stressing the living forms of cultural 
expression and southern Europe focusing on patrimony (inherited property). There are 
therefore differences in the ways both traditions contribute to employment creation in the 
cultural sector (The Temple Bar Experience; Innovative Ways of Creating Employment in 
the Cultural Sector)  

• Where data is collected concerning employment in the cultural sector across the European 
Union, there are few common definitions in use across Member States (Describing Cultural 
Employment with Statistics)  

• The analysis of cultural employment is seriously impeded by the lack of direct surveys and 
sufficiently detailed census figures, as well as by the diversity of classification systems, the 
varying frequency of surveys, and other differences that render comparison practically 
impossible at this time (Describing Cultural Employment with Statistics)  

• Only the obvious and more formal employment in the cultural sector is counted in statistics 
(Perspectives of the Performing Arts)  

• Particular employment characteristics affect the ability of governmental agencies to identify 
all those employed in culture. This is particularly the case in the performing arts across 
Europe where national data is difficult to compare because of different structures and 
systems, and where most data which is available probably only covers one part of the 
performing arts sector: the more representative, official, heavy front of the system, not the 
back and not the fringe (Perspectives of the Performing Arts)  

• European Commission current thinking states that cultural practices are not just a form of 
consumption, since they do not deplete the goods and services used but broaden the mind 
and open the way to other sources of culture. Cultural practices are therefore often 
cumulative in their effects. On this basis, a variety of strategies need to be worked out which 
improve access to culture, promote cultural production, and diffuse cultural products and 
activities. The relative success of these strategies will then in turn affect economic and 
social development which will, in turn, create jobs and enhance sociability and integration 
(Culture, the Cultural Industries and Employment)  
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• European Commission current thinking states that the increase in cultural demand is driven 
by a number of sociological and economic factors including the growing importance of the 
service sector, living longer, higher standards of education, more free time, growing 
urbanisation, and the diversification of participation in cultural life (Culture, the Cultural 
Industries and Employment)  

• Cultural practices can be divided between collective forms of culture which are defined as 
including heritage, cinema, concerts and the performing arts and where participation in these 
activities has implications for town planning, collective cultural choice and social policy; 
individual cultural activities which are defined as including reading, radio, television, videos 
and multimedia, and where participation in these activities are predominantly through 
consumption in the home, and artistic and creative activities and education (Culture, the 
Cultural Industries and Employment) 

• The "art-forms" encompassed within the definitions of the cultural sector used by individual 
Member States of the EU differ. These differences are exemplified in the data collected in 
respect of employment in the cultural sector. Similarly these differences affect the definition 
of "the cultural sector" at Member State level. For instance, crafts includes the mass 
production of high value items in Germany; press and publishing are conflated in several 
Member States, and the wider creative industries encompasses computer games software 
production in the UK. These differences can be seen in a summary of total of cultural 
employment across the EU in 1995. (Culture, the Cultural Industries and Employment) 

AUSTRIA 3,681 (only cinema & audiovisual) 
BELGIUM 57,653  
DENMARK 17,599 (only heritage education cinema & audiovisual) 
FINLAND 33,566  
GERMANY 1.000,760 (includes 450,000 crafts)  
GREECE 10,134 (only cinema & audiovisual) 
IRELAND 31,536  
ITALY 495,583  
LUXEMBOURG 2,320 (only cinema & audiovisual)  
NETHERLANDS 151,647  
PORTUGAL 35,918  
SPAIN 257,113  
SWEDEN 60,907  
UNITED KINGDOM 511,743 (includes 101,100 press)  
TOTAL 3.415,318 

• The current differences in the definitions between Member States of what constitutes 
"cultural employment" in turn affects the relative size of the cultural employment in 
proportion to the working population of each Member State. For instance, cultural 
employment as a percentage of the total employment was 1.4% in Italy, 1.9% in France and 
2.4% in the UK. Examples of the range of difference in the definitions of cultural 
employment exist: German definitions include crafts people and the manufacturers of mass 
cultural products such as TVs whilst Statistic Finland only counted people defining 
themselves as artists in the main (Investigating Cultural Employment in Six European 
Countries: Problems and Outcomes) 
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2.2 Statistics and Data Classification 
 

In the European Union 
 
Producing cultural statistics within the 15 EU members is fraught with problems. As a recent report 
to the Commission22 noted: 

Since the beginning of the 1990s, counting the number of workers employed in the cultural sector in 
the EU is something that has been frequently addressed and has proved to be a very difficult and 
vague business, indeed.  There is neither an EU-wide definition of “cultural economy” nor are there 
corresponding standardised statistics at the EU level which can serve as the basis for empirically 
describing the employment developments in the area of culture. Not least of all due to historically 
evolved patterns of interpretation, European countries have quite different understandings of the 
cultural sector.   
 
These issues have been long debated, both at the EU level (for example through the LEG group 
which reported to the Commission in 199923), by individual member states, and more broadly by 
UNESCO, but there remains three broad areas in which there are currently no EU agreed 
positions. These relate to: 

• Definition: there is no commonly agreed definition of what the sector contains – are we 
trying, for example, to determine levels of creative employment (in which case we need, 
inter alia, to include employment of creative people within non-cultural sectors)? Does the 
definition include sporting activity?  

• NACE codings: there are, additionally, considerable difficulties related to the inclusion (or 
more frequently exclusion) of particular official employment codes (the NACE codes 
developed by Eurostat, for example, which also form the basis for individual member states’ 
employment codes). The problems associated with this issue can be illustrated by reference 
to architecture, where the NACE ISCO classification data for architects cannot be 
separated out from a whole host of other occupations which are clearly more related to the 
construction industry than to the cultural sector.  

• Data Presentation: There are also no commonly-agreed ways of presenting data in ways 
which reflect the reality of the economic cycle (for example, creation, production, 
distribution) – or indeed whether such an economic model is adequate to represent the 
broader social dimensions which often validate public expenditure in the cultural domain; 
increasingly such spend is often dictated at local, regional, national and European (through 
Structural Funds, for example) levels  by social concerns about health, social exclusion, etc. 
and not solely about economics (employment, value added, exports, etc.).  

 
The situation is further confused by the need for any resolution of the statistical problems to be 
considered in the context of the proposed 2007 revisions of employment codes (NACE) by the EU 
and, at the same time and in parallel, by the United Nations. Eurostat (and the UN) are currently 
seeking member states’ views on the revision process, since decisions will need to be made by 2004.  
 
The different approaches used for definitions, codings and presentation lead to considerable 
variations in data. At the European level, for example, the numbers employed in the cultural sector 

                                                 
22 Exploitation and development of the job potential in the cultural sector in the age of digitalisation, DG Employment and Social Affairs 
(2001) 
 
23 Culture, cultural industries and employment 
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vary between the three million estimated in the 1999 report and 7,166 million in the most recent 
analysis. It is worth noting that this last figure represents 4.6% of total EU employment.  
Notwithstanding the difficulties mentioned above, it is possible to make an assessment of the data 
currently available in respect of employment in the cultural sector in the EU against the best 
practice developed by, for example, UNESCO’s Framework for Cultural Statistics (1986) and 
proposed by the LEG group in the late 1990s. On this basis the most recent data quoted here 
probably represents the most robust data available for employment.  
 
This data is presented in more detail in the following series of tables.  The basic data model used 
incorporates two elements, as follows: 

• An analysis of employment within the two key NACE classifications (NACE 92 and NACE 
22) 

• An analysis by cultural occupations not classified elsewhere in the data such as writers, 
archivists, librarians, artistic, entertainment and sports professionals, creative and 
performing operators.  

 
The broad picture for EUR-15 is summarised as follows: 
TABLE 2.1: Employment in Cultural Activities 
 

EUR-15 1999 
 

NACE Industry 

Occupation 

 Cultural 
Occupations 

Non-cultural occupations 
in cultural production 

Total 

22 Publishing, music         
recording 
92 Cultural and Sporting 
Activities 

1,167 3,595 4,762 

Non-Cultural Sectors 837 1,566 2,403 
Total (in thousands) 2,004 5,161 7,166 

Figures Estimated 
Source: EUROSTAT, Economix 
 
Analysed by member state, employment within NACE classification 92 – broadly defined as 
recreational, cultural and sporting employment – the data shows as follows; note that the table also 
shows (as do succeeding tables in this section) a comparison with results between 1995 and 1999 
allowing an estimate of growth in  employment within each country to be illustrated.  
 
TABLE 2.2: Employment in Recreational, Cultural and Sporting Activities (NACE 92) 
 
Country 1995 1996 1997 1998 1999 Annual% change 
 (in thousands) 1995-99 
Austria 51 48 54 59 53 1.1 
Belgium 56 55 62 65 64 3.4 
Denmark 51 58 58 56 58 2.9 
Finland 40 52 52 48 56 8.2 
France 360 363 370 389 384 1.6 
Germany 433 509 515 524 563 6.8 
Greece 61 62 61 67 67 2.1 
Ireland 29 31 32 36 38 6.4 
Italy 143 157 156 184 203 9.3 
Luxembourg 2 2 2 2 2 5.5 
Netherlands 123 122 140 126 158 6.3 
Portugal 39 53 57 48 51 7.2 
Spain 209 217 236 240 241 3.6 
Sweden 107 103 90 97 108 0.2 
UK 706 717 725 773 758 1.8 
EU-15 2,412 2,549 2,612 2,716 2,804 3.8 
Source: EUROSTAT, Labour Force Survey 
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A similar analysis for NACE 22 (publishing, printing and reproduction of recorded media) is shown 
in the following table: 
 
TABLE 2.3: Employment in Publishing, Printing and Reproduction of Recorded Media (NACE 22) 
 
Country 1995 1996 1997 1998 1999 Annual % 

change 
 (in thousands) 1995-99 
Austria 41 38 39 37 33 -5.2 
Belgium 42 44 46 50 51 4.8 
Denmark 46 44 47 53 48 1.4 
Finland 31 27 31 32 39 6.1 
France 233 228 229 221 224 -1.0 
Greece 34 35 37 38 41 4.7 
Germany 535 541 501 519 513 -1.0 
Ireland 16 17 19 18 19 3.5 
Italy 201 202 181 185 181 -2.6 
Luxembourg 2 1 2 2 2 8.1 
Netherlands 130 127 127 129 123 -1.3 
Portugal 41 38 43 36 39 -1.4 
Spain 121 135 139 145 153 6.0 
Sweden 71 68 50 55 62 -3.2 
UK 424 433 417 415 428 0.2 
EU-15 1,969 1,979 1,907 1,935 1,958 -0.1 

 
Source: EURSTAT Labour Force Survey 
 
 
The final table shows cultural occupations in each of the EUR-15 countries, again with a 
comparison between 1995 and 1999 data.  
 
TABLE 2.4: Employment in Cultural Occupations* 
 

 Employment (in thousands) Annual % growth 
Country 1995 1999 1995-99 
Austria 40.2 43.2 1.8 
Belgium 31.8 38.1 4.6 
Denmark 44.3 42.7 -0.9 
Finland** 32.0 47.9 10.6 
France 224.4 245.8 2.3 
Germany 331.4 420.3 6.1 
Greece 38.4 41.9 2.2 
Ireland** 16.5 25.2 11.2 
Italy 167.0 200.3 4.7 
Luxembourg 1.3 1.5 4.9 
Netherlands 116.3 149.9 6.5 
Portugal 18.3 26.5 9.7 
Spain 91.3 129.9 9.2 
Sweden** 64.6 96.9 10.7 
UK 442.0 494.2 2.8 
EU-15 1,659.7 2,004.3 4.8 

 
* Archivists, Librarians; Writers, Creative and Performing Operators; Artistic, Entertainment, Sports Professions 
** 1995 value estimated 
 
What the data show when taken together is that employment is considerably higher than previous 
estimates have suggested (as noted above), and that growth in employment has been strongest in 
cultural occupations (annual growth of 4.8% across the EUR-15) with slight annual decline in 
employment in NACE 22 of 0.1%, and with annual growth in NACE 92 of 3.8%.  
 
The global EUR-15 data hide enormous variations between countries.  
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Annual growth in NACE 92 employment, for example, varies between a high of 9.3% per annum in 
Italy to a low of 0.2 in Sweden. The overall annual decline in NACE 22 employment also shows 
marked variations – with eight countries showing growth in employment (in one case over 8% per 
annum) and seven showing declines (the most severe of which is Austria with a decline of 5.2%). 
Cultural employment shows even more marked variations – from a decline of almost 1% per annum 
in Denmark to a high of over 10% annual growth in Finland, Ireland and Sweden.  
 
 
In the USA 
 
The North American Industry Classification System (NAICS) and the Standard Industry 
Classification (SIC).  
 
Just as the time of a crossroads in defining industries in the New Economy, the classification of data 
used for industry analysis in the USA is also in a state of transition. Previously, all economic 
analysis of industries was based upon the Standard Industrial Classification (SIC) system, used by 
Federal and State agencies to collect and analyse employment and sales data in the economy. This 
SIC standard is being changed to account for the transformation in the industrial structure of the 
New Economy.  
 
The new system, The North American Industrial Classification System (NAICS), was developed by 
US, Canadian and Mexican official as a unified system for classifying economic entities in the 
economy. All economic data sources are transitioning to this new system over the next five years. 
As of 2000, only the 1997 Economic Census of the U.S. Department of Commerce has provided 
comprehensive and usable economic data using the NAICS system. One limitation of using data 
from the NAICS system is that the most current year available is 1997. Another limitation is that 
there is no historical data yet available.  
 
 
The Current Population Survey (CPS) and the Occupational Employment Statistics (OES).  
 
The OES produces occupational employment and wage estimates for over 750 occupations. It is a 
cooperative programme between the Bureau of Labor Statistics (BLS) and the State Employment 
Security Agencies (SESAs). The research team used data from the OES program to highlight 
occupational employment projections over a ten year period. The projections highlight growth and 
decline in certain artist related occupations. The OES program's major limitation is that it only 
counts full and part-time workers on the payroll of an incorporated establishment.  Data from the 
OES program, therefore, does not adequately count self-employed workers in the labor market.  
 
Both the OES and CPS will be using a new, updated classification in the years to come. Much like 
the transition of industry classification systems form the SIC to the NAICS, current occupational 
classification systems of the OES and CPS will change to a universal Standard Occupational 
Classification (SOC) system. The SOC was developed in response to a growing need for a universal 
occupational classification system. Data from the OES program will be based on the new 
classification system and available in early 2001 while data from the CPS will be based on the new 
classification for the first time in 2003. 
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3. The Cultural Industries 
 
 

3.1 Overall Economic Context – EU / USA 
 
TABLE 3.1 

 
  EU15 Eurozone US Japan 
Area1 (thousands, km2) 3154 2456 9167 395 
Population2 (at January 2002, millions) 380 305 279 127 
Density1 (per square mile) 119 124 30 321 
Unemployment3 (standardized) 2001 7.6 % 8.3 % 4.8 % 5.0 % 
2002 7.5 % 8.2 % 5.6 % 5.3 % 
GDP4 (2001, trillion USD, at current prices) 8.7 6.7 11.2 4.5 
GDP increase, 2000-014 1.5 % 1.6 % 1.2 % -0.5% 
GDP per Capita5 (2001, in PPS) 20 700 19 900 36 500 32 600 
Inflation Rate6 (6/ 2002, harmonized index of consumer prices) 1.6 % 1.8 % 1.1 % -0.7 % 
Total Imports7 (2001, all products, US $billions) 914.0 (extra-EU) - 1 180.5 350.1 
Total Exports7 (2001, all products, US $billions) 872.5 (extra-EU) - 730.9 404.7 
World Import Share7 18.9 % - 18.3 % 5.4 % 
World Export Share7 19.4 % - 11.9 % 6.6 % 
EUROZONE (EUR-12): Austria, Belgium, Greece, France, Finland, Germany, Ireland, Italy, Luxembourg, Netherlands, Portugal, Spain. 
EU countries that were not members of Eurozone in 2000: Greece and 2001: Denmark, Sweden, United Kingdom. Greece is included in 
the Eurozone (EUR-12) 1999 and 2000 data for the comparison continuity, even though the data precede Greece’s adoption of the Euro 
January 1, 2001. 
 
Sources: 
1.        Eurostat Yearbook 2002. 
2.        Eurostat (European Union Statistical Office). First Results of the Demographic Collection for 2001 in Europe, Statistics in Focus: 

Population & Social Conditions, Theme 3 – 17/2002, August 7, 2001. 
3.        OECD (Organisation for Economic Cooperation & Development). Main Economic Indicators, August 2002. (2002 figures are as of 

1st quarter, 2002). 
4.        Eurostat. Gross Domestic Product 2001: First Results, Statistics in Focus: Economy & Finance, Theme 2 – 26/2002, August 8, 

2002. 
5.        OECD. Main Economic Indicators, August 2002. 
6.        Eurostat. Harmonized Indices of Consumer Prices: July 2002, Statistics in Focus: Economy & Finance, Theme 2 – 36/2002, 

August 26, 2002. 
7.     Eurostat, Luxembourg. 
 
TABLE 3.2: US - EU15 Trade (2001)1 

 
  in billions USD change 2001-00 
US Exports of Goods to the EU  156 -4.2% 
US Imports of Goods from the EU 220 -0.3% 
US Exports of Services to the EU 88.7 -6.2% 
US Imports of Services from the EU 73.7 -10.2% 
Total of US Exports of Goods and Services from the EU 244 -4.9% 
Total of US Imports of Goods and Services from the EU 293 -3.0% 
Top 5 US Goods Exported to the EU 2   

Machines, transporation equipment 95.7  
Chemicals 25.5  

Manufactured commodities 23.8  
Basic manufactures 12.2  

Crude materials, excluding fuels 6.3  
Top 5 US Goods Imports from the EU2   

Machines, transporation equipment 105.4  
Chemicals 34.7  

Manufactured commodities 28.5  
Basic manufactures 23.8  

Beverages and tobacco 4.9  
 
Source: US Department of Commerce. Bureau of Economic Analysis (BEA). Survey of Current Business. 
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3.2 Cultural Industries: International 
 
TURNOVER 
 
The following table provides a summary of actual and estimated global turnover in various 
segments of the global entertainment and media sectors. 
  
TABLE 3.3: Global Entertainment and Media Market by Segment ($ millions) 
 
Segment 1997 1998 1999 2000 2001p 2002 2003 2004 2005 2006 2002-06 

CAGR 
Filmed Entertainment 44,099 47,572 49,676 54,204 59,485 63,141 66,835 70,934 74,941 78,509  
% Change 4.7 7.9 4.4 9.1 9.7 6.1 5.9 6.1 5.6 4.8 5.7 
TV Networks Broadcast 
and Cable 

85,100 90,021 94,437 107,196 107,394 111,568 116,584 125,936 133,628 144,291  

% Change 10.6 5.8 4.9 13.5 0.2 3.9 4.5 8.0 6.1 6.0 6.1 
TV Distribution: Station, 
Cable & Satellite 

110,944 120,990 131,184 145,336 150,375 159,942 169,886 182,560 194,907 209,852  

% Change 9.8 9.1 8.4 10.8 3.5 6.4 6.2 7.5 6.8 7.7 6.9 
Recorded Music 35,294 37,249 37,532 37,025 35,502 34,201 34,346 35,541 36,926 38,505  
% Change 2.8 5.5 0.8 -1.4 -4.1 -3.7 0.4 3.5 3.9 4.3 1.6 
Internet Advertising and 
Access Spending 

10,397 16,607 28,514 43,779 52,989 60,795 69,180 77,085 85,286 93,609  

% Change 79.8 59.7 71.7 53.5 21.0 14.7 13.8 11.4 10.6 9.8 12.1 
Magazine Publishing 69,991 73,263 76,014 81,064 77,527 77,139 78,142 80,374 84,085 88,391  
% Change 7.0 4.7 3.8 6.6 -4.4 -0.5 1.3 2.9 4.6 5.1 2.7 
Newspaper Publishing 146,914 151,140 154,508 164,324 157,699 157,011 161,283 168,531 177,020 185,635  
% Change 5.3 2.9 2.2 6.4 -4.0 -.04 2.7 4.5 5.0 4.9 3.3 
Consumer Book 
Publishing 

43,519 44,910 45,910 45,351 44,709 45,379 46,377 47,671 49,210 50,940  

% Change -2.6 3.2 2.2 -1.2 -1.4 1.5 2.2 2.8 3.2 3.5 2.6 
Educational & Prof’l 
Books and Training 

173,241 183,723 194,666 201,835 207,602 214,985 224,023 234,365 246,906 260,844  

% Change 6.2 6.1 6.0 3.7 2.9 3.6 4.2 4.6 5.4 5.6 4.7 
Business Information 55,410 58,825 62,800 67,445 68,830 70,900 73,570 77,120 82,165 87,770  
% Change 7.0 6.2 6.8 7.4 2.1 3.0 3.8 4.8 6.5 6.8 5.0 
Radio and Out-of-Home 
Advertising 

37,611 39,690 43,509 48,148 46,420 46,918 48,747 51,564 54,942 58,678  

% Change 7.7 5.5 9.6 10.7 -3.6 1.1 3.9 5.8 6.6 6.8 4.8 
Theme Parks and 
Amusement Parks 

15,894 16,180 16,874 17,807 18,409 19,087 19,748 20,474 21,579 22,635  

% Change 6.2 1.8 4.3 5.5 3.4 3.7 3.5 3.7 5.4 4.9 4.2 
Sports 24,374 28,796 30,181 33,992 36,029 39,974 39,794 42,874 44,393 49,595  
% Change 6.2 18.1 4.8 12.6 6.0 10.9 -0.5 7.7 3.5 11.7 6.6 
Total 852,788 908,966 965,805 1,047,506 1,062,970 1,101,099 1,148,523 1,215,029 1,285,988 1,369,254  
% Change 6.9 6.6 6.3 8.5 1.5 3.6 4.3 5.8 5.8 6.5 5.2 
P = preliminary 
 
Sources: Zenith Media, Universal McCann, Screen Digest, Motion Picture Association of America, Adams Media Research, Paul Kagan 
Associates, International Federation of the Phonographic Industry, Recording Industry Association of America, American Business 
Media, Magazine Publishers of America, Newspaper Association of America, Book Industry Study Group, American Association of 
Publishers, Euromonitor, Training Magazine, ASTD, International Comparisons Report. Economic Research Associates, International 
Association of Amusement Parks and Attractions, Statistics Canada, PricewaterhouseCoopers, LLP, Wilkotsky Gruen Associates 
 
 

3.3  Cultural Industries: EU 
 
This section will look at the cultural industries in the EU in the following sections: 

• Across all sectors 
• Audiovisual sector 
• Broadcasting sector 
• Music sector 
• Publishing sector 
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3.3.1  Across all sectors 
 
TRADE 
 
The following two tables (3.4 & 3.5) provide an indication of the levels of cultural trade in Europe. 
 
TABLE 3.4: Trends in Cultural Trade 
 
 Cultural trade * Cultural exports as % of 

total cultural trade 
 US$ mill US$ mill US$ per 

capita 
US$ per 
capita 

As % of 
GNP 

As % of 
GNP 

 

 1980 1997 1980 1997 1980 1997 1980 1997 
Austria 1203 9579 159 1182 1.6 4.4 38 55 
Belgium 3246 19447 330 1925 2.6 7.5 60 50 
Denmark 648 - 126 - 1 - 35 - 
Finland 554 10472 116 2014 1.1 8.4 42 74 
France 5117 45786 95 780 0.8 3.1 37 44 
Germany - 68352 - 833 - 3.2 - 44 
Greece 128 1642 13 155 0.3 1.3 11 11 
Ireland 335 25680 99 690 2 38.0 28 65 
Italy 2939 24321 52 424 0.7 2.1 43 43 
Luxembourg - - - - - - - - 
Netherlands 3438 51296 243 3267 2 13.2 43 49 
Portugal 249 3372 25 341 1.1 3.2 54 35 
Spain 1323 14912 35 377 0.7 2.7 38 35 
Sweden 1213 16324 146 1834 1.0 7.2 28 57 
UK 6392 77906 113 1329 1.4 6.2 45 48 
Europe** - 421320 - 585 - 4.4 - 48 
* exports plus imports of books and pamphlets, newspapers, newsprint and periodicals; typewriters and word and data processors; 
music-related goods; cinema and photography; radio, television and VCRs; visual arts and antiques; and sporting goods 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site 
 
 
TABLE 3.5: Distribution by Type -  as % of total trade in 1997 
 
 Books and 

pamphlets 
Newspapers, 
newsprint & 
periodicals 

Typewriters, 
word & data 
processors 

Music-
related 
goods 

Cinema and 
photography 

Radio, 
television & 

VCRs 

Visual arts 
& antiques 

Sporting 
goods 

Austria 9.7 8.1 32.9 11.8 8.3 19.1 1.0 9.1 
Belgium 4.8 4.3 42.6 8.6 9.7 24.2 0.8 5.0 
Denmark - - - - - - - - 
Finland 1.9 1.7 55.9 7.2 5.5 24.0 0.1 3.7 
France 2.6 3.0 53.5 7.9 7.7 19.9 0.6 4.8 
Germany 1.6 3.1 56.7 7.1 7.0 18.0 1.3 5.2 
Greece 4.5 6.3 31.4 9.6 10.3 27.8 1.8 8.3 
Ireland 1.4 1.6 80.7 7.2 1.2 6.6 0.1 1.2 
Italy 1.5 3.2 50.6 8.8 8.0 22.5 0.4 5.0 
Luxembourg - - - - - - - - 
Netherlands 0.9 1.4 72.4 4.9 4.1 12.1 0.2 4.0 
Portugal 4.0 6.0 38.1 8.2 7.8 31.5 0.2 4.2 
Spain 2.1 4.3 41.7 7.6 7.6 29.8 1.0 5.7 
Sweden 2.5 1.3 45.1 6.3 5.7 34.6 0.2 3.7 
UK 2.8 3.2 57.2 6.5 6.2 15.8 4.4 3.9 
Europe** 2.5 3.1 55.5 7.4 6.3 19.7 1.1 4.4 
* % of total programmes 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site 
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EMPLOYMENT 
 
The following 39 tables (3.6 – 3.44) provide detailed analysis of employment in various sectors of 
the cultural industries. 
 
TABLE 3.6: Recreational, Cultural and Sporting Activities (NACE 92) 
 
Country 1995 1996 1997 1998 1999 Annual % change 
 (in thousands) 1995-99 
Austria 51 48 54 59 53 1.1 
Belgium 56 55 62 65 64 3.4 
Denmark 51 58 58 56 58 2.9 
Finland 40 52 52 48 56 8.2 
France 360 363 370 389 384 1.6 
Germany 433 509 515 524 563 6.8 
Greece 61 62 61 67 67 2.1 
Ireland 29 31 32 36 38 6.4 
Italy 143 157 156 184 203 9.3 
Luxembourg 2 2 2 2 2 5.5 
Netherlands 123 122 140 126 158 6.3 
Portugal 39 53 57 48 51 7.2 
Spain 209 217 236 240 241 3.6 
Sweden 107 103 90 97 108 0.2 
UK 706 717 725 773 758 1.8 
EU-15 2,412 2,549 2,612 2,716 2,804 3.8 
 
Source: EUROSTAT, Labour Force Survey 
 
 
TABLE 3.7: Publishing, Printing and Reproduction of Recorded Media (NACE 22) 
 
Country 1995 1996 1997 1998 1999 Annual % change 
 (in thousands) 1995-99 
Austria 41 38 39 37 33 -5.2 
Belgium 42 44 46 50 51 4.8 
Denmark 46 44 47 53 48 1.4 
Finland 31 27 31 32 39 6.1 
France 233 228 229 221 224 -1.0 
Greece 34 35 37 38 41 4.7 
Germany 535 541 501 519 513 -1.0 
Ireland 16 17 19 18 19 3.5 
Italy 201 202 181 185 181 -2.6 
Luxembourg 2 1 2 2 2 8.1 
Netherlands 130 127 127 129 123 -1.3 
Portugal 41 38 43 36 39 -1.4 
Spain 121 135 139 145 153 6.0 
Sweden 71 68 50 55 62 -3.2 
UK 424 433 417 415 428 0.2 
EU-15 1,969 1,979 1,907 1,935 1,958 -0.1 
 
Source: EURSTAT Labour Force Survey 
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TABLE 3.8: All Cultural Occupations* 
 

 Employment (in thousands) Annual % growth 
Country 1995 1999 1995-99 
Austria 40.2 43.2 1.8 
Belgium 31.8 38.1 4.6 
Denmark 44.3 42.7 -0.9 
Finland** 32.0 47.9 10.6 
France 224.4 245.8 2.3 
Germany 331.4 420.3 6.1 
Greece 38.4 41.9 2.2 
Ireland** 16.5 25.2 11.2 
Italy 167.0 200.3 4.7 
Luxembourg 1.3 1.5 4.9 
Netherlands 116.3 149.9 6.5 
Portugal 18.3 26.5 9.7 
Spain 91.3 129.9 9.2 
Sweden** 64.6 96.9 10.7 
UK 442.0 494.2 2.8 
EU-15 1,659.7 2,004.3 4.8 

 
* Archivists, Librarians; Writers, Creative and Performing Operators; Artistic, Entertainment, Sports Professions 
** 1995 value estimated 
 
TABLE 3.9: All Cultural Activities 
EU-15 1999 
(in thousands) 
 
  Occupation 
NACE Industry Cultural Occupations Non-cultural Occupations Total 
22 Publishing, music recording 1,167 3,595 4,762 
92 Cultural and sporting activities    
 Non-Cultural sector 837 1,566 2,403 
 Total 2,004 5,161 7,166 
   Figures estimated 
Source: EUROSTAT, Economix 
 
TABLE 3.10: Growth of Cultural Employment  
EU-15 1995-99 
(annual % change) 
 
  Occupation 
NACE Industry Cultural Occupations Non-cultural Occupations Total 
22 Publishing, music recording 5.1 1.2 2.1 
92 Cultural and sporting activities    
 Non-Cultural Sectors 4.4 1.1 2.2 
 Total 4.8 1.2 2.1 
  Figures estimated 
Source: EUROSTAT, Economix 
 
TABLE 3.11: Relative Importance of Cultural Activities 1999 
 
 Cultural Industries Cultural Occupations Cultural occupations in cultural industries 
Country % share of national employment 
Austria 2.4 1.2 0.8 
Belgium 2.9 1.0 0.6 
Denmark 3.9 1.6 0.9 
Finland 4.1 2.1 1.3 
France 2.7 1.1 0.6 
Germany 3.0 1.2 0.7 
Greece 2.7 1.1 0.8 
Ireland 3.5 1.6 0.9 
Italy 1.9 1.0 0.5 
Luxembourg 2.6 0.9 0.4 
Netherlands 3.7 2.0 1.1 
Portugal 1.9 0.5 0.3 
Spain 2.9 0.9 0.6 
Sweden 4.2 2.4 1.5 
UK 4.3 1.8 1.0 
EU-15 3.1 1.3 0.8 
Source: EUROSTAT – Labour Force Survey 
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TABLE 3.12: Sub-Groups of Cultural Employment 
 
Shares of sub-groups in total 
employment and/or occupation (in %) 

Cultural Occupations Non-cultural Occupations Total EU-15 

Women    
Cultural Sectors 38.4 42.2 41.2 
Non-Cultural Sectors 52.8 42.3 42.4 
Total EU 44.4 42.3 42.3 
Self-Employment    
Cultural Sectors 40.4 10.7 18.0 
Non-Cultural Sectors 29.5 14.2 14.3 
Total EU 35.9 14.1 14.4 
High-Level Education    
Cultural Sectors 48.8 19.5 26.7 
Non-Cultural Sectors 44.9 22.2 22.4 
Total EU 47.2 22.2 22.5 
Temporary Workers    
Cultural Sector 14.2 12.9 13.3 
Non-Cultural Sectors 11.5 10.9 10.9 
Total EU 13.1 10.9 11.0 
 
Source: EUROSTAT – Labour Force Survey 
 
 
TABLE 3.13: Hours worked by Employment Status, Job Duration, Educational Level and Gender 1999  
(usual hours worked per week, EU average) 
 
 Occupation 
 243 245 347 213 313 214   
 Archivists, 

librarians 
Writers, 
creative 

performing 
operators 

Artistic, 
entertainment, 

sports 
professions 

Computer 
professionals 

Optical and 
electronic 
equipment 
operators 

Architects, 
engineers 

Other occupations Total 

Employment status         
Self-employed 33.0 36.6 39.8 42.4 43.5 44.9 42.6 41.1 
Employees 33.5 34.8 32.0 37.7 37.5 38.1 33.8 34.7 
Educational level         
High 33.9 35.4 34.9 38.9 39.6 40.1 37.0 37.1 
Low 34.7 34.8 32.5 36.5 38.5 38.5 34.5 34.8 
Medium 33.1 35.2 34.4 38.4 39.2 38.1 35.8 36.1 
Job duration         
Permanent 35.8 36.3 34.7 38.9 38.0 39.2 36.1 36.7 
Temporary 29.2 32.5 27.7 35.6 35.3 35.7 32.4 32.3 
Gender         
Female 31.5 33.3 31.3 35.5 36.8 36.1 32.2 33.0 
Male 36.7 37.3 37.2 40.1 40.7 41.9 39.2 39.1 
EU average 33.4 35.4 34.4 38.5 39.2 39.6 35.7 36.2 
 
Source: EUROSTAT – Labour Force Survey 
 
 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 66

TABLE 3.14: Private Consumption (average annual growth rates*) 
 
 Purchase of:    
 Education, 

books, 
newspapers 

Entertainment, 
recreation, 
culture** 

PCs*** TV receivers*** Numberof 
households 

with VCR 

Admissions 
at movie 
theatres 

Annual 
book 

production
Country 1992-97 1992-97 1992-99 1992-98 1992-98 1992-99 1992-98 
Austria 0.7 1.0 13.5 -2.1 6.8 3.0 12.8 
Belgium - 1.7 23.1 0.6 6.6 1.2 2.2 
Denmark 3.2 4.5 3 0.9 6.8 1.2 2.8 
Finland 1.7 3.2 - 12.7 5.5 4.5 2.4 
France -0.2 1.2 20.1 -1.1 6.3 4.5 3.6 
Germany - - 20.2 -2.3 7.5 2.3 3.1 
Greece 0.3 6.1 - -4.2 10.0 8.4 9.5 
Ireland 5.3 5.3 - 6.1 5.3 3.6 - 
Italy 0.4 2.6 9.4 -5.3 8.5 1.3 2.8 
Luxembourg - - - -1.6 6.1 12.2 - 
Netherlands 0.5 2.8 19.1 4.7 5.4 3.1 3.3 
Portugal - - - -2.8 7.4 17.8 5.2 
Spain - - 20.3 -3.6 5.3 8.1 4.6 
Sweden -4.2 2.4 18.4 -2.3 5.7 0.2 0.5 
UK 1.0 3.8 6.7 5.4 4.3 2.4 6.2 
EU-15 - - - -1.0 6.4 3.7 - 
 
* always latest year available, ** volume index 1990 = 100; *** current EURO 
 
Source: Eurostat: European Audiovisual Observatory, International Publishers Association 
 
 
TABLE 3.15: Employment by NACE sectors 1999 
(in thousands) 
 
 Sector    
 22 92 74 75 92   
Country Publishing, 

recorded 
media 

Cultural and 
sporting 
activities 

Other 
business 
activities 

Public 
administration

Other social 
and public 
services 

Other 
sectors 

Total 

Austria 33 53 170 216 34 3,170 3,678 
Belgium 51 64 228 366 18 3,260 3,987 
Denmark 48 58 148 156 29 2,269 2,708 
Finland 39 56 137 118 39 1,944 2,333 
France 224 384 1,363 2,070 280 18,434 22,755 
Germany 513 563 1,984 2,996 418 29,615 36,089 
Greece 41 67 179 277 16 3,360 3,940 
Ireland 19 38 91 74 13 1,358 1,593 
Italy 181 203 1,055 1,813 100 17,265 20,618 
Luxembourg 2 2 10 16 1 144 176 
Netherlands 123 158 627 5541 68 6,087 7,605 
Portugal 39 51 169 298 28 4,244 4,830 
Spain 153 241 742 884 57 11,696 13,773 
Sweden 62 108 258 201 50 3,375 4,054 
UK 428 758 1,911 1,632 241 22,391 27,361 
EU-15 1,958 2,804 9,071 11,659 1,391 128,614 155,498 
 
Source: Eurostat Labour Force Survey 
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TABLE 3.16: Employment Growth by NACE sectors 1995-99 (annual % increase) 
 
 Sector    
 22 92 74 75 92   
Country Publishing, 

recorded 
media 

Cultural and 
sporting 
activities 

Other 
business 
activities 

Public 
administration

Other social 
and public 
services 

Other 
sectors 

Total 

Austria -5.2 1.1 6.1 -2.3 2.8 -0.1 0.0 
Belgium 4.8 3.4 7.3 -1.3 -6.2 1.2 1.3 
Denmark 1.4 2.9 5.5 -0.2 -2.8 0.8 1.0 
Finland 6.1 8.2 7.1 -0.4 5.7 3.6 3.7 
France -1.0 1.6 3.4 0.0 1.0 0.7 0.8 
Germany -1.0 6.8 5.9 -1.2 -0.4 0.0 0.2 
Greece 4.7 2.1 7.3 0.5 9.3 0.4 0.8 
Ireland 3.5 6.4 11.4 1.4 1.3 6.0 6.0 
Italy -2.6 9.3 11.6 4.2 2.0 0.0 0.8 
Luxembourg 8.1 5.5 9.1 0.9 20.6 1.7 2.1 
Netherlands -1.3 6.3 5.7 -0.1 4.2 2.9 2.9 
Portugal -1.4 7.2 1.2 -2.3 9.5 2.6 2.3 
Spain 6.0 3.6 9.1 3.6 5.6 3.1 3.4 
Sweden -3.2 0.2 2.6 -1.6 -5.2 -0.5 -0.5 
UK 0.2 1.8 4.0 1.4 1.1 1.1 1.3 
EU-15 -0.1 3.8 5.8 0.5 0.9 0.9 1.2 
 
Source: Eurostat Labour Force Survey 
 
 
TABLE 3.17: Employment by ISCO Occupations 1999 (in thousands) 
 
 Occupation 
 243 245 347 213 313 214   
Country Archivists, 

librarians 
Writers, 
creative 

performing 
operators 

Artistic, 
entertainment, 

sports 
professions 

Computer 
professionals 

Optical and 
electronic 
equipment 
operators 

Architects, 
engineers 

Other 
occupations 

Total 

Austria 3 23 17 12 8 20 3,595 3,678 
Belgium 9 22 8 60 10 60 3,819 3,987 
Denmark 4 20 19 34 5 62 2,565 2,708 
Finland 7 28 13 38 4 52 2,190 2,333 
France 47 129 70 234 33 459 21,782 22,755 
Germany 40 229 151 248 76 1,102 34,243 36,089 
Greece 1 17 23 5 12 58 3,824 3,940 
Ireland 3 8 14 19 3 28 1,518 1,593 
Italy 18 121 62 12 40 163 20,203 20,618 
Luxembourg 0 1 1 2 0 4 168 176 
Netherlands 10 86 54 110 29 178 7,137 7,605 
Portugal 3 9 14 7 11 40 4,745 4,830 
Spain 14 50 66 70 29 166 13,378 13,773 
Sweden 11 53 33 76 14 42 3,826 4,054 
UK 65 210 220 474 85 651 25,657 27,361 
EU-15 233 1,007 764 1,400 361 3,085 148,648 155,498 
 
Source: Eurostat Labour Force Survey 
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TABLE 3.18: Employment Growth by ISCO Occupations 1995-99 
Annual % increase 
 
 Occupation 
 243 245 347 213 313 214   
Country Archivists, 

librarians 
Writers, 
creative 

performing 
operators 

Artistic, 
entertainment, 

sports 
professions 

Computer 
professionals 

Optical and 
electronic 
equipment 
operators 

Architects, 
engineers 

Other 
occupations 

Total 

Austria 12.3 -0.2 3.5 15.3 8.1 2.8 -0.1 0.0 
Belgium 15.2 2.0 3.4 11.3 6.6 -2.3 1.2 1.3 
Denmark -1.1 2.2 -3.7 13.4 -6.6 6.4 0.8 1.0 
Finland* 1.8 12.1 13.3 28.0 14.7 1.0 3.4 3.7 
France -2.0 2.2 5.9 6.9 0.0 2.2 0.7 0.8 
Germany -0.2 5.5 9.3 14.6 8.4 3.2 0.0 0.2 
Greece 12.4 -2.0 5.3 -2.1 4.1 5.5 0.7 0.8 
Ireland* 4.3 19.7 8.8 16.1 4.3 4.2 5.9 6.0 
Italy 1.1 5.4 4.4 4.1 8.8 7.5 0.7 0.8 
Luxembourg 23.6 4.5 -1.3 16.4 5.8 1.8 2.0 2.1 
Netherlands 34.2 11.2 -1.3 14.7 5.2 16.2 2.4 2.9 
Portugal 32.1 -1.5 17.5 19.7 -7.6 -1.3 2.3 2.3 
Spain 2.2 9.1 11.2 22.6 3.1 7.8 3.3 3.4 
Sweden* 18.1 8.0 13.3 9.5 -2.7 -0.8 -0.8 -0.5 
UK 2.0 3.2 2.8 15.6 -1.9 1.1 1.1 1.3 
EU-15 2.6 4.9 5.4 13.4 2.6 3.4 1.0 1.2 
 
* 1995 value estimated 
 
Source: Eurostat Labour Force Survey 
 
 
TABLE 3.19: European Union Occupation by industry matrix 1999 
(in thousands) 
 
  Occupation 
  243 245 347 213 313 214   
  Archivists, 

librarians 
Writers, 
creative 

performing 
operators 

Artistic, 
entertainment, 

sports 
professions 

Computer 
professionals 

Optical and 
electronic 
equipment 
operators 

Architects, 
engineers 

Other 
occupations 

Total 

22 Publishing, 
recorded media 

3 217 45 16 10 13 1,654 1,958 

92 Cultural and 
sporting activities 

84 525 294 13 98 13 1,777 2,804 

74 Other business 
activities 

7 90 184 91 95 745 7,858 9,071 

75 Public 
administration 

48 21 11 61 15 204 11,299 11,659 

91 Other social and 
public services 

7 29 8 5 4 12 1,328 1,391 

 Other sectors 84 125 223 1,214 138 2,099 124,732 128,614 
 Total 233 1,007 764 1,400 361 3,085 148,648 155,498 
 
Relative importance 
 

 Employment (in thousands) % of total employment 
Cultural Industries 4,762 3.06 
Cultural Occupations 2,004 1.29 
Cultural occup. In cultural industries 1,167 0.75 

 
Source: Eurostat Labour Force Survey 
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TABLE 3.20: Women in Cultural Activities  
EU-15 – 1999 
(in thousands) 
 
  Occupation 
  243 245 347 213 313 214   
  Archivists, 

librarians 
Writers, 
creative 

performing 
operators 

Artistic, 
entertainment, 

sports 
professions 

Computer 
professionals 

Optical and 
electronic 
equipment 
operators 

Architects, 
engineers 

Other 
occupations 

Total 

22 
Publishing, 
recorded media 

3 217 45 16 10 13 1,654 1,958 

92 Cultural and 
sporting activities 

84 525 294 13 98 13 1,777 2,804 

74 Other business 
activities 

7 90 184 91 95 745 7,858 9,071 

75 Public 
administration 

48 21 11 61 15 204 11,299 11,659 

91 Other social and 
public services 

7 29 8 5 4 12 1,328 1,391 

 Other sectors 84 125 223 1,214 138 2,099 124,732 128,614 
 Total 233 1,007 764 1,400 361 3,085 148,648 155,498 
 
Relative importance 
 

 Employment (in thousands) % of total employment % share of women 
Cultural Industries 4,762 3.06 100.0 
Cultural Occupations 2,004 1.29 100.0 
Cultural occup. In cultural industries 1,167 0.75 100.0 

 
Source: Eurostat Labour Force Survey 
 
 
TABLE 3.21: Self-employed persons in Cultural Activities 
EU-15 1999 
(in thousands) 
 
  Occupation 
  243 245 347 213 313 214   
  Archivists, 

librarians 
Writers, 
creative 

performing 
operators 

Artistic, 
entertainment, 

sports 
professions 

Computer 
professionals 

Optical and 
electronic 
equipment 
operators 

Architects, 
engineers 

Other 
occupations 

Total 

22 
Publishing, 
recorded media 

0 41 10 0 3 1 143 198 

92 Cultural and 
sporting activities 

1 308 113 1 23 2 210 658 

74 Other business 
activities 

1 55 92 8 62 349 1,633 2,200 

75 Public 
administration 

0 0 0 1 0 2 31 34 

91 Other social and 
public services 

0 4 1 0 0 0 47 52 

 Other sectors 2 45 47 106 18 175 18,901 19,293 
 Total 3 453 263 115 106 530 20,964 22,434 
 
Relative importance 
 

 Employment 
(in thousands) 

% of EU self 
employment 

% share of employment in 
cultural industries / occupations 

Cultural Industries 855 3.81 18.0 
Cultural Occupations 719 3.21 35.9 
Cultural occup. In cultural industries 472 2.10 40.4 

 
Source: Eurostat Labour Force Survey 
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TABLE 3.22: High level Education in Cultural Activities 
EU-15 1999 
(in thousands) 
 
  Occupation 
  243 245 347 213 313 214   
  Archivists, 

librarians 
Writers, 
creative 

performing 
operators 

Artistic, 
entertainment, 

sports 
professions 

Computer 
professionals 

Optical and 
electronic 
equipment 
operators 

Architects, 
engineers 

Other 
occupations 

Total 

22 
Publishing, 
recorded media 

2 129 16 9 4 7 251 418 

92 Cultural and 
sporting activities 

59 278 86 8 34 10 375 851 

74 Other business 
activities 

6 47 84 67 24 659 2,520 3,407 

75 Public 
administration 

30 14 4 36 1 173 2,888 3,146 

91 Other social and 
public services 

5 16 2 5 0 11 475 513 

 Other sectors 59 58 52 822 52 1,657 29,937 26,638 
 Total 160 542 245 947 116 2,517 30,446 34,973 
 
Relative importance 
 

 Employment 
(in thousands) 

% of EU employment 
with high level education 

% share of employment in cultural 
industries / occupations 

Cultural Industries 1,269 3.63 26.7 
Cultural Occupations 946 2.70 47.2 
Cultural occup. In cultural industries 570 1.63 48.8 

 
Source: Eurostat Labour Force Survey 
 
 
TABLE 3.23: Temporary Workers in Cultural Activities 
EU-15 1999 
(in thousands) 
 
  Occupation 
  243 245 347 213 313 214   
  Archivists, 

librarians 
Writers, 
creative 

performing 
operators 

Artistic, 
entertainment, 

sports 
professions 

Computer 
professionals 

Optical and 
electronic 
equipment 
operators 

Architects, 
engineers 

Other 
occupations 

Total 

22 
Publishing, 
recorded media 

0 17 2 1 2 1 136 158 

92 Cultural and 
sporting activities 

12 70 65 0 17 2 306 473 

74 Other business 
activities 

1 4 13 7 3 30 863 921 

75 Public 
administration 

9 6 2 7 1 21 1,282 1,328 

91 Other social and 
public services 

1 5 1 1 1 2 191 203 

 Other sectors 12 15 27 83 11 145 13,679 13,972 
 Total 36 116 110 99 34 202 16,458 17,055 
 
Relative importance 
 

 Employment 
(in thousands) 

% of EU 
temporary workers 

% share of employment in cultural 
industries / occupations 

Cultural Industries 631 3.70 13.3 
Cultural Occupations 262 1.54 13.1 
Cultural occup. In cultural industries 166 0.97 14.2 

 
Source: Eurostat Labour Force Survey 
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TABLE 3.24: Publishing, Printing, Recorded Media NACE 92 
 
 % share of national employment % share of sectoral EU employment Annual % increase 
Country 1995 1999 1995 1999 1995-99 
Austria 1.12 0.91 2.1 1.7 -5.2 
Belgium 1.12 1.29 2.2 2.6 4.8 
Denmark 1.76 1.79 2.3 2.5 1.4 
Finland* 1.54 1.69 1.6 2.0 6.1 
France 1.06 0.98 11.8 11.4 -1.0 
Germany 1.49 1.42 27.2 26.2 -1.0 
Greece 0.90 1.05 1.7 2.1 4.7 
Ireland (1995 estimated) 1.30 1.18 0.8 1.0 3.5 
Italy 1.01 0.88 10.2 9.3 -2.6 
Luxembourg 0.97 1.22 0.1 0.1 8.1 
Netherlands 1.92 1.62 6.6 6.3 -1.3 
Portugal 0.93 0.80 2.1 2.0 -1.4 
Spain 1.01 1.11 6.2 7.8 6.0 
Sweden (1995 estimated) 1.72 1.54 3.6 3.2 -3.2 
UK 1.63 1.56 21.5 21.9 0.2 
EU-15 1.33 1.26 100.0 100.0 -0.1 
EU (in 1’000s) 1,969.1 1,958.2    
 
 
Characteristics of employment 1999 
% share of: Publishing, Printing, Recorded Media 
 
Country Women Self-employed High level education Temporary workers 
Austria 38.1 11.7 10.9 6.6 
Belgium 31.6 15.9 36.1 4.7 
Denmark 34.0 8.6 17.1 7.7 
Finland 44.5 6.9 30.1 9.9 
France 36.6 7.8 27.7 10.5 
Germany 41.6 7.0 18.2 7.6 
Greece 41.7 17.0 18.4 4.6 
Ireland 35.5 11.7 7.4 2.4 
Italy 29.4 20.8 7.7 5.5 
Luxembourg 24.0 8.4 13.8 3.1 
Netherlands 31.9 9.7 17.5 13.5 
Portugal 34.8 11.0 12.7 15.2 
Spain 25.2 13.4 28.7 18.4 
Sweden 38.0 7.2 27.4 5.7 
UK 36.3 8.7 25.7 4.1 
EU-15 36.1 10.1 21.4 8.1 
Source: Eurostat –Labour Force Survey 
 
 
TABLE 3.25: Recreational, Cultural and Sporting Activities NACE 92 
 
 % share of national employment % share of sectoral EU employment Annual % increase 
Country 1995 1999 1995 1999 1995-99 
Austria 1.39 1.45 2.1 1.9 1.1 
Belgium 1.48 1.60 2.3 2.3 3.4 
Denmark 1.98 2.12 2.1 2.1 2.9 
Finland 2.01 2.38 1.7 2.0 8.2 
France 1.63 1.69 14.9 13.7 1.6 
Germany 1.21 1.56 18.0 20.1 6.8 
Greece 1.61 1.70 2.5 2.4 2.1 
Ireland 2.33 2.36 1.2 1.3 6.4 
Italy 0.72 0.99 5.9 7.3 9.3 
Luxembourg 1.24 1.42 0.1 0.1 5.5 
Netherlands 1.82 2.07 5.1 5.6 6.3 
Portugal 0.88 1.06 1.6 1.8 7.2 
Spain 1.74 1.75 8.7 8.6 3.6 
Sweden 2.58 2.66 4.4 3.8 0.2 
UK 2.72 2.77 29.3 27.0 1.8 
EU-15 1.63 1.80 100.0 100.0 3.8 
EU (in 1’000s) 2,412.1 2,804.1    
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Characteristics of employment 1999 
% share of: Recreational, Cultural and Sporting Activities 
 
Country Women Self-employed High level education Temporary workers 
Austria 36.2 36.1 24.2 7.6 
Belgium 45.5 21.1 32.3 19.5 
Denmark 42.3 8.6 26.7 16.4 
Finland 54.1 15.7 32.6 25.1 
France 44.3 17.4 35.8 24.6 
Germany 46.9 26.2 33.9 15.6 
Greece 37.3 23.1 25.3 15.7 
Ireland 43.1 19.6 6.9 5.1 
Italy 40.7 37.7 16.8 15.2 
Luxembourg 34.7 11.3 20.0 2.6 
Netherlands 47.0 34.6 36.4 13.4 
Portugal 40.2 17.5 15.3 24.6 
Spain 39.8 16.1 32.0 30.1 
Sweden 51.3 18.5 30.7 22.6 
UK 46.2 23.0 29.8 10.1 
EU 44.9 23.4 30.3 16.9 
 
Source: Eurostat Labour Force Survey 
 
 
TABLE 3.26: Archivist, Librarians 
 

 % share of national employment Annual % increase 
Country 1995 1999 1995-99 
Austria 0.05 0.07 12.3 
Belgium 0.13 0.22 15.2 
Denmark 0.17 0.16 -1.1 
Finland 0.31 0.29 1.8 
France 0.23 0.21 -2.0 
Germany 0.11 0.11 -0.2 
Greece 0.02 0.03 12.4 
Ireland 0.18 0.17 4.3 
Italy 0.09 0.09 1.1 
Luxembourg 0.08 0.18 23.6 
Netherlands 0.04 0.13 34.2 
Portugal 0.02 0.06 32.1 
Spain 0.11 0.10 2.2 
Sweden 0.13 0.26 18.1 
UK 0.23 0.24 2.0 
EU-15 0.14 0.15 2.6 
EU (in 1’000s) 210.9 233.4  

 
 
Characteristics of employment 1999 
% share of: Archivists, Librarians 
 
Country Women Self-employed High level education Temporary workers 
Austria 50.5 0.0 51.1 0.0 
Belgium 76.4 5.8 69.9 5.1 
Denmark 69.6 0.0 100.0 5.7 
Finland 85.8 0.0 62.1 18.8 
France 85.6 0.0 75.6 25.7 
Germany 64.5 1.1 64.4 14.2 
Greece 79.1 0.0 100.0 12.6 
Ireland 74.9 3.8 15.0 3.7 
Italy 72.7 5.2 38.9 17.0 
Luxembourg 47.7 0.0 92.8 0.0 
Netherlands 77.9 3.3 95.5 1.3 
Portugal 81.7 0.0 51.6 19.4 
Spain 73.3 5.7 88.8 36.1 
Sweden 67.9 0.0 73.5 17.6 
UK 70.1 0.0 66.0 8.5 
EU 73.3 1.3 68.4 15.5 
 
Source: Eurostat – Labour Force Survey 
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TABLE 3.27: Writers, Creative and Performing Operators ISCO 245 
 

 % share of national employment Annual % increase 
Country 1995 1999 1995-99 
Austria 0.64 0.64 -0.2 
Belgium 0.53 0.55 2.0 
Germany 0.52 0.64 5.5 
Denmark 0.69 0.73 2.2 
Spain 0.30 0.36 9.1 
Finland* 0.87 1.19 12.1 
France 0.54 0.57 2.2 
Greece  0.49 0.44 -2.0 
Ireland* 0.32 0.53 19.7 
Italy  0.49 0.58 5.4 
Luxembourg 0.37 0.40 4.5 
Netherlands 0.83 1.13 11.2 
Portugal 0.22 0.19 -1.5 
Sweden* 0.95 1.31 8.0 
UK 0.71 0.77 3.2 
EU-15 0.56 0.65 4.9 
EU (in 1’000s) 830.0 1,006.9  

* estimated 
 
Characteristics of employment 1999 
% share of: writers, creative and performing operators 
 
Country Women Self-employed High level education Temporary workers 
Austria 30.9 59.5 45.3 3.1 
Belgium 33.6 41.0 60.8 7.8 
Germany 38.5 43.0 56.0 13.3 
Denmark 41.8 26.7 56.1 11.8 
Spain 41.2 35.8 69.7 23.2 
Finland* 47.0 28.3 42.8 13.7 
France 34.9 31.2 58.1 20.4 
Greece  42.5 35.2 36.7 11.9 
Ireland* 37.9 36.7 4.4 6.3 
Italy  39.1 62.6 29.8 6.4 
Luxembourg 31.4 22.7 70.9 4.1 
Netherlands 43.0 48.5 64.1 12.2 
Portugal 43.7 47.0 31.4 21.1 
Sweden* 49.3 27.7 57.2 8.3 
UK 35.7 54.6 59.4 5.5 
EU 38.7 45.0 53.8 11.5 
 
Source: Eurostat – Labour Force Survey 
 
 
TABLE 3.28: Artistic, Entertainment, Sports Professions ISCO 347 
 

 % share of national employment Annual % increase 
Country 1995 1999 1995-99 
Austria 0.41 0.47 3.5 
Belgium 0.18 0.19 3.4 
Denmark 0.83 0.69 -3.7 
Finland (est) 0.41 0.58 13.3 
France 0.25 0.31 5.9 
Germany 0.30 0.42 9.3 
Greece 0.49 0.59 5.3 
Ireland (est) 0.80 0.89 8.8 
Italy 0.26 0.30 4.4 
Luxembourg 0.33 0.29 -1.3 
Netherlands 0.84 0.71 -1.3 
Portugal 0.17 0.29 17.5 
Spain 0.36 0.48 11.2 
Sweden (est) 0.48 0.81 13.3 
UK 0.76 0.80 2.8 
EU 0.42 0.49 5.4 
EU (in 1’000s) 618.7 764.0  

 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 74

 
Characteristics of employment 1999 
% share of: Artistic, Entertainment, Sports Professions 
 
Country Women Self-employed High level education Temporary workers 
Austria 45.4 27.3 18.3 18.7 
Belgium 22.8 17.7 12.9 40.7 
Denmark 62.3 24.4 18.7 4.6 
Finland 42.5 21.6 27.3 26.6 
France 40.6 24.5 37.7 16.4 
Germany 44.5 42.5 39.8 12.3 
Greece 39.9 19.6 35.2 26.6 
Ireland 45.1 32.9 7.5 4.6 
Italy 38.2 37.2 18.8 17.5 
Luxembourg 24.2 6.5 0.0 17.5 
Netherlands 52.8 29.4 13.7 13.5 
Portugal 28.4 28.8 17.1 25.5 
Spain 39.1 25.2 27.7 36.7 
Sweden 42.5 38.3 20.5 20.0 
UK 43.3 39.4 41.5 4.5 
EU 43.1 34.4 32.0 14.4 
 
Source: Eurostat – Labour Force Survey 
 
 
TABLE 3.29: Computer Professionals ISCO 213 
 

 % share of national employment Annual % increase 
Country 1995 1999 1995-99 
Austria 0.18 0.32 15.3 
Belgium 1.03 1.50 11.3 
Denmark 0.78 1.25 13.4 
Finland 0.70 1.63 28.0 
France 0.81 1.03 6.9 
Germany 0.40 0.69 14.6 
Greece 0.13 0.12 -2.1 
Ireland 0.82 1.18 16.1 
Italy 0.05 0.06 4.1 
Luxembourg 0.70 1.18 16.4 
Netherlands 0.94 1.45 14.7 
Portugal 0.08 0.15 19.7 
Spain 0.26 0.51 22.6 
Sweden 1.28 1.87 9.5 
UK 1.02 1.73 15.6 
EU-15 0.57 0.90 13.4 
EU (in 1’000s) 846.5 1,400.0  

 
 
Characteristics of employment 1999 
% share of: computer professionals 
 
Country Women Self-employed High level education Temporary workers 
Austria 6.6 2.4 100.0 4.6 
Belgium 18.7 4.2 83.0 4.5 
Denmark 11.0 9.1 53.8 0.2 
Finland 22.4 3.5 57.2 11.5 
France 20.0 0.0 83.8 4.2 
Germany 16.3 10.3 60.5 8.3 
Greece 16.1 3.9 100.0 2.4 
Ireland 30.7 11.2 5.9 0.5 
Italy 26.2 25.8 100.0 5.8 
Luxembourg 18.2 9.2 92.3 4.7 
Netherlands 13.7 6.6 65.9 4.8 
Portugal 16.0 11.3 92.9 25.2 
Spain 12.6 3.7 72.0 23.0 
Sweden 25.4 7.2 69.2 4.6 
UK 21.2 12.8 63.0 7.0 
EU 19.0 8.2 67.7 7.1 
 
Source: Eurostat- Labour Force Survey 
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TABLE 3.30: Optical and Electronic Equipment Operators 
 

 % share of national employment Annual % increase 
Country 1995 1999 1995-99 
Austria 0.16 0.22 8.1 
Belgium 0.20 0.25 6.6 
Denmark 0.15 0.21 8.4 
Finland (est) 0.27 0.20 -6.6 
France 0.22 0.21 3.1 
Germany 0.13 0.19 14.7 
Greece 0.15 0.15 0.0 
Ireland (est) 0.26 0.30 4.1 
Italy 0.19 0.18 4.3 
Luxembourg 0.14 0.19 8.8 
Netherlands 0.20 0.23 5.8 
Portugal 0.35 0.38 5.2 
Spain 0.34 0.23 -7.6 
Sweden (est) 0.38 0.35 -2.7 
UK 0.35 0.31 -1.9 
EU 0.22 0.23 2.6 
EU (in 1’000s) 324.9 360.6  

 
 
Characteristics of employment 1999 
% share of: Optical ad Electronic Equipment Operators 
 
Country Women Self-employed High level education Temporary workers 
Austria 32.1 40.3 24.0 4.3 
Belgium 22.7 46.0 47.2 0.0 
Denmark 27.1 9.8 25.0 22.3 
Finland 24.9 36.8 20.5 8.5 
France 30.5 26.1 31.3 26.5 
Germany 45.6 22.4 34.6 12.4 
Greece 28.7 30.3 13.6 7.8 
Ireland 41.4 22.0 4.9 2.4 
Italy 17.9 53.8 6.8 6.1 
Luxembourg 16.7 27.9 14.0 0.0 
Netherlands 54.0 27.0 46.3 0.0 
Portugal 44.4 9.7 12.4 3.6 
Spain 25.8 23.5 55.2 21.5 
Sweden 18.9 42.5 29.5 6.4 
UK 41.0 26.5 36.3 3.4 
EU 35.9 29.4 32.2 9.5 
 
Source: Eurostat – Labour Force Survey 
 
 
TABLE 3.31: Architects, Engineers and Related Professions ISCO 214 
 

 % share of national employment Annual % increase 
Country 1995 1999 1995-99 
Austria 0.49 0.55 2.8 
Belgium 1.75 1.52 -2.3 
Denmark 1.86 2.28 6.4 
Finland* 2.50 2.24 1.0 
France 1.91 2.02 2.2 
Germany 2.71 3.05 3.2 
Greece 1.22 1.47 5.5 
Ireland* 1.91 1.78 4.2 
Italy 0.61 0.79 7.5 
Luxembourg 2.42 2.39 1.8 
Netherlands 1.44 2.34 16.2 
Portugal 0.95 0.82 -1.3 
Spain 1.02 1.20 7.8 
Sweden* 1.04 1.03 -0.8 
UK 2.41 2.38 1.1 
EU 1.82 1.98 3.4 
EU (in 1’000s) 2,700.3 3,085.5  
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Characteristics of employment 1999 
% share of: architects, engineers 
 
Country Women Self-employed High level education Temporary workers 
Austria 15.8 22.1 99.0 3.2 
Belgium 10.0 23.3 96.9 3.4 
Denmark 13.2 11.9 96.5 2.4 
Finland 11.0 4.2 84.0 10.2 
France 11.5 7.6 73.0 4.3 
Germany 13.3 14.8 86.9 8.2 
Greece 18.5 45.3 100.0 2.6 
Ireland 15.1 16.8 2.9 3.1 
Italy 13.4 60.1 100.0 3.3 
Luxembourg 9.9 19.1 94.2 2.3 
Netherlands 19.9 14.6 66.6 7.8 
Portugal 20.3 11.1 97.7 15.4 
Spain 10.3 20.9 100.0 15.8 
Sweden 19.9 10.1 90.2 4.7 
UK 6.5 16.0 70.0 4.0 
EU 12.0 17.2 81.6  
 
TABLE 3.32: Hours worked by ISCO Occupations 1999  
(usual hours worked per week, average) 
 
 Occupation 
 243 245 347 213 313 214   
Country Archivists, 

librarians 
Writers, creative 

performing 
operators 

Artistic, 
entertainment, 

sports 
professions 

Computer 
professionals 

Optical and 
electronic 
equipment 
operators 

Architects, 
engineers 

Other 
occupations 

Total 

Austria 38.6 38.4 35.2 42.8 37.9 42.0 38.1 38.0 
Belgium 37.9 38.0 32.6 38.7 40.6 45.5 38.4 38.7 
Denmark 34.6 34.4 28.8 39.2 38.4 40.0 34.6 34.8 
Finland 35.6 34.9 31.9 37.9 39.9 39.0 36.6 36.3 
France 32.0 37.4 37.6 42.9 42.4 42.9 37.2 38.6 
Germany 35.2 36.5 37.5 39.6 37.8 40.4 34.7 36.9 
Greece 31.5 38.9 35.6 41.0 41.9 41.9 41.3 39.9 
Ireland 31.6 31.8 34.4 37.5 36.7 40.8 34.2 34.8 
Italy 31.3 36.1 33.9 39.7 39.1 39.2 37.0 36.5 
Luxembourg 40.2 42.1 35.5 38.8 42.2 41.1 37.3 38.5 
Netherlands 30.3 28.2 32.3 30.1 35.5 31.0 30.6 30.8 
Portugal 35.6 33.4 33.4 37.7 41.3 39.7 37.7 37.1 
Spain 34.6 34.5 33.0 39.4 40.0 38.8 37.3 36.6 
Sweden 34.8 37.9 33.0 40.6 36.3 38.0 32.5 34.9 
UK 30.2 34.2 34.3 37.6 38.6 40.0 32.1 34.4 
EU-15 33.4 35.4 34.4 38.5 39.2 39.6 35.7 36.2 
Source: EUROSTAT – Labour Force Survey 
 
TABLE 3.33: Hours Worked by Employment Status, Job Duration and Educational Level 1999 
(usual hours worked per week, EU average) 
 
 Occupation 
 243 245 347 213 313 214   
 Archivists, 

librarians 
Writers, 
creative 

performing 
operators 

Artistic, 
entertainment, 

sports 
professions 

Computer 
professionals 

Optical and 
electronic 
equipment 
operators 

Architects, 
engineers 

Other occupations Total 

Employment status         
Self-employed 33.0 36.6 39.8 42.4 43.5 44.9 42.6 41.1 
Employees 33.5 34.8 32.0 37.7 37.5 38.1 33.8 34.7 
Educational level         
High 33.9 35.4 34.9 38.9 39.6 40.1 37.0 37.1 
Low 34.7 34.8 32.5 36.5 38.5 38.5 34.5 34.8 
Medium 33.1 35.2 34.4 38.4 39.2 38.1 35.8 36.1 
Job duration         
Permanent 35.8 36.3 34.7 38.9 38.0 39.2 36.1 36.7 
Temporary 29.2 32.5 27.7 35.6 35.3 35.7 32.4 32.3 
Gender         
Female 31.5 33.3 31.3 35.5 36.8 36.1 32.2 33.0 
Male 36.7 37.3 37.2 40.1 40.7 41.9 39.2 39.1 
EU average 33.4 35.4 34.4 38.5 39.2 39.6 35.7 36.2 
Source: Eurostat – Labour Force Survey 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 77

 
EMPLOYMENT – TIMES / Digital Sectors 
 
TABLE 3.34: Structure of  EUR-15 TIMES companies by number of employer in March 2001 
Population: 1,551,908 companies 
 
{Note: The TIMES sector is defined as “Telecommunications, Internet, Multimedia, E-commerce, Software and Security] 
 

Classes by number of employees Number of Companies Share in percent (%) 
1-2 employees 295,568 19.0 
3-5 employees 233,678 15.1 
6-20 employees 566,081 36.5 
21-50 employees 252,262 16.3 
>50 employees 204,318 13.2 
Total 1,1551,908 100.0 

 
Source: WIMMEX Munich, March 2001 
 
TABLE 3.35: Number of employees in selected EUR-15 TIMES companies in March 2001 
Population 1,551,908 companies 
 

Areas of Activity Number of Employees Share of total EUR-15 TIMES employees 
Multimedia 1,952,437 9% 
Software 10,426,629 48% 
Total 12,379,066 57% 

 
Source: WIMMEX Munich, March 2001 
 
 
TABLE 3.36: Mobility of workers within the digital culture 
 

 Total number 
in the EU 

Current migrant workers and 
cross-border commuters 

“Healthy” number 
for a single market 

Cultural Workers 7.2 million 90,000 – 140,000 350,000 
Multimedia Workers 11.4 million 140,000 – 190,000 500,000 

 
Source: MKW Munich 2000 
 
 
TABLE 3.37: Significance of obstacles to mobility for workers within the digital cultural sector 
 

Obstacle Significance for 
 Cultural workers Multimedia workers 
Information shortcomings Very High Very High 
Taxes and social security systems High High 
Legal and administrative problems High Low 
Recognition of qualifications Low Low 
Cultural/language problems  Low Low 

 

 
EMPLOYMENT & PRODUCTION – Publishing, Printing and Reproduction of Recorded 
Media 
 
TABLE 3.38: Structure of the publishing, printing and reproduction of recorded media sector in the EU-13 2000 
by kind of activity. 
 

NACE Rev.1 Production Value Value added at factor cost (est.) 
 EUR (M)* % EUR (M)* % 
22.1 Publishing 120,858.30 51.7 49,339.10 48.9 
22.2 Printing and services related to printing 99,586.60 42.6 46,807.10 46.4 
22.3 Reproduction of recorded media 13,463.90 5.8 4,709.80 4.7 
22 Publishing, printing and reproduction of 

recorded media total 
233,909.00 100.0 100,856.00 100.0 

*EU-13, no data is available for Luxembourg and Greece. 
 
Source: Eurostat New Cronos PRELI and SBS ENTER 2002. Estimates and calculations by DIW 2002. 
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TABLE 3.39: Number of persons employed in the NACE 22 sector in EU-12 (based on Table 1-4) 
 

Country Persons employed in the printing, publishing and 
reproduction of recorded media sector EU-12 2000 

Germany 352,243 
France 210,147 

Italy 177,103 
Spain 141,834 

Netherlands 93,802 
Sweden 57,123 
Denmark 51,830 
Portugal 40,089 
Belgium 38,694 
Finland 31,490 
Austria 26,567 
Ireland 20,070 

Overall Employees 
EU-12 

1,240,000 

 
Source: Eurostat New Cronos. DIW 2002 
 
 
TABLE 3.40: Size class distribution in NACE 22 in EU-11 countries 1999 
 

 Number of Enterprises 
 1 to 49 50 to 249 >250 
Number of Enterprises (%) 97.2 2.4 0.5 
Turnover (%) 36.7 26.6 36.7 
Persons Employed (%) 47.4 24.2 28.4 

 
EU-11 1999 (latest available figures). No data were available for Greece, Luxembourg, Netherlands and the UK. 
Source: Eurostat New Cronis 2002. DIW 2002 
 
 
TABLE 3.41: Production of the publishing, printing and reproduction of recorded media sector (NACE 22) in EU-
13 countries 2000 
 
 Production Value 2000 Value added at factor 

cost (est.) 
Share in total manufacturing Value added 

rates 
Country EUR (m) % EUR (m) % Prod. value Value added % 
Austria 3,997.30 1.7 1,789.80 1.8 4.0 4.8 44.8 
Belgium 6,574.00 2.8 2,315.50 2.3 3.8 4.8 35.2 
Denmark 5,169.00 2.2 2,271.20 2.3 7.4 9.0 43.9 
Finland 3,940.90 1.7 1,644.00 1.6 4.0 5.2 41.7 
France 34,018.10 14.5 11,567.50 11.5 3.8 5.3 34.0 
Germany 51,335.40 21.9 26,649.90 26.5 4.0 5.9 51.9 
Ireland 9,699.50 4.1 3,398.00 3.4 10.0 9.7 35.0 
Italy 24,736.70 10.6 8,419.20 8.4 3.0 3.7 34.0 
Netherlands 12,945.90 5.5 5,506.10 5.5 6.4 9.4 42.5 
Portugal 2,615.40 1.1 998.10 1.0 3.7 4.9 38.2 
Spain 14,697.60 6.3 5,804.90 5.8 4.1 5.6 39.5 
Sweden 8,068.20 3.4 2,880.40 2.9 4.6 5.1 35.7 
United Kingdom 56,111.00 24.0 27,437.50 27.3 7.8 11.1 48.9 
EU-13* 233,909.00 100.0 100,682.10 100.0 4.6 6.4 43 
*EU-13: no data were available for Greece and Luxembourg 
 
Source: Eurostat New Cronos PRELI and SBS ENTER 2002. Estimates and calculations by DIW 2002 
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TABLE 3.42: Employment, productivity and personnel costs in the publishing, printing and reproduction of 
recorded media sector in EU-12 countries 2000 
 

Country Employment Productivity Personnel Costs (est.) 
 Persons 

Employed 
Share in manu-
facturing total 

Value added per 
person employed 

(1000 EUR) 

… in % of 
manufacturing 

total 

… per employee 
(1000 EUR) 

… in % of 
manufacturing 

total 
Austria 26,567 4.3 67.4 112.8 41.9 4.8 
Belgium 38,694 5.7 59.8 84.0 35.6 5.1 
Denmark 51,830 10.9 43.8 82.8 28.8 9.0 
Finland 31,490 7.2 52.2 71.9 33.9 7.1 
France 21.,147 5.4 55.0 97.9 41.3 6.0 
Germany 352,243 4.7 75.7 125.1 44.4 4.8 
Ireland 20,070 7.7 169.3 126.7 33.2 8.6 
Italy 177,103 3.5 47.5 107.1 26.4 3.9 
Netherlands 93,802 10.4 58.7 90.1 34.9 10.4 
Portugal 40,089 4.0 24.9 123.7 16.0 5.6 
Spain 141,834 5.6 40.9 100.3 25.3 6.0 
Sweden 57,123 7.0 50.4 72.3 37.3 6.7 
EU-12* 1,240,992 5.1 59.0 108.7 35.7 5.4 
*EU-12: no data were available for Greece, UK and Luxembourg 
 
Source: Eurostat New Cronos PRELI and SBS ENTER 2002. Estimates and calculations by DIW 2002. 
 
 
EMPLOYMENT – 1995 Figures 
 
TABLE 3.43: Number of persons directly employed in the cultural sector in the European Union (1995)  [KH] 
 
Member State Combined 

employment 
Performing 

arts 
Heritage & 
education 

Cinema & 
audio-visual 

Publishing & 
recording 

Press Crafts 

Germany 1.00,760 100,000 80,000 200,760 170,000  450,000 
Austria 3,681   3,681    
Belgium 57,653 12,400 10,970 20,889 6,485  6,909 
Denmark 17,599  2,900 14,699    
Spain  257,113 42,400 21,930 * 88,523 32,260  72,000 
Finland 33,566 9,060 8,560 7,025 1,971  6,950 
France ** 678,688 160,000 96,400 177,108 95,180 66,470 150,000 
Greece  10,134   10,134    
Ireland 31,536 6,150 1,500 6,086 1,800  16,000 
Italy ** 431,637 104,000 36,413 * 144,023 64,201 63,946 83,000 
Luxembourg 2,320   2,320    
Netherlands 151,647 35,000 15,961 57,186 22,500  21,000 
Portugal 35,918 12,000 4,000 8,918 2,500  8,500 
UK ** 410,643 90,100 71,600 198,543 25,400 101,100 25,000 
Sweden 60,907 33,000 3,500 10,907 3,500  10,000 
Total ** 3.183,802 604,110 353,734 950,802 425,797 231,516 849,359 
 
* Excludes art teaching but includes architecture in Spain 
** Excludes employment in the press 
All figure include full-time and part-time work without differentiation 
 
 

TABLE 3.44 Total employment in the cultural industries in the EU-15 in 1995 [KH] 
 

Cultural sub-sector activity Total numbers employed in 
cultural activities in 1995 

Percentage of total employment in 
the cultural industries in 1995 

Performing arts * 604,110 18.9 % 
Heritage and education * 353,734 11.1 % 
Cinema and audio-visual 950,802 29.8 % 
Publishing and recording * 425,797 13.4 % 
Crafts * 849,359 26.7 % 
Total * 3,183,802  

 
* excludes any figure for employment in Austria, Greece and Luxembourg 
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ASSOCIATED DATA 
 
Table 3.45: The VAT rates applied to the products of the cultural industries  
 

Country 
 

Books 
(1997) 

Dailies 
 

Periodicals Cinema (4) 
(1995) 

Sound 
recordings 

(1995) 

Video cassettes
(1994) 

Austria  10% 10% 10% 10% 20% 20% 
Belgium  6% 0% 0%(1) or 6% 6% (n) 21% 21% 
Bulgaria  22%   22% 22%  
Czech Republic 5%   5% 22% 5% 
Denmark  25% 0% 0%(2) or 25% 25% 25% 25% 
Estonia  0%(6)      
Finland  12%   12% (g) 22% 22% 
France  5.5% 2.1% 2.1% 5.5% (n) 20.6% 20.6% 
Germany  7% 7% 7% 7% (n) 15% 15% 
Greece  4% 4% 4% 18% 18% 18% 
Hungary  12%    25%  
Iceland  14% 0% 0%   24.5% 
Ireland  0% 0% 0%(3) or 3.3% 12.5% 21% 21% 
Italy  4% 0% 0%(3) or 4% 10% (n) 16% 16% 
Latvia  0%(7)      
Lithuania  0%      
Luxembourg 3% 3% 6% 3% (g) 15% 15% 
Netherlands 6% 6% 6% 6% (n) 17.5% 17.5% 
Norway  0% 0% 0% 0% 23% 23% 
Poland  0%   0% 22%  
Portugal  5% 0% 0%(2) or 17% 5 % 17% 17% 
Russia  0%    20% (5)  
Slovak Republic 6%   6% 25% 25% 
Slovenia  5%      
Spain  4% 4% 4% 7% 16% 16% 
Sweden  25% 0% 0% 0% 25% 25% 
Switzerland 2% Exemption Exemption Exemption 6.2% 6.2% 
Ukraine  20%      
United Kingdom 0% 0% 0% 17.5% 17.5% 17.5% 
 
(1): Publications which are at least weekly.  
(2): Publications which are at least monthly.  
(3): Political weeklies.  
(4): (n): on net receipts; (g): on gross receipts.  
(5): With an additional tax of 1.5%.  
(6): On school text-books.  
(7): On works for children, school text-books and scientific, technical and medical books. 
Source: Rouet (1999) VAT and book policy: impacts and issues, op.cit.  
 
 
LOBBYING FOR VAT REDUCTION 
 
[the following is taken from a press release] 
 
Music organisations join forces to call for a VAT reduction on sound recordings  
2 December 2002, Brussels  
 
The music sector called on the European Union to reduce VAT on CDs, ahead of a meeting of EU 
Finance Ministers in Brussels tomorrow. Music professionals and creators have joined forces to 
condemn the blatant cultural discrimination against music that sets VAT on sound recordings as 
high as 25 per cent while other cultural goods have rates upwards of 5 per cent.  
 
Appreciation of music is deeply rooted in European society and music is the main way that many 
people, particularly the youth, experience EU culture. However, this is not reflected in EU tax 
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policy. Recorded music is unfairly treated in comparison to other cultural products and services that 
currently benefit from reduced VAT rates such as books, magazines, cartoons, entrance tickets to 
cinemas, museums and zoos.  
 
VAT rates on CDs in the European Union currently range from 25% in Denmark and Sweden to 
15% in Luxembourg.  
 
A VAT Coalition* representing authors, composers, music publishers, collecting societies, artist 
managers and entertainment retailers as well as independent and major record companies, is calling 
for a VAT reduction that would help revitalise the entire European music market. The music sector 
is currently fighting back against an epidemic of piracy that is undermining creativity, costing 
thousands of jobs and threatening investment in new talent.  
 
At a press briefing in Brussels, the VAT Coalition launched its campaign to "Give Music a Break" 
and a joint brochure. The Coalition outlined the positive impact that a reduced VAT rate on CDs 
would have on the future development and diversity of European music. It stressed that the benefits 
of a VAT reduction would be maximised for European consumers, making music more accessible 
for everybody.  
 
Njara Zafimehy, GERA-Europe President, said: "A reduction of VAT on sound recordings will 
make CDs more attractive for consumers, as any reduction of VAT would offer a possibility of 
lowering the cost of a CD."  
 
The VAT Coalition urged the European Commission to propose a reduction of the VAT rate on 
recorded music as the EU prepares to revise the 6th VAT Directive in the first half of 2003. To 
achieve a reduced rate, sound recordings would have to be added to Annex H of the VAT Directive, 
which lists all cultural goods and services benefiting from a reduced rate.  
 
Introducing a reduced rate of VAT would be an option for Member States, if CDs are added to 
Annex H. However, unless sound recordings are listed in the Annex, the governments that wish to 
cut VAT on recorded music will not have the option to do this in their own country.  
 
A number of EU governments have already expressed the wish to treat sound recordings as cultural 
goods from a VAT viewpoint. The European Parliament also recommended a reduced rate of VAT 
on cultural goods and services earlier this year.  
 
Organisations from across the music sector welcomed the French government's recent appointment 
of the former French Minister of Culture, Mr François Léotard, to campaign for a VAT reduction on 
sound recordings.  
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3.3.2 Audiovisual Sector 
 
OVERALL 

 
The following table provides EU data on film attendances, screen numbers, productions and 

imports. 
 

TABLE 3.46: Cinema and Film 
 
 Annual cinema 

attendance (per person) 
%age 

change (%) 
Cinema 
screens 

per million 
people 

Number of 
feature 
films 

produced 

Of which 
co-

produced 
were: 

Number of 
feature 
films 

imported 

Imp feat 
films as % 

of total 
films dist 

1st country 
of origin of 
imported 

films 

2nd country 
of origin of 
imported 

films 
 1981-85 1994-98 81-5/94-8 1998 1994-98 1994-98 1994-98 1994-98 1994-98 1994-98 
Austria 2.0 1.9 -5 56 12 5 219 95 US* Germany 
Belgium 1.8 2.3 28 49 7 6 477 99 US France 
Denmark 2.2 2.1 -5 63 18 12 150 89 US* UK 
Finland 1.4 1.2 -14 65 8 7 131 94 US* UK 
France 3.1 2.9 -6 81 183 81 235 56 US* UK 
Germany 2.8 1.5 -46 51 119 - 197 62 US* UK 
Greece - 1.1 - 27 20 10 148 88 US* France 
Ireland 3.3 3.2 -3 71 25 - 137 85 - - 
Italy 2.2 2.1 -5 44 92 13 331 78 US* France 
Luxembourg - - - - - - - - - - 
Netherlands 1.1 1.3 18 31 18 5 173 91 US* France 
Portugal 2.0 1.4 -30 36 10 - 195 95 US* UK 
Spain 2.6 2.7 4 75 65 18 346 84 US* Germany 
Sweden 2.0 1.8 -10 131 20 7 203 91 US* France 
UK - 2.3 - 45 87 - 240 73 - - 
Europe** 2.7 1.3 -30.9 39 946 195 6084 77 - - 
 
* more than half the imported films 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 

 
 
DISTRIBUTION & EXPORTS 
 
A COMMENTARY 
(from the Lumiere Database, European Audiovisual Observatory – the LUMIERE database 
provides detailed analysis of the distribution of films produced in the European Union on the EC 
market) 
 
Distribution of European Union films on the EC market 
Admissions within the European Union to films made in the EC increased from 162 million in 1996 
to 202 million in 1999. Most of these were admissions to films in the country of their production. 
However, the number of admissions to films outside the country in which they were produced rose 
from 56 million in 1996 to 82 million in 1999. The proportion of admissions achieved outside 
national markets therefore grew from 34.6% in 1996 to 40.6% in 1999. 
 
Analysis of film exports 
The LUMIERE database can be used to analyse the film export levels achieved by specific 
countries. If one looks at the top fifteen countries exporting films to Europe and the USA in 1999, it 
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can be seen that, apart from the USA, the United Kingdom, France and India, these export results 
are largely due to the success of one film. 
 
The LUMIERE database can also produce a "Community export ratio" for the various national film 
industries. This is the ratio of admissions outside the national market, expressed as a percentage of 
all EU admissions to the films produced by a particular country.  The European Union's five major 
film-producing countries, which are also those with most admissions, have contrasting Community 
export ratios. Between 55% and 70% of EU admissions to British films take place outside the 
national market. At the opposite extreme, only 5%-17% of EU admissions to German films are 
registered outside Germany. The ratios for French, Spanish and Italian films are much more 
variable, usually fluctuating on the basis of a single blockbuster, e.g. in Italy, Il Postino in 1996 and 
La Vita è bella in 1998 and 1999. 
 
As might be expected, small countries are more likely to have high Community export ratios. If 
they are able to access the Community market, films produced in small countries more easily attract 
a comparatively large audience abroad than in their own country. However, Community export 
ratios are usually linked, even more closely than in large countries, to the success of a single film. 
 
The following tables provide data on films shown and their origin. 
 
TABLE 3.47: Total cinematographic films shown in 1998 
 

1998 Cinema films shown National origin [% of total] EU-15 origin [% of total] US origin [% of total] 
DK 561 22.3 47.8 46.0 
E 1 643 16.1 45.0 45.9 
F 3 982 38.3 54.8 32.7 
I 4 837 27.9 52.9 40.6 
L (1) 218 0.6 : : 
FIN 384 6.8 29.2 54.7 
S 879 29.7 56.1 29.5 
UK 325 21.5 28.9 52.9 
Iceland 197 2.0 : : 
Norway (2) 951 15.4 : : 
Switzerland (3) 1 473 8.4 : 49.5 

 
(1) National origin share: 1994 
(2) 1993 data 
(3) US origin share: 1991 
Source, Eurostat, AUVIS database 
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TABLE 3.48: Number of new cinematographic films released for the fast time, 1996-1998, shares of origin in 
1998, Number of cinematographic long length films produced in 1998 
 
 New cinematographic films 

released for the first time 
National 

origin 1998 
EU-15 

origin 1998 
US 

origin 1998 
Cinematographic  
long length films 

 1996 1997 1998 [% of total] [% of total] [% of total] Produced in 1998 National origin 
EU-15 (1), (9) 274 276 : 14.5 : 51.3 : :
EUR-11 (1), (9) 299 305 : 14.8 : 49.3 : :
B 477 573 480 6.3 41.7 45.2 7 1
DK 183 170 176 13.1 35.2 57.4 23 15
D (2) 287 286 287 17.4 42.0 50.9 50 39
EL (3) 168 143 : 9.1 26.6 68.5 22 16
E (1), (4) 524 481 : 16.6 41.5 44.1 65 47
F 410 417 465 37.4 53.8 37.0 180 102
IRL 184 166 156 5.8 25.0 73.1 17 :
I (3) 390 382 : 24.3 45.0 47.4 92 79
L 140 231 218 1.4 36.2 55.0 10 0
NL (1), (5) 256 227 : 11.0 29.3 57.3 18 13
A (3) 254 249 : 6.0 39.4 48.6 12 7
P (1), (6) 207 200 : 15.9 27.5 64.5 87 65
FIN 162 145 148 5.4 18.2 55.4 9 4
S 203 201 186 10.8 31.2 57.0 20 13
UK (3) 263 276 : 15.9 27.5 64.5 87 65
Iceland 198 188 158 1.3 12.0 84.2 : :
Norway 202 218 229 6.1 : 55.0 : :
Switzerland (7), (8) 332 329 350 8.0 34.5 55.8 : :
(1) National origin and US origin 1997 
(2) EU-15 origin 1997 
(3) National origin, EU-15 and US origin 1997. 
(4) EU-15 origin 1992. 
(5) EU-15 origin 1993. 
(6) EU-15 origin 1996. 
(7) EU-15 origin 1991. 
(8) US origin 1992. 
(9) Reflects average 
Source, Eurostat, AUVIS database 
 
 
TABLE 3.49: Cinematographic films shown in 2000, shares of origin in 2000. Number of new cinematographic 
films released for the first time, 1998-2000, shares of origin in 2000 
 

2002 Cinema 
films  

National 
origin 

EU-15 
origin 

US 
origin 

New cinematographic films 
released for the first time 

National 
origin 

EU-15 
origin 

US 
Origin 

 shown [% of tot] [% of tot] [% of tot] 1998 1999 2000 [% of tot] [% of tot] [% of tot] 
EU-15  : : : : 280 (c) 286 (c) 307 (c) 16 : 53
B  : : : : 480 396 : 2 (a) 48 (a) 45 (a)
DK 621 19.0 (e) 47.8 50.7 176 176 192 11 35 (a) 56
D : : : : 287 327 373 20 43 44
EL  : : : : 169 154 191 6 26 70
E  : : : : 501 479 523 19 46 49
F  1,718 (d) 16.8 49.5 43.2 470 504 540 36 (d) 52 (d) 36 (d)
IRL  4,222 38.9 54.7 33.3 156 (a) : : 6 (a,d) 25 (a,d) 73 (a,d)
I  4,837 (e) 27.9 (e) 52.9 (e) 40.6 (e) 383 420 428 (a) 26 (d) 51 (d) 42 (d)
L 221 (d) 0.6 (g) : : 218 221 289 (a) 0 (d) 44 (d) 51 (d)
NL  : : : : 232 247 272 13 42 (d) 51 (d)
A  : : : : 260 242 : 10 (a,d) 42 (a,d) 49 (a,d)
P  240 5.4 34.2 56.7 212 (a) 181 241 6 39 56
FIN 406 10.1 33.3 53.0 148 188 170 5 25 62
S 813 27.3 54.9 34.2 185 (a) 210 223 17 39 54
UK  325 (e) 21.5 (e) 28.9 (e) 52.9 (e) 329 393 364 21 (a,d) 38 (a,d) 52 (a,d)
Iceland 191 3.7 18.8 79.1 157 193 164 4 18 80
Norway  237 7.2 : : 231 (a) 232 (a) : 4 (a,d) 39 (a,d) 53 (a,d)
Switzerl’nd  : : : : 350 (a) : : : : :
(a) Source: EAO 
(b) New film released, source: MPAA 
(c) Reflects Average 
(d) 1999 data 
(e) 1998 data 
(f) 1997 data 
(g) 1994 data 
Source: Eurostat, AUVIS database 
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PRODUCTION 
 
The following tables provide data on film production across the EU. 
 
TABLE 3.50: Film Starts in 1998 by Genre 
 
 France Germany Ireland Italy Spain UK Total 
Action Adventure 0 1 0 0 0 0 1 
Animation 1 2 1 1 0 1 6 
Children’s 2 1 0 0 0 0 3 
Comedy 14 17 5 15 16 14 81 
Documentary 0 1 0 0 0 0 1 
Drama 61 29 17 44 26 44 221 
Family 0 1 0 0 0 0 1 
Horror 0 0 0 1 0 0 1 
Period Drama 1 0 1 2 0 6 10 
Romantic Comedy 0 0 1 2 3 10 16 
Thriller 3 6 1 2 5 4 21 
Western 0 0 0 0 2 0 2 
Total 82 58 26 67 52 79 364 
 
Source: Screen Digest 
 
 
TABLE 3.51: Number of long length films produced, 2000 
 

 Cinematographic long length 
films produced in 2000 

of national 
origin 

EU-15  604 (a,c) : 
B  12 (a) 8 (a) 
DK 23 19 
D 75 47 
EL  18 14 
E  98 64 
F  171 11 
IRL  3 (a) 0 (a) 
I  103 (a) 86 (a) 
L 8 (a) 0 (a) 
NL  23 (a) : 
A (d) 23 (a) : 
P  10 2 (a) 
FIN 10 9 
S 38 20 
UK  90 44 
Iceland 6 1 
Norway (d) 16 (a) 11 (a) 
Switzerland (d) 31 (a) 19 (a) 

 
(a) Source: EAO 
(b) Source: MPAA 
(c) Double counting eliminated, when co-operation with several EU countries 
(d) Films produced in 1999 
Source: Eurostat, AUVIS database and EAO 
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ADMISSIONS AND TURNOVER 
 
The following tables provide data on admissions, numbers of screens/seats, ticket prices and box 
office receipts. 
 
TABLE 3.52: Box office receipts (incl. Taxes and other duties), total per capita and shares of origin, number of 
cinema admissions (cinema audience), total and per capita and average ticket price, 1998 
 
1998 Box Office 

Receipts – Total 
[million ECU] 

Box Office 
Receipts – Per 
capita [ECU] 

National 
Origin [%] 

EU-15 
Origin 

[%] 

US 
Origin 

[%] 

Admissions – 
Total [million] 

Admissions – 
Per capita 

Average 
Ticket Price 

[ECU] 
EU-15 4 269 11.5 : : : 796.3 2.1 5.43 
Eur-11 3 184 10.9 : : : 621.6 2.1 5.21 
B 132 13.0 2.0 24.5 72.4 25.4 2.5 5.20 
DK 72 13.5 12.8 21.7 77.6 11.0 2.1 6.50 
D 813 9.9 8.1 14.4 85.4 148.9 1.8 5.46 
EL 61 5.8 : : : 12.4 1.2 4.93 
E 386 9.8 11.9 20.3 78.6 108.4 2.8 3.56 
F 907 15.5 27.0 : 64.0 170.1 2.9 5.34 
IRL (1) 58 15.8 2.0 : : 12.4 3.4 4.71 
I 587 10.2 24.8 35.0 63.7 118.5 2.1 4.95 
L (2) 8 18.7 0.2 : 78.5 1.4 3.3 5.62 
NL 118 17.6 5.6 : 89.8 20.1 1.3 5.89 
A (5) 87 10.8 : : : 15.2 1.9 5.71 
P 47 4.7 : : : 14.8 1.5 3.14 
FIN 41 7.9 10.1 18.5 80.0 6.4 1.2 6.36 
S 118 13.3 14.7 : 76.1 15.8 1.8 7.45 
UK (3) 835 14.1 11.8 9.3 81.7 115.5 2.0 7.23 
Iceland 9 34.3 2.5  91.9 1.4 5.1 6.66 
Norway 67 15.3 8.0  65.3 11.5 2.6 5.85 
Switzerland 126 17.7 1.6  : 15.9 2.2 7.90 
(1) National origin 1991 
(2) National origin and US origin 1996 
(3) National origin 1996, EU-15 origin 1995 
(4) National origin 1995 
(5) Box office receipts and average ticket price per cinema ticket, source: Media salles. 
Source: Eurostat, AUVIS database 
 
 
TABLE 3.53: Number of cinema sites number of screens and number of seats 
 
1998 No. of 

cinema  
Cinema sites 
per 100 000  

Distribution of cinema sites 
(%) (2) 

No. of 
screens

Screens 
per  

Screens 
per  

No of 
seats  

No of 
seats  

No. of 
admiss’ns 

 sites inhabitants With 1 
screen 

With 2 
screen 

>8 
screens

 100 000 cinema (x 1000) per 
screen 

per seat 

EU-15 (1) 10 461 2.8 : : : 22 665 6.1 2.2 : : :
EUR-11 (1) 8 393 2.9 : : : 18 956 6.5 2.3 : : :
B 137 1.3 12 7 43 463 4.5 3.4 107.8 233 236
DK 166 3.1 32 20 8 328 6.2 2.0 50.6 154 218
D 1 445 1.8 20 16 16 4 244 5.2 2.9 801.3 189 186
EL 319 3.0 64 5 8 360 3.4 1.1 : : :
E 1 329 3.4 29 7 21 2 968 7.5 2.2 1 000.0 337 108
F 2 152 3.7 27 12 17 4 764 8.1 2.2 989.1 208 172
IRL 66 1.8 4 11 28 259 7.0 3.9 48.0 185 258
I 2 159 308 74 9 3 4 603 8.0 2.1 : : :
L 8 1.9 29 0 48 21 5.0 2.6 4.5 213 316
NL 186 1.2 9 14 7 219 3.3 2.8 93.0 179 216
A 222 2.7 28 : 20 454 5.6 2.0 75.5 166 202
P (1), (3) 217 2.2 52 10 17 330 3.3 1.5 110.0 333 135
FIN 234 4.5 56 16 3 331 6.4 1.4 57.3 173 112
S 839 9.5 63 5 13 1 167 13.2 1.4 1998.9 170 80
UK (3) 722 1.2 11 8 46 1 854 3.1 2.6 638.9 345 212
Iceland 25 9.2 0 8 0 26 9.5 1.0 6.2 239 227
Norway 252 5.7 53 11 9 392 8.9 1.6 88.7 226 130
Switzerland 323 4.6 58 14 3 457 6.4 1.4 100.4 220 158
(1) 1996 data 
(2) Distribution of cinema sites, source: Media Salles 
(3) Number of seats, source: Media Salles 
Source, Eurostat, AUVIS database 
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TABLE 3.54: Number of cinema sites, number of screens and number of seats in 2000 
 
2000 No. of 

cinema  
Cinema 
sites per  

Distribution of cinema sites 
(%) (2) 

No. of 
screens

Screens 
per  

Screens 
per  

No of 
seats  

No of 
seats  

No. of 
admiss’ns 

 sites 100 000 
inhabit’nts 

With 1 
screen 

With 2 
screen 

>8 
screens

 100 000 cinema (x 1000) per 
screen 

per seat 

EU-15 (c) 10,652 2.8 : : : 25,412 6.8 2.4 5,788 228 147
B (f) 135 1.3 12 7 44 465 4.5 3.4 107 229 221 
DK 164 3.1 30 20 8 350 6.6 2.1 55 217 194
D 1,722 2.1 18 17 19 4,783 5.8 2.8 874 183 175
EL (e,f,g) 322 (a) 2.1 84 5 8 380 (a) 3.6 1.2 : : :
E (h) 1,298 3.3 25 6 32 3,500 8.9 2.7 1,230 (a) 351 110
F (f,g,h) 2,163 (a) 3.7 26 11 22 4,979 8.4 2.3 1,025 206 162
IRL (e,g,h) 66 1.7 4 11 28 280 (a) 7.4 4.2 53 (a)  189 281
I (d,f) 2,259 3.9 70 11 4 4,603 8.0 2.0 : : :
L (f,g,h) 8 1.8 29 0 48 21 4.8 2.6 4 213 304
NL (d) 181 1.1 10 16 6 562 3.5 3.1 105 187 205
A (f,g,h) 234 (a) 2.9 22 : 28 503 (a) 6.2 2.1 72 (a) 143 226
P (i) 373 3.7 49 9 18 558 5.6 1.5 170 304 :
FIN 228 4.4 51 13 9 343 6.6 1.5 59 172 120
S 813 9.2 64 4 13 1,131 12.8 1.4 190 168 89
UK (h) 686 1.2 11 8 51 2,954 5.0 4.3 710 (a) 240 201
Iceland 25 9.0 0 8 0 47 16.8 1.9 10 213 157
Norway (f) 262 (a) 5.9 53 11 9 391 8.7 1.5 87 223 133
Swtzd (f,g,h) 329 (a) 4.6 56 14 6 471 (a) 6.6 1.4 102 216 153
(a) Data source: Media Salles 
(b) Data source: MPAA 
(c) Number of seatm EU-15 estimate based on screens multiplied by the average seats per screen for other EU countries 
(d) Number of screens in 1998 
(e) Distribution of cinema screens in 1998 
(f) Number of cinemas, 1999 data 
(g) Number of screens, 1999 data 
(h) Number of seats, 1999 data 
(i) Number of admissions per seat, 1999 data 
(j) Source: Media Salles 
Source: Eurostat, AUVIS database 
 
TABLE 3.55: Admissions in 1999 and 2000, average ticket price in 2000 and box office receipts in 1999 and 2000 
 
 Admissions Average Box office receipts 
 [Million] Per capita ticket price Total per capita By origin of films 
 1999 2000 2000 2000 

[EUR] 
1999 

[m EUR] 
2000 

[m EUR] 
2000 
[EUR] 

National 
[%] 

EU-15 
[%] 

USA 
[%] 

EU-15 (b) 811.9 849.7 2.3 5.2 4,269.1 4,427.2 11.8 : 23 74 (a)
B 21.9 23.5 2.3 5.4 113.9 126.3 11.1 2 28 71 (a)
DK 10.9 10.7 2.0 7.0 72.1 74.4 14.0 17 25 73
D (d) 149.0 152.5 1.9 5.4 808.1 824.5 10.0 5 6 71
EL 13.0 (a) 13.5 (a) 1.3 5.2 63.9 (a) 69.8 (a) 6.6 : : :
E 131.3 135.4 3.4 4.0 495.9 536.3 13.6 10 17 82
F 153.6 166.0 2.8 5.4 823.2 893.2 15.1 29 35 63
IRL 12.4 14.9 3.3 4.4 58.3 66.0 15.4 : : :
I 103.5 108.6 (a) 1.9 3.8 532.9 416.2 (a) 7.2 18 : 70 (a)
L (f), (g) 1.3 1.4 3.0 5.6 7.3 7.6 (a) 17.4 0 : 79(a)
NL (h) 18.6 21.5 1.4 5.9 104.7 128.0 8.1 5 16 77
A (c) 15.0 (a) 16.3 (a) 2.0 5.7 96.1 (a) : 11.9 : : :
P (c), (e) 18.6 18.9 1.9 3.2 60.7 : 6.1 8 32 65 (a)
FIN (e) 7.0 7.1 1.4 6.6 46.1 46.6 9.0 15 22 75
S (e) 16.0 17.0 1.9 8.0 120.0 135.6 15.3 25 31 67
UK 139.8 142.5 2.4 6.6 866.1 947.2 15.9 33 33 59
Iceland (e) 1.5 1.6 5.6 8.7 12.1 13.7 49.0 14 19 80
Norway 11.4 11.6 2.6 5.7 69.8 (a) 66.6 (a) 14.9 6 : :
Switzerl’nd 15.4 (a) 15.6 (a) 2.2 8.6 127.4 (a) 134.1 (a) 18.7 4 : 76 (a)
(a) Source: European Audiovisual Observatory 
(b) Eurostat Estimate 
(c) Box office receipts per capita 1999 
(d) National origin 1999, EU-15 origin 1998, US origin 1997 
(e) National origin, EU-15 and US origin 1999 
(f) National origin and US origin 1996  
(g) Admissions 2000, source CNA 
(h) US origin 1998 
(i) Source: MPAA 
Source: Eurostat, AUVIS database 
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TABLE 3.56: Box office admissions in 1998, top 3 movies in each Member State, share of total 
admissions, and share of 10 ten films in total admissions 
 
 
 Most seen movie 

Admissions 
First-runner-up 

Admissions
Second-runner-up 

Admissions 
Top 10 films  

Admissions
 Title [1000] [%] Title [1000] [%] Title [1000] [%] [1000] [%] 
B Titanic 3 354 13.2 Armageddon 939 3.7 Saving Private Ryan 821 3.2 8 676 34.2
DK Titanic 1 384 12.6 Festen 386 3.5 Tomorrow Never Dies 357 3.2 4 086 37.1
D Titanic 17 985 12.1 Armageddon 5 305 3.6 The Horse Whisperer 3 992 2.7 49 662 33.4
E Titanic 10 651 9.5 Mission Impossible 3 318 3.0 Torrente 2 841 2.5 33 118 29.5
F Titanic 20 538 12.1 Le Diner de cons 8 614 5.1 Les Visiteurs 2 7 880 4.6 65 976 38.8
I Titanic 7 921 7.0 Tre Uomini e Una Gamba 2 763 2.4 La Vita e Bella 2 491 2.2 26 271 23.3
L Titanic 129 9.1 Saving Private Ryan 41 2.9 Armageddon 40 2.8 402 28.4
NL Titanic 3 402 16.9 Armageddon 747 3.4 Saving Private Ryan 726 3.6 8 503 45.6
A Titanic 1 389 9.1 Hinterholz 8 598 3.9 Armageddon 547 3.6 4 676 30.7
FIN Titanic 1 042 4.3 Kuningasjatka 276 4.3 Armageddon 257 4.0 2 682 42.0
S Titanic 2 167 13.7 Armageddon 593 3.8 Fucking Amal 567 3.6 6 071 41.9
UK Titanic : : Doctor Dolittle : : Saving  Private Ryan : : : :
 
Source: Media Salles 
 
 
TABLE 3.57: Box office admissions in 2000, top 3 films in each Member State, share of total admissions, and 
share of top ten films in total admissions 
 
 Most seen film First-runner-up Second-runner-up Top ten films 

 Admissions Admissions Admissions Admissions 
 Title [1000] [%] Title [1000] [%] Title [1000] [%] [1000] [%] 
B The Sixth Sense (US) 1,130 5.1 Gladiator (US) 844 3.8 American Beauty (US) 801 3.6 6,385 28.8
DK Toy Story 2 (US) 450 4.2 The Sixth Sense (US) 346 3.2 American Beauty (US) 340 3.2 2,732 25.6
D American Pie (US) 6,125 4.0 M’sn: Impossible 2 (US) 4,436 2.9 American Beauty (US) 3,991 2.6 36,430 23.9
E Gladiator (US) 4,775 3.5 American Beauty (US) 4,084 3.0 M’n: Impossible 2 (US) 3,296 2.4 28,255 20.9
F Taxi 2 (F) 10,345 6.2 The Sixth Sense (US) 7,781 4.7 Gladiator (US) 4,703 2.8 48,702 29.4
I Chiedimi se sono felice (l) 3,089 2.9 American Beauty (US) 2,710 2.5 The Sixth Sense (US) 1,888 1.7 17,122 15.8
L Tarzan (US) 51 : James Bond (UK/US) 50 : American Beauty (US) 48 : 380 :
NL The Sixth Sense (US) 1,187 5.5 M’sn: Impossible 2 (US) 790 3.7 American Beauty (US) 635 2.9 6,036 27.9
A Tarzan (US) 691 4.2 M’sn: Impossible 2 (US) 662 4.1 American Pie (US) 620 3.8 4,399 27.0
S American Beauty (US) 585 3.4 The Sixth Sense (US) 577 3.4 Gladiator (US) 569 3.4 5,268 31.0
UK Toy Story 2 (US) 9,977 7.0 Gladiator (US) 7,085 5.0 Chicken Run (UK/US) 6,756 4.7 50,302 35.3
 
Source: European Audiovisual Observatory 
 
 
TABLE 3.58: Turnover at basic prices in the audiovisual service sector in EU-10 
 

Country Turnover 92.1 
(m EUR) 

% Turnover 92.2 
(m EUR) 

% Total Turnover 
(m EUR) 

Belgium (1) 722,101 44.5 901,874 55.5 1,623,975 
Denmark (2) 446,704 65.2 238,657 34.8 685,361 
Germany (2) 9,488,535 57.1 7,125,888 42.9 16,614,423 
Spain (4) 1,977,033 36.7 3,410,707 63.3 5,387,740 
France (3) 7,474,767 51.8 6,963,361 48.2 14,438,128 
Italy (3) 6,824,376 55.2 5,548,814 44.8 12,373,190 
Portugal (2) 402,290 39.9 605,474 60.1 1,007,764 
Finland (2) 236,891 24.8 718,268 75.2 955,159 
Sweden (3) 792,626 39.7 1,205,707 60.3 1,998,333 
United Kingdom (2) 5,311,696 23.1 17,668,714 76.9 22,980,410 

(1) Data for 2000 – (2) Data for 1999 – (3) Data for 1998 – (4) Data for 1997 
 
Source: Eurostat New Cronos PRELI and SBS ENTER 2002. Estimates and calculations by DIW 2002. 
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TABLE 3.59: European Entertainment Media Market 2001: Books, DVD & Video 
 

Percentage Spent Books 59% 
 Music 23% 
 DVD 18% 
Total annual spend UK 184 euros 
 Germany 158 euros 
 Ireland 147 euros 
 Netherlands 147 euros 
 France 111 euros 
 Italy 86 euros 
 Spain  61 euros 

 
Source: Mintel - www.mintel.com 
 
 
TABLE 3.60: Turnover from pre-recorded video cassette sales and rentals (1) 
 

 Year Sales Rentals 
  (million (EUR) (EUR per capita) (million (EUR) (EUR per capita) 
EU-15 (2) (2000) 3,713 9.83 2,076 5.50 
EUR-12 (2) (2000) 2,183 7.45 1,171 4.00 
B 2000 75 7.31 68 6.62 
DK 2000 84 15.76 70 13.13 
D 2000 423 5.15 328 3.99 
EL 1998 7 0.60 12 1.20 
E 2000 166 4.10 178 4.39 
F (3) 2000 964 16.37 229 3.90 
IRL 1998 37 10.00 77 20.90 
I 2000 263 4.55 107 1.85 
L 1997 3 7.30 1 3.30 
NL 2000 104 6.56 105 6.61 
A 1998 57 7.00 31 3.80 
P 1998 33 3.30 12 1.20 
FIN 1999 51 9.88 24 4.70 
S 2000 67 7.56 82 9.22 
UK 2000 1,379 23.01 753 12.57 
Iceland 1999 4 14.09 10 36.97 
Norway 2000 42 9.33 60 13.30 
Switzerland 1997 55 7.80 30 4.20 

 
(1) B, DK, D, E, I, NL, S, UK and NO, Source: The European Video Yearbook 2001/2002 
(2) Mixed years and sources using latest available information 
(3) Sales, source: The European Video Yearbook 2001/2002; rentals, 1994 
(4) Sales, 1998; rentals, source: The European Video Yearbook 2001/2002 
Source: EUROSTAT AUVIS database 
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TABLE 3.61: Key data for the DVD market 
 
 Sales Rentals 
 Revenues 

(million EUR) 
Number of discs 
sold (thousands) 

Average revenue per 
DVD household (EUR) 

Average value of a 
DVD disc (EUR) 

Revenues 
(million EUR) 

Number of discs 
rented (thousands) 

Average revenue per 
DVD household (EUR) 

 1999 2000 1999 2000 1999 2000 1999 2000 1999 2000 1999 2000 1999 2000 
EU-15 (1) 380 1,310 14,486 51,115 280 270 26 26 : : : : : : 
EUR-12 (1) 260 840 10,087 32,893 260 240 26 25 : : : : : : 
B 17.9 62.6 689 2,553 336 347 25.98 24.52 1.7 5.6 538 1,871 31.9 31.0 
DK 4.9 24.0 183 898 170 345 26.78 26.73 0.5 1.8 138 442 25.0 25.5 
D 42.6 170.2 2,100 8,200 188 137 20.29 20.76 1.6 12.6 500 5,200 5.0 11.5 
EL : : 77 201 : : : : : : : : : : 
E 26.4 72.0 1,100 3,000 215 199 24.00 24.00 : : : : : : 
F  128.1 271.6 4,200 12,500 354 273 30.50 29.73 1.5 7.7 452 2,360 4.2 6.5 
IRL : : 77 259 : : : : : : : : : : 
I 21.7 70.7 1,000 3,200 281 228 21.70 22.09 : : : : : : 
L : : : : : : : : : : : : : : 
NL 14.5 53.1 500 1,900 213 252 29.00 27.95 2.8 8.2 970 3,000 41.2 38.9 
A : : 121 415 : : : : : : : : : : 
P : : 63 165 : : : : : : : : : : 
FIN (2) 3.9 10.4 160 500 : 232 24.18 20.86 : : : 260 : : 
S 5.3 17.6 216 724 170 169 24.54 24.31 1.3 3.1 294 659 1.8 27.4 
UK 102.5 433.5 4,000 16,600 427 330 25.63 26.11 3.8 36.1 1,015 8,000 17.0 27.5 
Iceland (2) 0.8 2.1 24 69 379 235 31.58 30.70 : : 42 : : : 
Norway 4.4 14.9 175 667 193 182 25.14 22.34 0.1 1.8 17 320 4.4 22.0 
Switzerland : : 860 2,105 : : : : : : : : : : 
 
(1) Excluding L; estimates other than for the number of DVD discs sold. 
(2) Source: Eurostat Auvis database 
 
Source: The European Video Yearbook 2001/2002 

 
 
EMPLOYMENT 
 
The following tables provide data on enterprises and persons employed in this sector. 
 
TABLE 3.62: Number of persons employed in the audiovisual services sector 
 

Country Number of Persons employed % of total country employment 
Belgium (1) 12,075 0.30 
Denmark (2) 6,732 0.25 
Germany (1) 118,000 0.31 
Spain (4) 48,950 0.35 
France (3) 62,608 0.27 
Italy (3) 45,259 0.21 
Portugal (2) 10,421 0.22 
Finland (2) 8,151 0.36 
Sweden (2) 14,330 0.35 
United Kingdom (2) 114,554 0.42 

1) Data for 2000. – 2) Data for 1999. – 3) Data for 1998. – 4) Data for 1997. 
 
Source: Eurostat New Cronos PRELI and SBS ENTER 2002. Estimates and calculations by DIW 2002. 
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TABLE 3.63: Number of enterprises and persons employed in the Motion picture and video activities sector 
(NACE Rev. 1 92.1) 
 
 Number of enterprises Number of person employed Persons employed per enterprise 
 Year No Year No Year No Year No Year No Year No 
EU-15 (1)  : 35 000 1999 38,000 : 180 000 1999 202,000 : 5.1 1999 5.3 
B  (2) 1997 402 2000 2,327 1997 2 667 2000 3,131 1997 6.6 2000 1.3 
DK 1997 1 101 1999 1,226 1997 4 331 1999 4,694 1997 3.9 1999 3.8 
D 1997 7 151 1999 7,439 1997 30 000 1999 30,000 1997 4.2 1999 4.0 
EL  1995 316 1995 316 1995 2 065 1995 2,065 1995 6.5 1995 6.5 
E  1997 3 427 1997 3,427 1997 19 301 1997 19,301 1997 5.6 1997 5.6 
F  1997 5 472 1998 5,888 1997 41 649 1998 45,126 1997 7.6 1998 7.7 
IRL  : :  : : :  : : :  : 
I  1996 3 559 1998 3,872 1996 14 944 1998 20,573 1996 4.2 1998 5.3 
L (2) 1998 114 1998 114 1998 298 1998 298 1998 2.6 1998 2.6 
NL  1992 2 790 1992 2,790 1992 9 380 1992 9,380 1992 3.4 1992 3.4 
A  1991 507 1991 507 1991 2 309 1991 2,309 1991 4.6 1991 4.6 
P  1995 657 1999 681 1995 2 947 1999 4,071 1995 4.5 1999 6.0 
FIN 1997 537 1999 548 1997 1 614 1999 1,952 1997 3.0 1999 3.6 
S 1998 2 001 1999 2,029 1998 5 947 1999 5,962 1998 3.0 1999 2.9 
UK (2) 1998 : 1999 2,171 1998 34 310 1999 41,846 1998 : 1999 8.1 
 
(1) Estimate 
(2) Number of employees 
Source: Eurostat, AUVIS database 
 
 

3.3.3  Broadcasting 
 
PRODUCTION 
 
TABLE 3.64: Radio and Television 
 
 Radios 

(per 1000 
people) 

Annual 
rate of 
change 

Televisions 
(per 1000 
people) 

Annual 
rate of 
change 

Radios per 
televisions 

Cultural 
radio 

programmes* 

Cultural 
television 

programmes** 
 1980 1997 80/97 1980 1997 80/97 1980 1997 1987-94 1989-94 
Austria 507 751 3.2 391 395 0.1 1.3 1.9 19.3 5.8 
Belgium 731 797 0.6 387 396 0.1 1.9 2.0 3.0 6.4 
Denmark 927 1145 1.6 498 453 -0.6 1.9 2.5 16.6 13.2 
Finland 837 1498 5.3 414 423 0.1 2.0 3.5 0.3 5.7 
France 741 946 1.8 353 382 0.5 2.1 2.5 5.5 20.9 
Germany 774 948 1.5 464 454 -0.1 1.7 2.1 - 4.2 
Greece 343 475 2.6 171 311 4.8 2.0 1.5 1.5 4.0 
Ireland 375 697 5.7 231 297 1.7 1.6 2.3 1.5 4.2 
Italy 602 880 3.1 390 334 -0.8 1.5 2.6 34.9 16.2 
Luxembourg - - - - - - - - - - 
Netherlands 650 980 3.4 399 427 0.5 1.6 2.3 - 12.7 
Portugal 170 306 5.3 158 303 5.4 1.1 1.0 25.1 0.8 
Spain 258 331 1.9 253 306 1.2 1.0 1.1 - 5.5 
Sweden 842 932 0.7 461 438 -0.3 1.8 2.1 5.4 27.5 
UK 950 1443 3.5 401 408 0.1 2.4 3.5 - - 
Europe** 490 684 2.6 310 346 2.8 1.7 1.9 - - 
 
* % of total programmes 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 
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EMPLOYMENT and TURNOVER 
 
TABLE 3.65: Radio and television service enterprises, employment and turnover (NACE 92.2) 
 
 Number of enterprises Employment (‘1000) Turnover at basic prices (million EURO)
 1997 1998 1999 2000 1997 1998 1999 2000 1997 1998 1999 2000 
EU-15  9,300 11,100 11,500 : 270 300 290 9 44,600 46,800 52,000  
B   373 598 613 618 8 7 8  588 622 713 902 
DK 218 244 257 : 2 2 2 83 139 176 239 : 
D 569 646 676 : 52 62 72  6,738 6,869 7,126 : 
EL  : : : : : : : : : : : : 
E  1,108 : : : 30 : : : 3,411  : : 
F  732 734 : : 17 17 : : 6,468 6,963 : : 
IRL  : : : : : : : : : : : : 
I  2,621 2,566 : : 24 25 : : 5,025 5,549 : : 
L 34 35 38 38 : : : : : : : : 
NL  : : : : : : : : : : : : 
A  : : : : : : : : : : : : 
P  : 312 417 : : 7 6 : : 506 605 : 
FIN : 163 167 : 6 7 6 : 594 674 718 : 
S 453 475 508 : 8 8 8 : 1,133 1,206 : : 
UK 2,303 2,715 2,700 3,055 73 88 73 87 14,767 15,506 17,669 : 
IS : : : 30 2 : : : : : : 99 
N : : : : : : : : : : : : 
CH* 86* : : : 1* : : : : : : : 
 
* 1995 data 
Source: Eurostat/AUVIS – Estimated data in Italics 
 
3.3.4 Publishing 
 
E business Report No 2: ICT and e-business in the Media and Printing Sector 
European Commission: Directorate General Enterprise, September 2002. 
 
This report is one of a series published by the European Commission DG Enterprise and prepared 
by e-business w@tch on their behalf.  The report seeks to provide data and business information in 
a unified manner that assists in the development of economic, innovation and SME policies across 
the EU.  In particular, the reports seek to provide empirical data and information about the scope, 
nature and extent of the factors affecting the speed of e-business development in key sectors of the 
European economy. Fifteen sectors have been examined in total, and this report covers the 
publishing, printing and reproduction of recorded media sector. 
 
The report defines “the media and printing sector” to include activities within the following 
classifications:  

• publishing, printing and reproduction of recorded media (NACE Rev.1 22);  
• motion picture and video activities (NACE Rev 1. 92.1) and  
• radio and television activities (NACE Rev.1 92.2).  

 
The report therefore analyses the use of ICT and e-business in the media and print sector, focussing 
on the creation and distribution of content. At the heart of the sector as defined is the publishing 
industry (NACE 22.1), which includes the publishing of books, newspapers, journals and 
periodicals, sound recordings and other publishing (such as posters, photos, timetables etc).  Thus 
publishing is not confined to “traditional” print publications but includes the production of 
electronic content like music and videos. Therefore the sector is also defined as including content in 
areas such as: 

• NACE 92.11 (motion picture and video production),  
• NACE 92.12 (motion picture and video distribution) and  
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• NACE 92.13 (motion picture projection).  
The third major activity included in the sector is concerned with the physical production of content. 
This includes: 

• NACE 22.2 (printing and related activities) and  
• NACE 22.3 (reproduction of recorded media).  

 
Data in respect of the sector included the following: 

• In the year 2000, the publishing and printing sector in the thirteen EU countries (excluding 
Luxembourg and Greece) generated over 233 billion euro of production value. In addition, 
slightly more than 100 billion euro of value added at factor cost was created 

• Between 1997 and 2000, the publishing and printing industry was characterised by rapid 
growth. Production value in the sector grew by 53% in this period and value added increased by 
65% in the same period 

• In 2000, over half of the sectors total production value (51.7%) can be attributed to the 
publishing sub-unit (NACE 22.1). A further 100 billion euro (42.6%) of total production value 
can be attributed to printing and services relating to printing (NACE 22.2) whilst only 5.8% of 
total production value in 2000 (13 billion euro) was produced in the recorded media industry. 
Figures for value added were similar 

• In 2000, the UK, Germany and France accounted for the largest part of the output of the EU 
printing and publishing sector. Together they comprised over 60% of the total production value 
in thirteen EU countries and 65% of value added 

• Overall, the production value figures show that the printing and publishing sector had a 
relatively small role in the national economies of the EU Member States in 2000. However, 
when the value added figures for the sector are included, the sector can be seen to play a more 
significant role in the economy of the EU as a whole – representing an industry share of 6.4% 
value added across all manufacturing in the EU in 2000 

• When figures for production value and value added are combined for the sector in 2000, these 
demonstrate that either a sector is strongly vertically integrated or that it has a good capability to 
add value the input goods and services it utilises. Therefore the printing and publishing sector in 
2000 demonstrated that the industry in the EU produces a lot of “new” value on the basis of low 
value inputs 

• Data concerning employment in the publishing and printing sector is only available in twelve 
EU Member States. Total employment in these twelve countries (excluding Greece, 
Luxembourg and the UK) in 2000 in the printing and publishing sector, was over 1.2 million 
people 

• On average, employment in the printing and publishing sectors in 2000 in each of the twelve 
Member States, averaged 5.1% of total employment in manufacturing. However, individual 
Member States showed marked differences between States, with the sector in Italy representing 
only 3.5% of employment in manufacturing compared to 10.9% in Denmark 

• In 2000, labour productivity in the printing and publishing sector, measured as value-added per 
employee, was an average value of 59,000 euro. Again there were considerable variations 
between States 

• The strong growth in the publishing and printing sector across the EU between 1997 and 2000 
(45% in production and 56% in value added) is reflected in a similar growth in employment, 
which, in the same time-span, rose by 34% 
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• In 2000, Germany showed the highest figure for employment in the printing, publishing and 
reproduction of recorded media sector, and almost sixty per cent of all those employed in the 
sector were in Germany, France and Italy (note the UK, Greece and Luxembourg are not 
included in these comparisons) 

• Statistics provided for the audio-visual services sector are largely incomplete in respect of 
employment in the sector. Those that are available indicate that the sector had the lowest sector 
share for total country employment in Italy (0.21% in 1998) whilst in the UK the broadcasting 
industry had a relatively high importance for the national economy (0.42% in 1999 

• In eleven Member States (excluding the Netherlands, Greece, Luxembourg and the UK) figures 
show that the publishing, printing and reproduction of recorded media sector is dominated by 
small-sized enterprises. In 1997 over 97% of all companies employed less that 49 people. These 
same companies generated 36.7% of the total turnover of the sector and employed less that 50% 
of those working 

• Medium and large-sized companies accounted for less than 3% of all companies in the sector. 
However they accounted for over 63% of turnover and more than half of the employment 

• Major structural changes are now affecting companies in the printing, publishing and recorded 
media sectors. These include an erosion in the traditional income streams and products caused 
by changes in technology, and a requirement for the adoption of new business strategies to 
exploit the newer forms of digital products 

• In response to these changes, large, vertically integrated companies have begun to emerge that 
produce and own content as well as owning the channels for its distribution. This integration has 
been characterised by a strategy of geographic diversification, with cross-border partnerships 
and the acquisition of companies with strong local markets. Other factors influencing this trend 
include the new distribution channels available for digital goods (such as satellite and the 
internet); the growing use of English as an international language; and the cultural convergence 
already affecting the media and print sector 

• The digitisation of content in combination with a number of other factors – ever more powerful 
computers, the world wide web, more powerful search engines, and the development of 
exchange services for video and audio content on the internet – have all created a major 
challenge for the media and printing sector. As a result, consumers can now create an unlimited 
number of perfect copies of digital content at zero additional cost 

• Whilst sharing of content had always taken place to some extent – through photocopies for 
instance – the internet and digitisation have introduced tow new aspects: First, copies of digital 
goods are identical to the originals, and second, distribution of these goods is unprecedented. As 
a result owners of content forgo sales  

• Two differing mechanisms are identified to compensate copyright owners for these foregone 
sales. The first is a lump sum, distributed to copyright owners, charged on the sale of the 
technical equipment (computers etc) and media (CDs or DVDs) necessary to reproduce digital 
goods. The second is comprises a technical solution for digital rights management that identifies 
and describes digital content and sets rules as to how this content can be used. Such systems 
however, are not currently used because consumers do not readily accept them, and because 
they often limit the legal use of content 

• In consequence, these issues pose significant challenges for policy makers, who must seek to 
balance the legitimate interests of copyright owners with those of consumers. In the EU, 
directive2001/29/EC provides a framework for this harmonisation of copyright and related 
rights in the information society 
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• Overall, digitisation is having one of three effects amongst the individual enterprises in the 
publishing, printing and reproduction of recorded media sector. First it is causing considerable 
change in the workflow and value chain within companies in the sector: second, it is changing 
the work-flows and relationships with external business partners and customers: and third, it is 
changing the products. Typically two strategies are adopted by enterprises to adapt to these 
changes – diversification, or specialisation 

• Entirely new business opportunities come with these two strategies, and in consequence, these 
new business activities transform the publishing, printing and reproduction of media sector. In 
particular, access providers are moving up the value chain towards content and service 
provision, and telecoms companies are positioning their internet portals on the content markets 

• The realisation of these new business strategies poses considerable challenges to the companies 
in the print, publishing and recorded video sector. These include that the speed of technical 
change requires companies to constantly invest in new technologies, even if they do not invest 
in the new business opportunities that come with them: and for the employees in the sector to 
make a similar commitment to keep abreast of these new technologies. In addition, apart from 
these investment needs and risks, copyright issues remain a major challenge for the sector 

• These investment needs and risks mean that digital content goods have specific economic 
properties that imply strong economies of scale in the production and distribution of such goods. 
Consequently large content producing and distribution companies can achieve economies of 
scale, and by doing so, large media companies and groups can spread the high costs of content 
product across very broad distribution networks – a process made easier still when these same 
companies also own the distribution channels. In consequence, there is an incentive for media 
companies to develop as vertically integrated media conglomerates which produce and own the 
content, as well as the channels to distribute it. In addition, the new technical possibilities to 
produce different media formats from one single data source and the increasing use of a 
common infrastructure for the distribution of this content across differing channels, has resulted 
in a trend for cross-media ownership  

• Consequently, the tendency towards concentration is strongest in those areas of the media and 
print sector where copyrights are owned, brands important, or where other reasons for 
economies of scale are important. However this does not apply to the whole media and print 
sector, and in addition, a large number of companies have also been trying to find specialist and 
niche markets, serving a demand from highly segmented and special interest customers.  

• The company structures in the print, publishing and recorded media sector are therefore 
polarising, and becoming either one of growing larger to make use of the economies of scale, or 
of staying small and focussed upon a niche 

• Three policy areas are identified in the report as priorities for action for policy makers in the 
printing, publishing and recorded media sector in the EU, as a result of the above. SMEs must 
be able to cope with the technical and economic change: the tendencies towards concentration 
will remain an issue: and internationisation in the sector requires the development and adoption 
of appropriate frameworks. 
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OVERALL 
 
TABLE 3.66: European Entertainment Media Market 2001 
 

Books, DVD & Video 
Books 59% 
Music 23% 
DVD 18% 
Annual Spend on Books, DVD & Video 
UK 184 euros 
Germany 158 euros 
Ireland 147 euros 
Netherlands 147 euros 
France 111 euros 
Italy 86 euros 
Spain  61 euros 
% Respondents who have bought a book in the last year 
UK 60% 
Germany 40% 
Spain 40% 
% Respondents who have bought 10 books in the last year 
UK 21% 
France 21% 
Rest Europe 13% 

 
Source: Mintel - www.mintel.com 
 

 
PRODUCTION 
 
TABLE 3.67: Newspapers and Books 
 
 Daily newspapers Rate of 

change 
Number of copies of 

books produced 
Book titles published  Literature and art 

 Daily circulation per 
1000 people 

(annual) (per 100 people) (per 100,000 people) Books 
prod* 

Book 
titles* 

 1980 1998 1980/98 1980 1994-96 1980 1994-96 1994-96 1994-96 
Austria 351 402 0.8 - - 80 99 - 27 
Belgium 323 158 -3.9 - - 278 - - - 
Denmark 366 300 -1.1 - - 185 233 - 28 
Finland 505 455 -0.6 - - 179 252 - 21 
France 192 145 -1.5 - - 70 59 - 38 
Germany - 303 - - - 83 87 - 22 
Greece 120 64 -3.4 - - - 40 - 44 
Ireland 229 154 -2.2 - - - - - - 
Italy 101 104 0.2 255 486 24 61 48 36 
Luxembourg - - - - - - - - - 
Netherlands 326 290 -0.6 - - 95 217 - 17 
Portugal 49 72 2.2 591 273 88 80 14 61 
Spain 93 106 0.7 727 485 86 117 42 33 
Sweden 528 430 -1.1 - - 97 152 - 26 
UK 417 317 -1.5 - 135 85 183 - 3 
Europe** 212 169 -0.8 - - 62 69 - 27 
 
* as % of total 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 
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TABLE 3.68: Libraries and Cultural Paper 
 
 Reg’d pub 

library 
users (per 

100 people) 

Population 
served by 

public 
libraries (%) 

Number of books in 
public libraries (per 100 

people) 

Annual rate 
of change 

(%) 

Cultural paper* 
consumed (metric tons 

per person) 

Annual rate 
of change 

(%) 

 1994-97 1994-97 1981-83 1994-97 81-83/94-97 1980 1997 80/97 
Austria 11 99 70 112 3.4 33 73 4.8 
Belgium 23 - 245 302 1.5 69 123 3.5 
Denmark - 100 576 593 0.2 67 122 3.6 
Finland 48 - 489 708 2.7 88 250 6.3 
France - 60 94 153 3.5 50 72 2.2 
Germany - - 159 182 1.0 - 94 - 
Greece - - - 86 - 14 39 6.2 
Ireland 23 100 218 303 2.4 29 80 6.2 
Italy - 100 25 72 7.9 35 68 4.0 
Luxembourg - - - - - - - - 
Netherlands - 97 217 264 1.4 81 94 0.9 
Portugal - - 54 49 -0.7 11 43 8.3 
Spain - 85 31 83 7.3 24 55 5.0 
Sweden - 100 470 520 0.7 98 78 -1.3 
UK 57 100 233 225 -0.3 54 113 4.4 
Europe** 30 - 221 320 2.4 34 47 3,.2 
 
* newsprint, other printing and writing paper 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 
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TABLE 3.69: Organisation counts by country and type 
 

Country Libraries Publishers Booksellers Total 
Åland Islands  3 2 4 9 
Albania  11 31 4 46 
Andorra  5 2 4 11 
Armenia  7 9 1 17 
Austria  2996 2214 2244 7454 
Azerbaijan  8 12 1 21 
Belarus  1286 83 107 1476 
Belgium  1413 602 366 2381 
Bosnia  7 647 34 688 
Bulgaria  140 505 10 655 
Channel Islands 17 8 13 38 
Croatia  672 549 101 1322 
Cyprus  13 3 177 193 
Czech Republic  2434 986 856 4276 
Denmark  595 155 525 1275 
Estonia  17 55 5 77 
Faeroe Islands  3 0 6 9 
Finland  586 165 157 908 
France  5644 4637 3725 14006 
Georgia  16 46 4 66 
Germany  7391 17331 9224 33946 
Gibraltar  3 1 10 14 
Greece  87 866 349 1302 
Greenland  4 1 4 9 
Hungary  632 280 42 954 
Iceland  38 29 41 108 
Ireland  193 146 238 577 
Isle of Man  15 4 8 27 
Italy  13694 4700 9227 27621 
Kazakhstan  33 20 19 72 
Kyrgyzstan  5 10 4 19 
Latvia  995 281 150 1426 
Liechtenstein  5 13 11 29 
Lithuania  29 72 12 113 
Luxembourg  17 31 15 63 
Macedonia  25 50 2 77 
Malta  17 2 7 26 
Moldova  10 16 1 27 
Monaco  6 14 8 28 
Netherlands  1986 804 1863 4653 
Norway  642 105 602 1349 
Poland  505 6626 3113 10244 
Portugal  273 371 641 1285 
Romania  209 403 246 858 
Russia  1942 2383 2587 6912 
San Marino  1 3 1 5 
Slovakia  760 220 290 1270 
Slovenia  161 138 364 663 
Spain  5993 2307 5552 13852 
Sweden  670 399 547 1616 
Switzerland  1299 1599 1278 4176 
Tajikistan  3 6 2 11 
Turkey  41 38 12 91 
Turkmenia  0 8 1 9 
Ukraine  1068 118 90 1276 
United Kingdom  9023 3786 5072 17881 
Uzbekistan  19 14 12 45 
Vatican City  10 9 1 20 
Yugoslavia  156 327 109 592 
Total 63833 54242 50099 168174 
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TABLE 3.70: Numbers of named individuals by country and organisation type 
 

Country Libraries Publishers Booksellers Total 
Åland Islands  3 2 2 7 
Albania  19 48 10 77 
Andorra  8 1 0 9 
Armenia  8 11 0 19 
Austria  649 1578 1419 3646 
Azerbaijan  12 10 0 22 
Belarus  226 24 5 255 
Belgium  2188 1165 525 3878 
Bosnia  4 92 12 108 
Bulgaria  204 168 6 378 
Channel Islands 23 11 17 51 
Croatia  221 216 22 459 
Cyprus  17 4 4 25 
Czech Republic  1766 722 297 2785 
Denmark  382 458 626 1466 
Estonia  34 114 1 149 
Faeroe Islands  2 0 5 7 
Finland  436 452 39 927 
France  3779 6942 5576 16297 
Georgia  30 77 2 109 
Germany  5566 15943 8920 30429 
Gibraltar  4 1 12 17 
Greece  125 673 88 886 
Greenland  3 8 3 14 
Hungary  809 499 72 1380 
Iceland  48 54 10 112 
Ireland  265 240 123 628 
Isle of Man  21 2 8 31 
Italy  8579 9752 795 19126 
Kazakhstan  76 28 4 108 
Kyrgyzstan  9 12 3 24 
Latvia  133 149 71 353 
Liechtenstein  2 24 6 32 
Lithuania  64 100 4 168 
Luxembourg  19 39 13 71 
Macedonia  29 68 1 98 
Malta  17 4 6 27 
Moldova  23 159 0 182 
Monaco  9 16 6 31 
Netherlands  1990 1947 2736 6673 
Norway  392 366 395 1153 
Poland  846 1158 273 2277 
Portugal  364 472 186 1022 
Romania  319 462 34 815 
Russia  2146 2422 1749 6317 
San Marino  2 10 0 12 
Slovakia  477 287 387 1151 
Slovenia  224 180 181 585 
Spain  2725 4303 2644 9672 
Sweden  547 480 607 1634 
Switzerland  654 1941 1081 3676 
Tajikistan  6 19 0 25 
Turkey  61 87 9 157 
Turkmenia  0 8 0 8 
Ukraine  799 82 4 885 
United Kingdom  12394 9408 6294 28096 
Uzbekistan  30 25 0 55 
Vatican City  13 11 0 24 
Yugoslavia  170 628 150 948 
Total 49971 64162 35443 149576 
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TABLE 3.71: Library counts by library type 
 

Library Type UK + Europe UK only 
Archives 1496 300 
Corporate 3702 889 
Government 2171 427 
Medical 1814 562 
Museum 1457 204 
National 141 16 
General Research 66 0 
Private 248 81 
Professional / School 1629 302 
Public system HQ 1740 302 
Public 27782 4419 
Religious 2017 108 
Specialist research 3916 223 
Special 8347 1014 
Technical 1800 47 
University (general) 2230 467 
University (specialist) 9960 712 

 
Source: © 2002 Anderson Rand 
 
 
EASTERN EUROPE 
 
The Book Sector in 2000 in Eastern Europe and Central Asia 
Open Society Institute/The Budapest Observatory 
 
A regular survey conducted by the Open Society Institute with regard to the years 1995, 1996, 
1998, 1999 and 2000, this publication provides information in respect of the book sector in the 
countries of east Central Europe and Central Asia. The following information is taken from the 
survey in respect of “New Books” published in 2000 (relevant tables are included following this 
analysis). 
 
Concerning New Book Titles Published in 2000: 

• In 2000, a total of 130,000 new book titles were published across 21 countries 

• In 2000, the Russian Federation published the most new book titles – 50,604 – whilst Tajikistan 
published the fewest – 261. Bulgaria published 5,041 new titles in 2000, and Estonia published 
2,890 new titles in the same year 

• However, simply publishing large numbers of new titles is not the whole picture. The country 
publishing the highest number of new titles per one million inhabitants in 2000 was Estonia – 
2,064 titles – a figure that represented one new title published for each 484 inhabitants. Bulgaria 
published 607 titles per one million inhabitants in 2000 – equivalent to one title per 1,646 
inhabitants. The Russian Federation published 344 titles per one million inhabitants in 2000 – 
equivalent to a new title per 2,905 inhabitants: and Tajikistan published 41 new titles per million 
inhabitants – equivalent to one title for every 24,521 inhabitants. Across all the countries, the 
average number of titles published per one million inhabitants was 591, equivalent to one title 
per 4,137 inhabitants 

• In 2000, of the total of 130,000 new book titles published, nearly 31,000 were newly published 
foreign titles (26%)  

• Amongst all of these new titles published in 2000, 26% were foreign titles translated from books 
published abroad. However this average figure hides wide disparities. In Slovakia 80% of new 
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titles published were foreign titles and in Lithuania this figure was 79%. In Bulgaria the figure 
was 24% and in the Russian Federation 14%. In Estonia the figures were not available  

• The publication of new “Eastern titles” in 2000 – defined as translation of new titles originally 
published in other new democracy countries – was, with the exceptions of the Ukraine and 
Bulgaria – very small indeed. In the Ukraine 21% of new titles published in 2000 were “Eastern 
titles” whilst in Bulgaria this figure was almost 18%. In the Russian Federation, Hungary, 
Slovakia, Yugoslavia and the Czech Republic, the figure was below 1% of all new titles – 
figures that in reality mean that in Hungary in 2000, only one new book title published in every 
250, came from another member of the “old block” 

• The total numbers of new title books published in 2000 was 558.6 million. To an extent the 
numbers of books published in each country correlates with the GDP in each of the 21 countries 
concerned. The Russian Federation published the largest numbers of new title books in 2000 – 
326.7 million. Bulgaria published 9 million, Estonia 4 million, Hungary 24.3 million, and 
Tajikistan published 0.3 million 

• However the numbers of new title books bought per inhabitant in 2000 is very different. The 
average number of new books sold per inhabitant across all the 21 countries surveyed, was 1.6. 
Here the number ranges from 3.9 copies of a new title book sold per inhabitant in the Czech 
Republic in 2000; through 2.9 copies per inhabitant in Estonia; 2.2 copies per inhabitant in the 
Russian Federation; and 1.1 copies per inhabitant in Bulgaria. The figure falls to below one 
copy per inhabitant, in eleven of the countries surveyed – including in Romania, the Ukraine, 
Albania, Armenia, Bosnia, and Tajikistan. 

 
Concerning the Sales of Books in 2000: 

• The total turnover of the book market in 2000, expressed as accumulated net sales (without 
VAT or sales tax) amongst all of the twenty two countries surveyed, was 1.258 million euro 

• Of this total turnover, almost half – 625 million euro – was in the Russian Federation. This 
figure represented the total of all of the remaining countries that provided figures. Total book 
sales in Bulgaria in 2000, totalled 7.3 million euro 

• The average books sales per inhabitant in 2000 was approximately 3.8 euro per inhabitant 

• However, when viewed as sales per inhabitant in 2000, the highest levels of per capita sales are 
in Latvia (32.1 euro), and Hungary and Estonia (both 14.3 euro). The lowest per capita sales 
include Bosnia (0.6 euro), Armenia (0.05 euro), Tajikistan (0.2 euro) and Bulgaria (0.9 euro)  

 
Concerning Bookshops in 2000: 

• Altogether 346 million people in 22 countries were served by 15,739 bookshops in 2000. This 
makes an average of one bookshop for every 22,000 people in 2000. This figure compares with 
one bookshop for every 23,000 people in 1999. Bulgaria is typical of this average, with one 
bookshop for every 24,000 inhabitants in 2000 

• Of the total number of bookshops, 9.3% of this total were located within the twenty one capital 
cities of the twenty one countries analysed. 

 
Concerning Printing in 2000: 

• The average cost per copy of printing a large print run book (defined as a paper-back with 250 
pages and a print-run of 10,000 copies and excluding the cost of paper) ranges from 
approximately 0.30 euro in Ukraine, to 4.25 euro in Bulgaria 
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• The average cost per copy of printing a small print run book (defined as a paper-back with 250 
pages and a print-run of 1,000 copies and excluding the cost of paper) in all cases exceeds the 
cost per copy of a large print run book. Cost per copy ranges from 0.55 euro in the Ukraine to 
4.53 euro in Bulgaria. In most countries the difference in cost per copy for a short run is twice 
that of a long run. The one exception is in Bulgaria where, not only are printing costs per copy 
the most expensive, but the difference in the printing costs per copy between short and large 
print runs is less that 7% 

• With the exception of Tajikistan – which imported 80% - no country imported more than 25% 
of the printed new books published in 2000. Amongst those countries with sizeable imports, 
Poland imported 25% of the books published in 2000, Hungary 23%, Estonia 20%, Bosnia 18% 
and Romania 10%. Slovakia and Bulgaria undertook all their printing of new books in their own 
country in 2000. The factors given for choosing a foreign printer were given (in order of 
preference) as price, quality, reliability, and speed 

 
Concerning Public Support for Publishing in 2000: 

• Amongst the 22 countries surveyed, five – Albania, Georgia, Kyrgyzstan, Macedonia and 
Bosnia-Herzegovina – have no public mechanisms for the support of publishing 

• Amongst the remaining 17 countries surveyed, in three – Tajikistan, Armenia and Azerbaijan – 
public support is maintained through the activities of state owned publishers 

• Amongst twelve of the countries remaining, all have some form of grant giving mechanism in 
place that functions on broadly similar lines – with publishers applying for subsidy for specific 
titles. In addition, in the case of Slovenia this mechanism is supplemented by a system whereby 
publishers can receive more general subsidies based on past performance and future business 
projections. In Bulgaria, a dual subsidy system appears to operate, where up to 30% of 
publishing costs can come from the National Book Centre, or up to 80% of the costs from the 
Cultural Fund 

• Amongst ten of the countries providing subsidy, the amounts of public subsidies offered to book 
publishing in 2000 ranged from 1.859 million euro in Slovenia to 67,000 euro in Slovakia. The 
figures for subsidy, when expressed as a percentage of the total book sales in each country in 
2000 show that Slovenia again provided the highest subsidy level, providing 11.1% of all sales. 
Again Slovakia was lowest with 0.2% of total sales. With the exception of Slovenia, only three 
countries provided subsidies of more than 1% of total sales – Lithuania (4.1%), Estonia (2.7%) 
and the Ukraine (1.3%). All the remaining six countries – Slovakia, Romania, Latvia, the 
Russian Federation, and Poland - provided less than 1% of total sales 

• The public subsidy provided can also be analysed as cents per head of population in each of the 
countries surveyed. In this instance Slovakia is again seen as the most generous, providing 93 
cents per inhabitant, with Estonia providing 39, Lithuania 34, Latvia 14, Hungary 13, the 
Ukraine 3, Russia 2, Slovakia and Poland both 1, and Romania 0.5. There are no figures 
available for Bulgaria  

• Zero VAT is levied on book sales in ten of the 22 countries surveyed – Armenia, Bosnia, 
Croatia, Georgia, Latvia, Lithuania, Poland, Romania, Russia and Tajikistan. 
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TABLE 3.72: Number and structure of new titles – Percentage of Sales in 2000 by channels 
 

 New Titles Foreign 
Works, % 

Eastern 
Works, % 

Million New 
Copies 

ISBN % Bar Code 
% 

ALB 3 010 40 5,0 3 90 3 
ARM 850 6 1,0 1 95 0 
AZE 762 8 4,0 0 14 0 
BOS 620 40 5,0 0 82 48 
BUL 5 041 24 17,8 9 75 40 
CRO 3 000 25 0,5   70 
CZE 10 565 37 0,2 40 92 90 
EST 2 890  1,3 4 100 98 
GEO 950 3 1,0 1 73 6 
HUN 7 409 35 0,4 24 90 20 
KYR 463 0 1,0 1 73 6 
LAT 2 298 33 2,3 5 85 35 
LIT 3 183 79 2,7 7 96 15 

MAC 536 20  0 100  
POL 14 050 40 3,0 82 99 60 
ROM 3 176 24  8 100 25 
RUS 50 604 14 0,3 0 95 50 
SLK 2 300 80 0,5 9 100 50 
SLN 3 577 27 1,0 6 79  
TAJ 261 1  0   
UKR 7 577 5 21,0 27 84 1 
YUG 6 845 0 0,02 4 75 30 

 
New Books (No) – No of new titles in 2000, excluding textbooks 
Foreign Works (% or No) – Titles translated form foreign works 
Eastern Works (% or No) – Share of titles from other ex-communist countries within all translate works 
Copies (no) – Total print run of all books published in 2000, excluding textbooks. 
ISBN (%) – Share of copies with ISBN printed on them. 
Bar Coded ISBN (%) Share of copies with IBSNs printed as bar codes 
 
 
TABLE 3.73: New Titles 
Ranklist of countries by the number of new titles published in 2000 
 

RUS 50 604 
POL 14 050 
CZE 10 565 
UKR 7 577 
HUN 7 409 
YUG 6 845 
BUL 5 041 
SLN 3 577 
LIT 3 183 

ROM 3 176 
ALB 3 010 
CRO 3 000 
EST 2 890 
SLK 2 300 
LAT 2 298 
GEO 950 
ARM 850 
AZE 762 
BOS 620 
MAC 536 
KYR 463 
TAJ 263 
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TABLE 3.74: New Titles related to the number of inhabitants 
 

Country Number of new titles / 
million inhabitants 

Inhabitants / 
new title 

EST 2 064 484 
SLN 1 789 559 
CZE 1 026 975 
LAT 958 1 044 
LIT 860 1 162 
ALB 860 1 163 
YUG 835 1 198 
HUN 741 1 350 
CRO 612 1 633 
BUL 607 1 646 
Average 591  
SLK 426 2 348 
POL 364 2 747 
RUS 344 2 905 
MAC 268 3 731 
ARM 243 4 118 
Average  4 137 
AZE 218 4 593 
GEO 183 5 474 
BOS 163 6 129 
UKR 154 6 481 
ROM 141 7 084 
KYR 99 10 151 
TAJ 41 24 521 

 
 
TABLE 3.75: Amount and structure of book sales in 2000 
 

 Sales, 
million $ 

Domestic 
% 

Imported 
% 

Textbook 
% 

Other 
% 

Digital 
% 

Export 
million $ 

ALB 5,6 59,0 5,0 36,0 0,0 0,0 0,43 
ARM 0,2 93,0 6,0 1,5 1,0 1,0 0,50 
AZE 2,0 30,0 20,0 50,0 0,0 0,0 0,00 
BOS 2,2 35,0 28,0 32,0 5,0  0,18 
BUL 7,3 95,0 4,0 62,5  0,4 0.07 
CRO    70,0    
CZE 100,0 90,0 10,0 15,0   30,00 
EST 20,0 20,0 7,0 30,0 43,0   
GEO 20,0 5,0 15,0 80,0 0,0 0,0 0,00 
HUN 143,1 59,7 7,5 27,8  5 21,86 
KYR 1,4 11,0 67,0 19,0 3,0 3,0 0,00 
LAT 77,1 78,0  34,1    
LIT 30,0 97,0 3,0 10,0    
MAC 1,2      0,11 
POL 42,6 62,0 8,0 30,0  6,0 2,28 
ROM 30,7 97,0 3,0 30,5    
RUS 625,0 59,0 10,0 30,0 1,0 1,0 115,00 
SLK 32,5 67,1 32,9 32,9  0,0  
SLN 16,8      0,64 
TAJ 1,2 53,0 45,0 2,0    
UKR 100,00 10,0 75,0 15,0  0,1  
YUG  45,0 5,0 50,0 0,0 0,0  

 
Sales ($) – Total turnover of book market in 2000, accumulated net sales (without VAT or sales tax), of all categories.    
Domestic Books (%) –sales structure, composition of total turnover in 2000. 
Imported Books (%) – Share of books published abroad.  
Textbooks (%) – Share of textbooks in total sales. 
Other (%) – Share of other items (if any) 
Digital Books (%) – Share of income for “books” sold in digital (electronic) form (e.g. CD-ROM) within total turnover in 2000. 
Exports ($) – Turnover from exporting books in 2000. 
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TABLE 3.76: Sales 
Total turnover of the book market in 2000, accumulated net sales (without VAT or sales tax), off all categories, in million US dollars. 
 

RUS 625,0 
HUN 143,1 
CZE 100,0 
UKR 100,0 
LAT 77,1 
POL 42,6 
SLK 32,5 
ROM 30,7 
LIT 30,0 
EST 20,0 
GEO 20,0 
SLN 16,8 
BUL 7,3 
ALB 5,6 
BOS 2,2 
AZE 2,0 
KYR 1,4 
TAJ 1,2 
MAC 1,2 
ARM 0,2 

 
TABLE 3.77: Per capita sales 
Ranklist of countries by book sales per inhabitant in 2000, in US dollars. 
 

LAT 32,1 
HUN 14,3 
EST 14,3 
CZE 9,7 
SLN 8,4 
LIT 8,1 
SLK 6,0 
RUS 4,3 
GEO 3,9 
UKR 2,0 
ALB 1,6 
ROM 1,4 
POL 1,1 
BUL 0,9 
BOS 0,6 
MAC 0,6 
AZE 0,6 
KYR 0,3 
TAJ 0,2 
ARM 0,05 

 
TABLE 3.78: New copies per inhabitant 
New copies published in 2000, per inhabitant. 
 

CZE 3,9 
SLN 3,0 
EST 2,9 
HUN 2,4 
LAT 2,3 
RUS 2,2 
POL 2,1 
LIT 2,0 
SLK 1,7 
BUL 1,1 
ALB 0,7 
UKR 0,5 
ROM 0,4 
YUG 0,4 
MAC 0,2 
ARM 0,2 
AZE 0,1 
BOS 0,1 
GEO 0,1 
KYR 0,1 
TAJ 0,1 
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TABLE 3.79: Size of support 
 

1 2 3 4 
SLN 1 859 11,1 93 
LIT 1 240 4,1 34 
EST 539 2,7 39 
UKR 1 321 1,3 3 
HUN 1 311 0,9 13 
POL 377 0,9 1 
RUS 3 000 0,5 2 
LAT 343 0,4 14 
ROM 109 0,4 0,5 
SLK 67 0,2 1 

 
Column 2 tells how many thousand US dollars worth of public support went to publishing in the respective country in 2000. 
In Column 3 this amount is expressed in percentage of total sales. It is presumed that state subsidy is not included in the sales amount: 
it is an addition. Over 10% is extremely remarkable: this is the case of Slovenia. 
Column 4 relates state subsidiary to cents per inhabitant. The advantage of Slovenia is even more marked in these terms. 
 
 
TABLE 3.80: Large print run and short print run prices 
 

BUL 4,25 BUL 4,53 
TAJ 2,83 LIT 3,50 
BOS 1,80 KYR 2,75 
ALB 1,40 BOS 2,60 
KYR 1,25 CRO 2,50 
SLK 1,04 POL 2,50 
POL 1,00 ALB 1,80 
AZE 0,90 TAJ 1,70 
SLN 0,82 SLN 0,82 
HUN 0,74 HUN 1,48 
LIT 0,70 LAT 1,40 
ROM 0,64 SLK 1,30 
YUG 0,59 AZE 1,10 
EST 0,57 GEO 1,00 
GEO 0,50 ROM 0,87 
ARM 0,40 EST 0,86 
LAT 0,35 RUS 0,75 
RUS 0,32 YUG 0,70 
UKR 0,30 ARM 0,60 
  UKR 0,55 

 
Large print run price ($) – Average printing price per book copy, 250-page paperback, 10 000 copies, excluding paper 
Short run printing price ($) – Average printing price per book copy, 250-page paperback, 1000 copies, excluding paper. 
Figures in table stand for US dollars: average printing price per book copy in 2000, 250-page paperback, excluding paper.  The first set 
of figures regard to 10 000 copies whilst the other figures represent 1 000 copies. 
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TABLE 3.81: Average salaries, average prices 
 

 Averag
e 

monthly 
net 

salary 

Average 
hour’s 
salary 

Book 
price 

Academic 
book price 

Hours 
to work 

for a 
book 

Hours to 
work for an 
academic 

book 

Average 
minute’s 
salary 
(cent) 

Newspaper 
price 

Minutes to 
work for a 
newspaper 

(cent) 

ALB 120 0,68 3,30 4,70 4,8 6,9 1,1 0,30 26
ARM 25 0,14 1,80 2,50 12,7 17,6 0,2 0,20 84
AZE 46 0,26 1,00 1,56 3,8 6,0 0,4 0,22 51
BOS 250 1,42 11,00 20,00 7,7 14,1 2,4 0,50 21
BUL 115 0,65 3,30 4,50 5,1 6,9 1,1 0,30 28
CRO 365 2,07 12,50 25,00 6,0 12,1 3,5 0,75 22
CZE 353 2,01 5,00 9,00 2,5 4,5 3,3 0,20 6
EST 286 1,63 9,00 12,00 5,5 7,4 2,7 0,50 18
GEO 33 0,18 2,25 3,25 12,2 17,6 0,3 0,25 81
HUN 207 1,17 2,96 4,44 2,5 4,02 2,0 0,27 14
KYR 30 0,17 3,00 3,25 17,6 19,1 0,3 0,30 106
LAT 179 1,02 5,80 2,10 5,7 5,0 1,7 0,34 20
LIT 270 1,153 4,00 5,00 2,6 3,3 2,6 0,85 33
MAC 179 1,01 .. 5,1 0,0 4,65 1,7 0,34 20
POL 242 1,38 6,20 6,00 4,5 4,4 2,3 0,40 17
ROM 110 0,63 2,8 3,6 4,5 7,46 1,0 0,20 15
RUS 82 0,47 1,80 3,00 3,8 6,4 0,8 0,14 18
SLK 167 0,95 5,41 5,41 5,7 5,7 1,6 0,19 12
SLN 542 3,08 14,00 14,00 4,5 4,5 5,1 0,60 12
TAJ 10 0,05 2,00 3,20 37,1 59,3 0,1 0,12 133
UKR 40 0,23 1,8 2,00 7,9 20,43 0,4 0,10 21
YUG 79 0,45 6,00 7,00 13,4 15,6 0,7 2,20 294

The monthly salaries income per hour and minute were calculated according to the following: a minute salary = monthly salary / 22 
days/ 8 hours / 60 minutes, in US cents. 
 
3.3.5  Music 
 
PRODUCTION 
 
TABLE 3.82: Recorded Music 
 
 Recorded 

music sales  
Distribution by type of music 

(%) 
Piracy Combined tax 

rates ** 
CD players  

 (US$ per 
capita) 

Domestic 
popular* 

International 
popular* 

Classical* (%) (%) (per 100 
households) 

 1980 1997 80/97 1980 1997 1987-94 1989-94 
Austria 42.3 15 73 12 2 20 48 
Belgium 36.1 20 71 9 4 21 63 
Denmark 49.5 35 57 8 1 25 77 
Finland 26.9 42 48 10 10 22 43 
France 36.4 44 46 10 3 21 68 
Germany 36.6 43 47 10 3 16 75 
Greece 10.9 59 37 4 25 18 22 
Ireland 31.6 16 79 5 5 21 67 
Italy 10.5 44 51 5 25 20 38 
Luxembourg - - - - - - - 
Netherlands 35.7 27 64 9 6 18 99 
Portugal 18.7 31 65 4 3 18 30 
Spain 17.1 42 51 7 2 16 47 
Sweden 44.2 25 71 4 3 25 60 
UK 49.0 48 45 7 1 18 87 
Europe*** 17.0 27 66 7 12 19 42 
* retail value of CDs, cassettes and records 
** including sales taxes and additional special taxes 
*** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 
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TURNOVER 
 
TABLE 3.83: Total receipts from Sound Recordings by country 
 

 Sound Recordings Market Annual Average Growth  Exp/person 
 (CDs, MCs, LPs)           (Mio ECU/EUR) (%) (%) (%) (EUR) 
 1980 1985 1990 1995 1999 2000 90/80 00/90 00/99 2000 

EU-15 3 101 3 678 6 519 8 512 10 603 10 633 7.7 5.0 0.3 28.3
B 99 90 190 362 321 290 6.7 4.3 -9.7 28.4
DK 49 62 122 234 248 253 9.6 7.6 2.0 47.5
D 982 1 053 1 776 2 498 2 659 2 327 6.1 2.7 -12.5 28.3
EL 36 43 54 100 93 98 4.1 6.1 5.4 9.3
E 168 128 413 429 592 611 9.4 4.0 3.2 15.5
F 370 356 758 1 037 1 861 1 839 7.1 9.3 -1.2 31.1
IRL 20 25 40 60 116 131 7.2 12.6 12.9 34.9
I 212 238 460 450 570 578 8.1 2.3 1.4 10.0
L : : : : : : : : : :
NL 196 215 506 547 490 494 9.9 -.02 0.8 31.2
A 56 67 132 315 303 314 9.0 9.0 3.6 38.8
P 33 39 47 107 166 154 3.6 12.6 -7.2 15.4
FIN 49 86 137 110 120 126 10.8 -0.8 5.0 24.4
S 99 147 226 297 335 350 8.6 4.5 4.5 39.5
UK 734 1 130 1 657 1 967 2 729 3 086 8.5 6.4 12.4 51.6

 
(1) Nominal growth in US-dollar: World –4.4%, USA –1.5%, in Yen: Japan –3.9% 
Receipts shown are in current prices and are thus affected by inflation and in some cases by fluctuatios in exchange rates. Data relate 
to retail level value (France: wholesale level) and include taxes (USA: data do not include sales tax). 
Source: EUROSTAT / AUVIS, IFPI. Estimated data in Italics 
 
 
TABLE 3.84: Estimated sales value by music origin in EU-15, 1998-2000 (%) 
 

 1998 1999 2000 
 DOM INT CLA DOM INT CLA DOM INT CLA 

EU-15 35 58 7 42 51 7 34 60 6 
B 20 72* 9 17 76 7 17 78 5 
DK 32 60 8 35 59 6 31 65 4 
D 43 47 10 43 47 10 40 52 8 
EL 59 37 4 56 40 4 54 42 4 
E 42 51 7 32 61 7 39 55 6 
F 44 47 10 53 39 7 51 42 7 
IRL 16 79 5 13 85 2 26 72 2 
I 43 51 6 43 52 5 36 59 4 
NL 27 64 9 23 69 8 26 63 11 
A 15 74 12 15 73 12 13 77 10 
P 31 65* 4 24 67 9 21 73 6 
FIN 42 48 10 41 50 8 38 53 9 
S 25 71 4 36 61 3 60 67 3 
UK 48 48 4 49 46 6 51 41 8 

 
Source: IFPI. *: International and regional music together. Domestic (DOM) International (INT) Classical (CLA) music origin 
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TABLE 3.85: Number of sound recordings sold (Mio units) 
 

 Total Sound recordings sold Growth Sales per inhabitants Share of CDs (%) 
 (Mio units) (%) (units) CD Albums Only Inc. CD singles
 1980 1990 1995 1997 1998 1999 2000 00/99 1999 2000 2000 

EU-15 754 821 966 1 046 1 055 1 030 1 035 0.5 2.7 2.8 74.4 93.1
of which:       
MCs 156 270 165 123 110 83 66 -20.9 0.2 0.2 - -
LPs 351 140 6 4 4 4 5 31.6 0.0 0.0 - -
CDs - 270 629 705 732 932 770 5.2 2.0 2.0 - -
Singles 247 141 166 214 210 211 194 -8.0 0.6 0.5 - -
Mindisc - - - - - 1 1 - 0.0 0.0 - -
       
B 25 21 24 27 31 31 29 -5.5 3.0 2.9 71.2 99.5
DK 9 10 16 19 19 19 20 6.8 3.6 3.8 91.6 99.0
D 198 222 284 294 291 290 282 -2.9 3.5 3.4 72.8 92.3
EL 9 9 8 8 10 8 9 8.3 0.8 0.9 82.3 95.5
E 51 51 53 59 65 65 71 9.8 1.6 1.8 85.0 87.6
F 140 132 150 164 165 158 158 -0.1 2.7 2.7 70.0 94.1
IRL : : 7 8 9 10 11 16.0 2.6 2.9 72.5 92.5
I 60 57 45 60 53 54 48 -10.7 0.9 0.8 73.1 81.4
L : : : : : : : : : : : :
NL 46 47 44 46 41 39 40 1.3 2.5 2.5 85.4 98.9
A 12 14 22 24 23 22 23 4.3 2.8 2.9 81.6 97.4
P 9 6 12 15 20 17 17 0.0 1.7 1.7 72.6 77.4
FIN 10 16 10 11 12 11 12 3.2 2.2 2.3 90.6 95.6
S 15 27 27 26 28 29 32 11.2 3.2 3.6 81.3 98.9
UK 171 210 267 285 290 278 283 1.6 4.7 4.7 71.3 94.7
 
Source: EUROSTAT / AUVIS, IFPI. Singles represent vinyl, CDs and MCs. 
 
 
COMMENTARY 
 
Recorded music market sales first half of 2002 
Most of European recorded music markets show negative growth rates (in terms of value) in the 
first half of 2002 compared to 2001. The worst economic situation can be found in countries with 
high internet access (downloading, file sharing) and CD burning increases, such as Germany 
(growth went down 14.4%), Denmark (growth went down 22%), the Netherlands (growth went 
down 15.8%), Italy (growth went down 9.5%), Greece (growth went down 22,3%), etc. On the 
other hand, countries such as France (increase of 5.2%) and Sweden (increase of 0.7), show the 
opposite trend, in fact an increase of growth has been noticed. The main reason seems to be “an 
unbeatable combination: great international repertoire and strong local artists and music˜ (Music 
and Media, October 26, 2002). However, while Finland in 2001 had an increase in growth of 7.5%, 
due, as with France and Sweden, to the success of the local repertoire, in the first half of 2002 it is 
showing a decrease of 5.2%. 
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3.4 Cultural Industries: USA 
 
3.4.1 Overall 
 
 
EMPLOYMENT 
 
The following tables are taken from the latest available US Census figures for 1997.  The results of 
the more recent census of 2002 have not yet been published. 
 
 
TABLE 3.86: NAICS 51 – Information Sector 
 
Note that this sector covers the audiovisual, broadcasting, sound recording and publishing sectors. 
 
NAICS Description Establishments Sales, receipts 

or shipments
Paid employees Annual Payroll 

($1,000)
51 INFORMATION 114,526 623,268,429 3,064,418 129,459,486
511 Publishing Industries 33,947 179,089,998 1,004,465 43,335,981
5111 Newspaper, periodical, book, & database publishers 21,857 117,390,578 738,085 24,949,197
5112 Software publishers 12,090 61,699,420 266,380 18,386,784
512 Motion Picture and Sound Recording Industries 22,204 55,925,533 275,981 9,392,048
5121 Motion picture & video industries  19,269 44,785,652 254,467 8,280,395
5122 Sound recording industries 2,935 11,139,881 21,514 1,111,653
513 Broadcasting & telecommunications 43,480 346,315,686 1,434,445 63,479,623
5131 Radio & television broadcasting 8,789 40,425,210 249,715 9,868,917
5132 Cable networks & program distribution 4,679 45,389,578 174,351 6,151,186
5133 Telecommunications 30,012 260,500,898 1,010,389 47,459,520
514 Information services & data proc’sng industries 14,895 41,937,212 349,517 13,251,834
5141 Information services  7,307 11,100,567 87,267 3,477,977
5142 Data processing services 7,588 30,836,645 262,250 9,773,857
 
 
TABLE 3.87: NAICS 71 – Arts, entertainment, recreation 
 
NAICS Description Establishments Sales, receipts 

or shipments
Paid employees Annual Payroll 

($1,000)
71 ARTS, ENTERTAINMENT,  Exempt 99,099 104,715,028 1,587,660 32,787,273
 RECREATION Taxable 25,942 32,743,586 235,926 12,834,362
711 Performing arts, spectator sports &  Exempt 4,624 4,875,904 90,831 1,621,537
 related industries Taxable 787 483,683 7,281 122,404
7111 Performing arts companies  Exempt 3,316 3,398,514 70,201 1,273,094
  Taxable 5,883 5,271,542 51,802 1,452,152
7112 Spectator sports Exempt (NO FIGURES)  
  Taxable 3,881 13,656,033 92,393 6,151,215
7113 Promoters of performing arts, sports, &  Exempt 1,308 1,577,390 20,630 348,443
 similar events Taxable 2,633 5,045,093 51,411 1,052,645
7114 Agents/managers for artists, athletes, &  Exempt (NO FIGURES)  
 other public figures Taxable 2,532 2,409,918 13,239 910,844
7115 Independent artists, writers, & performers  Exempt (NO FIGURES)  
  Taxable 11,013 6,361,000 27,081 3,267,506
712 Museums, historical sites & similar  Exempt 4,793 6,280,306 84,495 1,714,749
 institutions Taxable 52,907 51,861,195 964,166 13,147,090
713 Amusement, gambling & recreation  Exempt 10,046 8,470,354 204,961 3,347,131
 industries Taxable (NO FIGURES)  
7131 Amusement parks & arcades  Exempt (NO FIGURES)  
  Taxable 3,344 8,418,476 138,930 1,961,871
7132 Gambling industries  Exempt (NO FIGURES)  
  Taxable 2,099 15,541,569 168,532 3,221,864
7139 Other amusement & recreation services  Exempt 10,046 27,901,150 656,704 3,347,131
  Taxable 47,464 27,901,150 656,704 7,963,355
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EMPLOYMENT, REVENUES AND VALUE ADDED 
 
In 2000, the International Intellectual Property Alliance (IIPA) commissioned an economic study on 
the contributions of the copyright industries in the US.  The report used the following definitions: 
 

• The core copyright industries encompass those industries that create copyrighted works as 
their primary products.  These industries include the motion picture industry (Television, 
theatrical and home video), the recording industry (records, tapes and CDs), the music 
publishing industry, the book, journal and newspaper publishing industry, the computer 
software industry (including data processing, business applications and interactive 
entertainment software on all platforms), legitimate theatre, advertising, and the radio, 
television and cable broadcasting industries. 

 
• The total copyright industries encompass the core industries and portions of many other 

industries which wither create, distribute, or depend on copyrighted works.  Examples 
include retail trade (a portion of which is sales of video audio, software and books, for 
example), the doll and toy industry, and computer manufacturing. 

 
The key findings of the report are as follows: 
 
Contribution to the Economy 
 
The US copyright industries contribute a significant share to the US economy, measured by value 
added and reflected in their share of GDP.  In 1999, the core copyright industries contributed an 
estimated US$457.2 billion to the US economy, accounting for approximately 4.94% of GDP.  In 
1999, the total copyright industries contributed an estimated $677.9 billion to the US economy, 
accounting for 7.33% of GDP.  Between 1977 and 1999, the value added to GDP by the core and 
total copyright industries increased by 360% and 303%, respectively. 
 
The real annual growth rate has more than doubled the growth rate of the economy as a whole.  
Over the last 22 years (1977-1999), these industries grew at an estimated compound annual growth 
rate of 7.2% while the rest of the US economy grew at an annual rate of 3.1%. 
 
Employment 
 
The copyright industries have created jobs at a much faster rate than many leading sectors of the US 
economy such as aircraft manufacturing, pharmaceuticals, textiles etc. 
 
Employment in the core copyright industries grew from 1.6% of the US workforce in 1977 to 
3.24% in 1999.  Total copyright employment grew from 3.3% of the US workforce in 1977 to 5.7% 
in 1999.  
 
Foreign Sales and Exports 
 
Foreign sales and exports of the core copyright industries have been increasing rapidly.  Preliminary 
estimates conservatively measure foreign sales to be at least US$79.65.bil in 1999.  As compared to 
having an annual growth rate of 6.4% in 1999, the annual growth rate in 1999 of 15.1% represents 
more than a two-fold increase. 
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SOURCES OF FINANCE 
 
The summer 2002 issue of the Journal of Arts Management, Law, and Society focused on issues 
surrounding art and culture in the new economy. 
 
Background 
The original research reported in these essays was supported by a grant from the Irvine Foundation. 
Two and a half years ago, Irvine officers asked in learning whether new sources of financing could 
be identified for the arts in the United States, whether angel or socially responsible investors, 
venture philanthropists or venture capitalists, could be encouraged to find investment opportunities 
in the arts. The researchers and the Irvine officers were mindful that such resources had already 
been applied in sister industries of the arts-schooling, the environment, job training, housing. The 
task was to determine whether such new financing might be available to arts enterprises as well.  
Consideration of this question, however, led the investigators to other, related questions: How have 
the arts traditionally conducted business? What are the conventions of negotiation, transaction, and 
contracts? What are the relationships between for-profit and not-for-profit ventures in the arts? How 
do the arts fare in the world of philanthropy? And how do they fare as philanthropy changes in the 
"new economy"? How prepared are artists and arts organizations to meet the challenges of changing 
times? 
 
Summary of articles 
Introduction  
by Alberta Arthurs 
Alberta Arthurs, board member for the Center for Arts and Culture, introduced the issue with a 
lively essay on the concept of the "new economy," raising questions about how much economics 
has changed in our time and whether or not "creativity" has become a more pervasive force in the 
economy.  
 
What's New for Culture in the New Economy? 
by Kieran Healy 
Kieran Healy of the University of Arizona, describes three defining assumptions of the "new 
economy." First, the new economy derives much energy and expectation from the enlarging new 
technologies, especially information technologies. Second, the new economy is globalized-it builds 
on world markets, goods and services, and transcultural transactions. And finally, that the 
"creativity" of individuals and of communities is a vital force in the structure of the new economy.  
 
Cultural Transactions 
by Frank Hodsoll 
Frank Hodsoll, chairman of the board of the Center for Arts and Culture, takes a look at the 
intersection of art and commerce. Through 52 interviews with leaders in the arts across all the 
disciplines, from music to movies to museums, he describes a sector that-in business terms-is 
fragmented and under-analyzed. Using the findings of Richard Caves's Creative Industries (2000), 
Hodsoll posits possible improvements, ranging from better research to better operations and 
infrastructure. 
 
The New Philanthropy: Its Impact on Funding Arts and Culture 
by Nina Kressner Cobb  
Nina Cobb looks at the current environment in philanthropy, its growing size, emerging players, 
and shifting ground rules. Cobb's findings-her data collection, interviews, and readings -are not 
reassuring for the arts sector. Venture philanthropists have not made forays into arts and culture. 
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Cobb's analysis indicates that the arts and culture are being passed by, as engines of the new 
economy influence philanthropy in the United States. 
 
Building a Model for Culturally Responsible Investment 
by Caroline Williams and Lisa Sharamitaro 
In this essay, Williams and Sharamitaro define socially-responsible investment vehicles and their 
goals and guidelines, revealing how very far such models are from the world of the arts. Although 
the intervention of giving circles, social venture partners, angels, and other new venture investors is 
widespread in other public interest sectors, it is largely invisible in the arts and culture. Williams 
and Sharamitaro describe a set of possible funds that might be created for cultural investment (the 
question originally asked in the Irvine study) and indicate the role that foundations might play in 
creating such opportunity. 
 
Creative Assets and the Changing Economy 
by Steven Jay Tepper 
Steven Tepper of Princeton University bases his essay on conversations with scholars and on his 
study of the new economy literature. He challenges scholars to confront underlying questions about 
the relationship of creativity and the new economy. For instance, how should the arts be included 
among the other "intangibles" measured in the new economy. Tepper argues that creative capital 
and creative knowledge should be as measurable as, for instance, research and development, brand, 
intellectual capital or intellectual property. Research could improve knowledge about contexts for 
creativity, the working conditions, incentives, and structures that motivate artistic production and 
creativity.  
 
 
3.4.1  Audiovisual 
 
EMPLOYMENT 
 
TABLE 3.88: US Motion Picture Industry Employment Areas (‘000s) 
 
Year Production 

& Services 
Theatres Video Tape 

Rental 
Other Total % change 

Yearly 
% change 
2002 vs. 

2002 (p) 259.2 142.0 163.6 18.1 582.9 -1.3%  
2001 264.8 137.7 163.7 16.8 583.0 (1.2) 0.0% 
2000 270.1 138.6 164.7 16.9 590.3 (1.4) (1.3) 
(p) preliminary estimate 
 
Source: US Entertainment Industry: 2002 MPA Market Statistics 
 
 
3.4.2  Publishing 
 
TURNOVER 
 
Book Sales Total $26 Billion in 2002  
The following is from a press release dated March 4, 2003  
 
U.S. book sales totaled $26,874,100,000 in 2002, a 5.5 percent increase over 2001, 
according to figures just released by the Association of American Publishers (AAP). 
Overall, trade sales rose 8.8 percent, with sales of $6.93 billion. Adult trade hardbound sales 
rose 11.8 percent ($2.94 billion), while paperbound sales rose 12.1 percent ($2.16 billion). 
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Juvenile hardbound sales were up 3.1 percent ($957.2 million), however, paperbound sales 
were down a slight 1.3 percent with sales of $876.3 million. 
 
Elhi (elementary/high school) sales were down 5 percent ($4.07 billion), while higher 
education sales rose 12.4 percent, with sales of $3.90 billion. Standardized test sales 
remained steady, with sales up 7.2 percent ($268.2 million).   Sales of professional and 
scholarly books were up 8.5 percent in 2002, with sales of $5.14 billion. Book clubs (up 9.7 
percent, with sales of $1.46 billion) and mass market paperback sales (up 11.7 percent, with 
sales of $1.73 billion) both posted increases for 2002.   University press sales dropped in 
2002, down 3.8 percent, with sales of $392.6 million. Mail order publications also fell, 
dropping 5.8 percent ($333.5 million). Sales of religious books dropped 3.3 percent, with 
sales of $1.26 billion. Subscription reference sales were down 2.7 percent, with sales of 
$797 million.  
 
For a complete list of the preliminary estimated book publishing industry net sales for 2002, please visit the 
AAP website at www.publishers.org.   The sales figures in this preliminary release are prepared by the 
Statistical Service Center, using essentially the same statistical procedures used to prepare Table S1 of the 
Industry Statistics Report. They are based on year-to-date data from the AAP December Monthly Sales Report, 
along with other information gathered during the year. If any changes in industry estimates are found to be 
necessary as a result of annual sales data submitted for the Industry Statistics Report, they will be included in 
the final estimates in the report when it is published later this year. For additional information: Kathryn 
Blough, AAP New York (212-255-0200 ext. 263, kblough@publishers.org).  
 
 
TABLE 3.89: US Book Market 1999-2001 
 
Total Book Sales 2001: $25,356m (2000 $25,323m) +0.1% (1999/00 +3.4%) 
 

Category $ million 1999-2000 $ million 2000-2001 
Trade $6,540 (3.7%) $6,370 (2.6%) 
Adult Hardback $2,690 (11.6%) $2,630 (2.2%) 
Adult Paperback $1,900 (7.2%) $1,930 1.4% 
Mass Market Paperback $1,560 0.5% $1,550 (0.8%) 
Juvenile Hardback $1,200 13.2% $929 (22.7%) 
Juvenile Paperback $753 16.4% $888 17.9% 
Ehli (School Books) $3,880 13.3% $4,180 7.8% 
Higher Education $3,240 3.5% $3.470 7.2% 
University Press $402 (2.4%) $408 1.5% 
Professional & Scholarly $5,130 8.7% $4,740 (7.6%) 
Religious $1,250 2.5% $1,310 4.7% 
Mail Order $432 4.6% $354 (18.0%) 
Book Clubs $1,290 1.5% $1,330 3.3% 

 
Source: Association of American Publishers - www.publishers.org 
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TABLE 3.90: Preliminary Estimated Industry Net Sales: 1992, 1997, 2000-2002 
 

 1992 1997 1999 pct chg 
from 98 

2000 pct chg 
from 99 

2001 pct chg 
from 00 

% cmpd 
growth 
1992-
2001 

% cmpd 
growth 
1997-
2001 

$ $ $ $  $  $    
trade (total) 4661.6 5774.1 6540.8 -3.7 6369.9 -2.6 6929.8 8.8 4.0 3.7 
adult hardbound 2222.5 2663.6 2685.9 -11.4 2626.5 -2.2 2935.5 11.8 2.8 2.0 
adult paperbound 1261.7 1731.7 1900.7 -7.2 1927.2 1.4 2160.8 12.1/td> 5.5 4.5 
juvenile hardbound 850.8 908.5 1201.1 13.2 928.6 -22.7 957.2 3.1 1.2 1.0 
juvenile paperbound 326.6 470.3 753.1 16.4 887.6 17.9 876.3 -1.3 10.4 13.3 
religious (total) 907.1 1132.7 1246.9 2.5 1305.1 4.7 1262.2 -3.3 3.4 2.2 
bibles, testaments, 
hymnals & prayer- 
books 

260.1 285.4 323.3 4.3 315.0 -2.6 329.2 4.5 2.4 2.9 

other religious 647.0 847.3 923.6 1.8 990.1 7.2 933.0 -5.8 3.7 1.9 
Professional (total) 3106.7 4156.4 5129.5 8.7 4739.1 -7.6 5140.1 8.5 5.2 4.3 
Business 490.3 768.1 1000.7 10.0 938.3 -6.2 * * * * 
Law 1128.1 1502.7 1957.1 13.1 1848.2 -5.6 * * * * 
Medical 622.7 856.5 995.8 1.3 886.3 -11.0/td> * * * * 
technical, scientific 
& other prof'l 

865.6 1029.1 1175.9 6.8 1066.3 -9.3 * * * * 

book clubs 742.3 1143.1 1291.6 1.5 1334.5 3.3 1463.3 9.7 7.0 5.1 
mail order 
publications 

630.2 521.0 431.6 4.6 353.9 -18.0 333.5 -5.8 -6.2 -8.5 

mass market 
paperback rack-
sized 

1263.8 1433.8 1559.2 0.5 1546.6 -0.8 1726.8 11.7 3.2 3.8 

university presses 280.1 367.8 402.0 -2.4 408.2 1.5 392.6 -3.8 3.4 1.3 
elhi (k-12 education) 2080.9 3005.4 3881.2 13.3 4289.8 10.5 4073.3 -5.0 6.9 6.3 
higher education 2084.1 2669.7 3237.1 3.5 3468.9 7.2 3898.2 12.4 6.5 7.9 
standardized tests 140.4 191.4 234.1 7.0 250.1 6.8 268.2 7.2 6.7 7.0 
subscription 
reference 

572.3 736.5 809.1 2.6 819.4 1.3 797.0 -2.7 3.4 1.6 

other sales (incl. av) 449.0 510.0 559.4 3.3/td> 577.2 3.2 589.1 2.1 2.8 2.9 
Total 16918.5 21641.9 25322.7 3.4 25462.7 0.6 26874.1 5.5 4.7 4.4 
 
* - Not Available at this time...Will be included in the AAP 2002 Industry Statistics 
 
Source: AAP 
 
AAP notes to the above table 
The industry estimates shown in the above Table are based on the U.S. Census of 
Manufactures. However, Book Publishing is currently being transferred to the "Economic 
Census", also called the "Census of Information". Like the Census of Manufactures, this is 
also a five-year census conducted in years ending in "2" and "7". 1997 was a transition 
census with the data being collected and processed by the same government people as in 
prior years, but the forthcoming output will be under the auspices of the new census. 1997 
census data have been released at this writing, and are currently under review.  
 
Between censuses, the AAP estimates are "pushed forward" by the percentage changes that 
are reported to the AAP statistics program, and by other industry data that are available. 
Some AAP data are collected in a monthly statistics program, and it is largely this material 
that is shown in this preliminary estimate table. More detailed data are available from, and 
additional publishers report to the AAP annual statistics program, and this additional data 
will be incorporated into the Table S1 that will be published in the (forthcoming) AAP 1999 
Industry Statistics.  
 
In comparing the estimated data with Census reports, it should be noted that the U.S. Census 
of Manufactures does not include data on many university presses nor on other 
institutionally sponsored and not-for-profit publishing activities, nor (under SIC 2731: Book 
Publishing) for the audiovisual and other media materials which are included in this table. 
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On the other hand, AAP estimates have traditionally excluded "Sunday School" Materials, 
and certain pamphlets which are incorporated in the Census data. These and other 
adjustments have been built into our industry estimates.  
 
As in prior reports, the estimates reflect the impact of industry expansion created by new 
establishments entering the field, as well as non-traditional forms of book publishing, in 
addition to incorporating the sales increases and decreases of established firms.  
 
It should also be noted that the "Other Sales" category in Table PS1 includes only incidental 
book sales, such as music, sheet sales (both domestic and export, except those to 
prebinders), and miscellaneous merchandise sales.  
 
The estimates are of U.S. product and include domestic sales and export sales, but they do 
not cover indigenous activities of publishers' foreign subsidiaries.  
 
Non-rack-size Mass Market Publishing is included in Trade-Paperbound. Prior to the 1988 
AAP Industry Statistics this was indicated as "Adult Trade Paperbound". We recognize that 
part of these sales are "Juvenile" (estimate 20%), and adjustments have been made to all 
years in this respect. We also note that this area includes sales through traditional "mass 
market paperback channels" by publishers not generally recognized as being "mass market 
paperback" publishers.  
 
 
 

3.5  Cultural Industries: EU/USA Comparisons  
 
3.5.1  Cultural Trade 
 
TABLE 3.91: Trends in Cultural Trade 
 
 Cultural trade * Cultural exports as % of 

total cultural trade 
 US$ mill US$ mill US$ per 

capita 
US$ per 
capita 

As % of 
GNP 

As % of 
GNP 

 

 1980 1997 1980 1997 1980 1997 1980 1997 
Europe** - 421320 - 585 - 4.4 - 48 
US 11290 177474 49 648 0.4 2.2 42 41 
 
* exports plus imports of books and pamphlets, newspapers, newsprint and periodicals; typewriters and word and data processors; 
music-related goods; cinema and photography; radio, television and VCRs; visual arts and antiques; and sporting goods 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 
 
 
TABLE 3.92: Distribution by Type -  as % of total trade in 1997 
 
 Books and 

pamphlets 
Newspapers, 
newsprint & 
periodicals 

Typewriters, 
word & data 
processors 

Music-
related 
goods 

Cinema and 
photography 

Radio, 
television & 

VCRs 

Visual arts 
& antiques 

Sporting 
goods 

Europe** 2.5 3.1 55.5 7.4 6.3 19.7 1.1 4.4 
 US 1.6 4.0 70.6 4.3 6.0 2.4 3.6 7.5 
 
* % of total programmes 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 
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3.5.2  Audiovisual 
 
OVERALL 
 
Table 3.93: World Film and Television Market by Geographical Region in 1998 
 

 TV 
licensing 

Licence 
fees 

Pay-TV Video Theatres Total Change 
1997/98 

(in $) 

Change 
1997/98 
(national 
currency) 

Japan 14 914.8  4 853.7  2 819.5 4 817.0 1 478.1 28 883.1  -4.6% 3.2%
Europe 22 551.1  14 229.6  12 146.2 6 971.5 4 849.3 60 747.7  16.0% 9.7%
USA 46 985.0  444.0  30 337.0 17 600.0 6 877.0 102 243.0  6.6% 6.6%
Total 84 450.9  18 527.3  44 302.7 29 388.5 13 204.4 1910873.8  7.5%  
 
 
Table 3.94: World Film and Television Market by Geographical Region in 1999 
 

 TV 
licensing 

Licence 
fees 

Pay-TV Video Theatres Total Change 
1998/99 

(in $) 

Change 
1998/99 
(national 
currency) 

Japan 16 786.1  5 757.7  4 014.4 4 606.7 1 604.8 32 769.6  13.5%  -1.3%
Europe 21 972.9  13 311.1  12 531.7 5 617.9 4 171.5 57 605.2  -5.2% 10.1%
USA 50 440.0  422.0  32 069.0 19 800.0 7 327.0 110 058.0 7.6% 7.6%
Total 89 199.0  19 490.8 48 615.0 30 024.6 13 103.3 200 432.8 4.5%  
 
 
TABLE 3.95: Main cinema indicators for EU-15 and USA in 2000 
 

2000 EU-15 growth [%] USA growth [%] 
Admissions [million] 849.7 +4.7 1,420.8 -3.0 
Admissions per capita 2.3  5.2  
Box office receipts 4,427.2 +3.7 8,309.7 +18.9 
Box office receipts per capita [euro] 11.8  30.3 USD: +2.9 
Number of cinema sites 10,652 -0.3 7,421 -1.7 
Cinema sites per 100,000 inhabitants 2.8  2.7  
Number of screens 25,412.0 +2.0 37,396.0 +0.6 
Screens per cinema 2.4  5.0  
Screens per 100,000 inhabitants 6.8  13.6  
Number of long length films produced 604 +0.7 762 +12.6 

 
Source, EU-15: Eurostat, AUVIS database; USA: MPAA 
 
 
PRODUCTION 
 
TABLE 3.96: Cinema and Film 
 
 Annual cinema 

attendance (per person) 
%age 

change (%) 
Cinema 
screens 

per million 
people 

Number of 
feature 
films 

produced 

Of which 
co-

produced 
were: 

Number of 
feature 
films 

imported 

Imp feat 
films as % 

of total 
films dist 

1st country 
of origin of 
imported 

films 

2nd country 
of origin of 
imported 

films 
 1981-85 1994-98 81-5/94-8 1998 1994-98 1994-98 1994-98 1994-98 1994-98 1994-98 
Europe** 2.7 1.3 -30.9 39 946 195 6084 77 - - 
US 4.4 5.4 22 128 661 9 477 42 - - 
 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 
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COMMENTARY 
(from the LUMIERE Database, European Audiovisual Observatory) 
 
Production 
Production levels within the European Union rose from 563 feature films in 1996 to 634 in 1999. 
However, the number of films definitely distributed rose from 433 in 1996 to 495 in 1998. This 
might indicate either that the number of films produced is exaggerated or that one in four European 
films is not commercially distributed.  In the same way, the number of films produced in the USA 
can be compared with the number of American films distributed in at least one national market 
within the European Union. It seems that around one in two American films is screened in Europe. 
 
Comparing supply and demand 
It is also interesting to compare supply (ie the number of films distributed in at least one of the 
Member States) with demand (expressed as the market share achieved by the various film 
producing regions).  The contrast is striking: American films only represent between 39% and 46% 
of supply, but account for 66-76% of admissions. On the other hand, films produced in the 
European Union represent between 45% and 53% of supply, but only 22-33% of admissions. Films 
from the rest of Europe still account for less than 2.5% of those produced and a market share of 
under 0.2%. Between 6 and 7% of films are made in another part of the world, but their market 
share fell from 2.5% in 1996 to 0.9% in 1999. 
 
Concentration of success 
The LUMIERE database can be used to classify films in "bands of success". The table above covers 
the whole European and United States markets, showing a huge difference between the two 
industries. It suggests that, while 314 American films achieved over 5 million admissions between 
1996 and 1999, only 30 European films reached a similar level of success. 
 
 
TABLE 3.97: Total cinematographic films shown in 1998 
 

1998 Cinema films shown National origin [% of total] EU-15 origin [% of total] US origin [% of total] 
DK 561 22.3 47.8 46.0 
E 1 643 16.1 45.0 45.9 
F 3 982 38.3 54.8 32.7 
I 4 837 27.9 52.9 40.6 
L (1) 218 0.6 : : 
FIN 384 6.8 29.2 54.7 
S 879 29.7 56.1 29.5 
UK 325 21.5 28.9 52.9 
Iceland 197 2.0 : : 
Norway (2) 951 15.4 : : 
Switzerland (3) 1 473 8.4 : 49.5 
EU ???     
United States 509 : : : 
Australia (4) 796 9.3 : 43.5 

 
(1) National origin share: 1994 
(2) 1993 data 
(3) US origin share: 1991 
(4) 1994 data 
Source, Eurostat, AUVIS database 
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TABLE 3.98: Number of new cinematographic films released for the fast time, 1996-1998, shares of origin in 
1998, Number of cinematographic long length films produced in 1998 
 
 New cinematographic films 

released for the first time 
National 

origin 1998 
EU-15 

origin 1998 
US 

origin 1998 
Cinematographic  
long length films 

 1996 1997 1998 [% of total] [% of total] [% of total] Produced in 1998 National origin 
EU-15 (1), (9) 274 276 : 14.5 : 51.3 : :
EUR-11 (1), (9) 299 305 : 14.8 : 49.3 : :
Canada  510 509 : : : : :
United States 420 461 490 85.5 : :
Japan 598 611 555 44.9 48.4 27.4 : :
Australia (1), (7) 578 585 571 10.3 19.3 65.6 : :
 
(1) National origin and US origin 1997 
(2) EU-15 origin 1997 
(3) National origin, EU-15 and US origin 1997. 
(4) EU-15 origin 1992. 
(5) EU-15 origin 1993. 
(6) EU-15 origin 1996. 
(7) EU-15 origin 1991. 
(8) US origin 1992. 
(9) Reflects average 
Source, Eurostat, AUVIS database 
 
 
TABLE 3.99: Cinematographic films shown in 2000, shares of origin in 2000. Number of new cinematographic 
films released for the first time, 1998-2000, shares of origin in 2000 
 

2002 Cinema 
films  

National 
origin 

EU-15 
origin 

US 
origin 

New cinematographic films 
released for the first time 

National 
origin 

EU-15 
origin 

US 
Origin 

 shown [% of tot] [% of tot] [% of tot] 1998 1999 2000 [% of tot] [% of tot] [% of tot] 
EU-15  : : : : 280 (c) 286 (c) 307 (c) 16 : 53
USA  478 : : : 490 (b) 442 (b) 461 (b) 85 (a,e) : :
Japan  : : : : 555 (a) 568 (a) : 48 (a,f) 16 (a,f) 26 (a,f)
 
(a) Source: EAO 
(b) New film released, source: MPAA 
(c) Reflects Average 
(d) 1999 data 
(e) 1998 data 
(f) 1997 data 
(g) 1994 data 
Source: Eurostat, AUVIS database 

 
 
ADMISSIONS and TURNOVER 
 
TABLE 3.100: Number of screens (cinema halls) in EU-15 & USA 
 

 EU-15 growth USA growth 
1990 18 771  23 689  
1991 18 937 0.9% 24 570 3.7% 
1992 18 775 -0.9% 25 105 2.2% 
1993 18 702 -0.4% 25 737 2.5% 
1994 19 081 2.0% 26 586 3.3% 
1995 19 669 3.1% 27 805 4.6% 
1996 20 691 5.2% 29 690 6.8% 
1997 21 413 3.5% 31 640 6.6% 
1998 22 665 5.8% 34 186 8.0% 
1999 24,909 9.9% 37,185 8.8% 
2000 25,412 2.0% 37,396 0.6% 

 
Sources: EU-15: Eurostat estimates, AUVIS database, US data from MPAA. 
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TABLE 3.101: Number of cinema sites number of screens and number of seats – 1998  
 
 No. of 

cinema  
Cinema sites 
per 100 000  

Distribution of cinema sites 
(%) (2) 

No. of 
screens

Screens 
per  

Screens 
per  

No of 
seats  

No of 
seats  

No. of 
admiss’ns 

 sites inhabitants With 1 
screen 

With 2 
screen 

>8 
screens

 100 000 cinema (x 1000) per 
screen 

per seat 

EU-15 (1) 10 461 2.8 : : : 22 665 6.1 2.2 : : :
EUR-11 (1) 8 393 2.9 : : : 18 956 6.5 2.3 : : :
Canada (2) 688 2.3 : : : 2 486 8.2 3.6 629.0 253 156
USA  (3) 9 344 3.5 : : : 34 186 12.7 3.7 : : :
Japan : : : : : 1 993 1.6 : : : :
 
(1) 1996 data 
(2) 1997 data 
(3) 1982 data 
Source, Eurostat, AUVIS database 
 
 
TABLE 3.102: Number of cinema sites, number of screens and number of seats – 2000  
 
 No. of 

cinema  
Cinema 
sites per  

Distribution of cinema sites 
(%) (2) 

No. of 
screens

Screens 
per  

Screens 
per  

No of 
seats  

No of 
seats  

No. of 
admiss’ns 

 sites 100 000 
inhabit’nts 

With 1 
screen 

With 2 
screen 

>8 
screens

 100 000 cinema (x 1000) per 
screen 

per seat 

EU-15 (c) 10,652 2.8 : : : 25,412 6.8 2.4 5,788 228 147
USA (b.d) 7,421 2.7 32 : 25 37,396 

(b)
13.6 5.0 : : :

Japan (d) : : : : : 2,221 
(a)

1.8 : : : :

 
(a) Data source: Media Salles 
(b) Data source: MPAA 
(c) Number of seatm EU-15 estimate based on screens multiplied by the average seats per screen for other EU countries 
(d) Number of screens, 1999 data 
Source: Eurostat, AUVIS database 
 
 
TABLE 3.103: Box office receipts (incl. Taxes and other duties), total per capita and shares of origin, number of 
cinema admissions (cinema audience), total and per capita and average ticket price, 1998 
 
1998 Box Office 

Receipts – Total 
[million ECU] 

Box Office 
Receipts – Per 
capita [ECU] 

National 
Origin [%] 

EU-15 
Origin 

[%] 

US 
Origin 

[%] 

Admissions – 
Total [million] 

Admissions – 
Per capita 

Average 
Ticket Price 

[ECU] 
EU-15 4 269 11.5 : : : 796.3 2.1 5.43 
Eur-11 3 184 10.9 : : : 621.6 2.1 5.21 
Canada 166 5.5 2.0  85.0 106.6 3.5 3.09 
US (1) 6 198 23.0 94.5   1480.7 5.5 4.19 
Japan 597 4.7 30.8  66.0 153.1 1.2 8.63 
Australia 352 18.7 4.1  87.0 80.0 4.2 4.40 
 
(1) National origin 1995 
Source: Eurostat, AUVIS database 
 
 
TABLE 3.104: Admissions in 1999 and 2000, average ticket price in 2000 and box office receipts in 1999 and 
2000 
 
 Admissions Average Box office receipts 
 [Million] Per capita ticket price Total per capita By origin of films 
 1999 2000 2000 2000 

[EUR] 
1999 

[m EUR] 
2000 

[m EUR] 
2000 
[EUR] 

National 
[%] 

EU-15 
[%] 

USA 
[%] 

EU-15 (b) 811.9 849.7 2.3 5.2 4,269.1 4,427.2 11.8 : 23 74 (a)
USA (d) 1,465.2 1,420.8 5.2 5.8 6,988.3 8,309.7 30.3 93 : (a)
Japan (c) 144.8 (a) 136.0 (a) 1.1 12.6 1,507.1 (a) 1,717.6 (a) 13.6 32 : 66 (a)
 
(a) Source: European Audiovisual Observatory 
(b) Eurostat Estimate 
(c) US origin 1998 
(d) Source: MPAA 
Source: Eurostat, AUVIS database 
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TABLE 3.105: Turnover from pre-recorded video cassette sales and rentals (1) 
 

 Year Sales Rentals 
  (million (EUR) (EUR per capita) (million (EUR) (EUR per capita) 
EU-15 (1) (2000) 3,713 9.83 2,076 5.50 
EUR-12 (1) (2000) 2,183 7.45 1,171 4.00 
USA (2) 2000 7,531 28.00 8,250 29.80 
Japan 1998 1,359 10.80 2,625 20.80 

 
(1) Mixed years and sources using latest available information 
(2) Sales, 1998; rentals, source: The European Video Yearbook 2001/2002 
 
Source: EUROSTAT AUVIS database 
 
 
TABLE 3.106: Companies’ main media operations 
 
 Internet 

Portal 
Broadcast 

TV 
Cable 

TV 
Telecoms Production 

Film 
Production 

TV 
Music Publishing Radio 

AOL Time 
Warner 

X X X  X X X X X 
Viacom  X X  X X  X X 
Vivendi 
Universal 

X  X X X X X X  
News 
Corporation 

 X X  X X  X  
Disney  X X  X X  X X 
Bertelsmann  X X   X X X X 
Sony     X X X   
 
Source: The Economist (2002) 
 
 
TABLE 3.107: Company Structure: Bertelsmann AG 
 

  Bertelsmann AG   
    I     

I I I I I I I 
RTL Group Random 

House 
Grunder & 

Jahr 
BMG Bertelsmann 

Springer 
Direct Group Arvato 

Free-TV 
Pay-TV 
TV Services 
Radio 
Radio services 
Content 
Production 
Internet 

Book publishing Publishing of 
magazines and 
newspapers 
 
Printing 
(internet) 
services 
Broadcasting 

Music 
production 
Music 
publishing 

Science and 
business media 
publishing 

Book clubs 
Music clubs 

Printing 
Technical 
comp. 
IT 
Services 
Storage media 
Special 
publishing 

 
 
3.5.3  Broadcasting 
 
PRODUCTION 
 
TABLE 3.108: Radio and Television 
 
 Radios 

(per 1000 
people) 

Annual 
rate of 
change 

Televisions 
(per 1000 
people) 

Annual 
rate of 
change 

Radios per 
televisions 

Cultural 
radio 

programmes* 

Cultural 
television 

programmes** 
 1980 1997 80/97 1980 1997 80/97 1980 1997 1987-94 1989-94 
Europe** 490 684 2.6 310 346 2.8 1.7 1.9 - - 
US 1973 2116 0.5 676 806 1.1 2.9 2.6 - - 
 
* % of total programmes 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 122

 
TABLE 3.109: Main TV broadcasting indicators for EU-15 and USA in 2000 
 

 EU-15 USA 
 Turnover 

(bn EUR)
Per capita

(EUR) 
Turnover 
(bn EUR)

Per capita 
(EUR) 

Total audiovisual market 96.1 255 173.1 632 
TV broadcasting 57.3 152 100.6 367 
     TV market 45.2 120 61.6 225 
          TV advertising 26.8 71 60.4 220 
          Public TV 18.4 49 1.2 4 
               TV license fees 15.2 41 0 0 
     Cable and satellites 12.1 32 38.9 142 

Source: EU-15 Eurostat estimates mainly based on AUVIS data, USA: McCann Erickson 
 
 
3.5.4 Publishing 
 
PRODUCTION 
 
TABLE 3.110: Newspapers and Books 
 
 Daily newspapers Annual 

rate of 
change 

Number of copies of 
books produced 
(per 100 people) 

Book titles published 
(per 100,000 people) 

Literature and art 

 Daily circulation per 
1000 people 

   Books 
prod* 

Book 
titles* 

 1980 1998 1980/98 1980 1994-96 1980 1994-96 1994-96 1994-96 
Europe** 212 169 -0.8 - - 62 69 - 27 
US 270 201 -1.6 - - 34 25 - 26 
* as % of total 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 
 
 
TABLE 3.111: Libraries and Cultural Paper 
 
 Reg’d pub 

library 
users (per 

100 people) 

Population 
served by 

public 
libraries (%) 

Number of books in 
public libraries (per 100 

people) 

Annual rate 
of change 

(%) 

Cultural paper* 
consumed (metric tons 

per person) 

Annual rate 
of change 

(%) 

 1994-97 1994-97 1981-83 1994-97 81-83/94-97 1980 1997 80/97 
Europe** 30 - 221 320 2.4 34 47 3,.2 
US - - - - - 109 146 1.6 
* newsprint, other printing and writing paper 
** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 
 
TABLE 3.112: Books Published - World Share By Language 
 

English 27% 
Chinese 13% 
German 12% 
French 8% 
Spanish 7% 
Japanese 5% 
Russian 5% 
Portuguese 5% 
Korean 4% 
Italian 4% 
Dutch 2% 
Swedish 2% 
Others 6% 

Source: The Future of English? (British Council) 1997 
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TURNOVER 
 
TABLE 3.116: Spending On Books – Retail Values: International Comparison 
 

  % GDP Real % Change 1998-1999 
UK 0.356 +1.9% 
France 0.297 -0.1% 
Germany 0.424 +0.9% 
USA 0.351 +0.6% 

 
Source: The Publishers Association - www.publishers.org.uk 
 
 

3.5.5  Music 
 
TURNOVER 
 
TABLE 3.117: Recorded Music 
 
 Recorded 

music sales 
(US$ per 
capita) 

Distribution by type of music  
Piracy 

(%) 

 
Combined tax 

rates ** 
(%) 

 
CD players 

(per 100 
households) 

  Domestic 
popular 

(%) * 

International 
popular 

(%) * 

 
Classical 

(%) * 

   

 1980 1997 80/97 1980 1997 1987-94 1989-94 
Europe*** 17.0 27 66 7 12 19 42 
US 48.2 91 5 4 3 5 73 
 
* retail value of CDs, cassettes and records 
** including sales taxes and additional special taxes 
*** all of Europe: EU, EFTA, CEEC including Balkans, former Soviet Union, Israel 
Source: UNESCO web-site: 

 
TABLE 3.118: Total receipts from Sound Recordings by country 
 

 Sound Recordings Market Annual Average Growth  Exp/person 
 (CDs, MCs, LPs)           (Mio ECU/EUR) (%) (%) (%) (EUR) 
 1980 1985 1990 1995 1999 2000 90/80 00/90 00/99 2000 

EU-15 3 101 3 678 6 519 8 512 10 603 10 633 7.7 5.0 0.3 28.3
     
USA 2 774 5 738 5 922 9 251 13 372 15 230 7.9 8.8 13.9 (1) 55.9
Japan 1 033 1 717 2 396 5 883 6 043 7 088 9.9 11.5 17.3 (1) 56.2
World : : : 30 365 36 122 40 091 : : 11.0 (1) 6.7

 
(1) Nominal growth in US-dollar: World –4.4%, USA –1.5%, in Yen: Japan –3.9% 
 
Receipts shown are in current prices and are thus affected by inflation and in some cases by fluctuatios in exchange rates. Data relate 
to retail level value (France: wholesale level) and include taxes (USA: data do not include sales tax). 
Source: EUROSTAT / AUVIS, IFPI. Estimated data in Italics 
 
TABLE 3.119: Estimated sales value by music origin in EU-15, 1998-2000 (%) 
 

 1998 1999 2000 
 DOM INT CLA DOM INT CLA DOM INT CLA 

EU-15 35 58 7 42 51 7 34 60 6 
    
USA 91 5 4 92 5 3 92 5 3 
Japan 78 22 : 77 23 : 78 22 : 
World 64 30 6 66 29 5 68 28 4 

 
Source: IFPI. *: International and regional music together. Domestic (DOM) International (INT) Classical (CLA) music origin 
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TABLE 3.120: Number of sound recordings sold (Mio units) 
 

 Total Sound recordings sold Growth Sales per inhabitants Share of CDs (%) 
 (Mio units) (%) (units) CD Albums Only Inc. CD singles
 1980 1990 1995 1997 1998 1999 2000 00/99 1999 2000 2000 

EU-15 754 821 966 1 046 1 055 1 030 1 035 0.5 2.7 2.8 74.4 93.1
       
USA 684 857 1 120 1 045 1 096 1 135 1 061 -6.5 4.2 3.9 88.9 92.6
Japan 220 237 427 462 454 408 415 1.7 3.2 3.3 67.0 97.0
World : : 3 648 3 833 3 768 3 751 3 707 -1.2 0.6 0.6 67.7 78.0
 
Source: EUROSTAT / AUVIS, IFPI. Singles represent vinyl, CDs and MCs. 

 
COMMENTARY 
 
Recorded music market sales first half of 2002 
The recording industry Interim Sales report issued for the first half of 2002 by IFPI, shows a drop of 
World Sales of recorded music of 9.2% in value and by 11.2% in units compared with the first half 
of 2001, which already experienced 5% drop in sales compared to the same period in the year 2000. 
The world music market is experiencing since few years a serious crisis, due amongst other factors 
to piracy (file sharing, downloading and CD burning).  
 
 
COPYRIGHT 
 
How Effective are International Copyright Conventions in the Music Industry?  
Andrew E Burke. Journal of Cultural Economics. 20: 51-66. 1996. 
 
This paper examines the effectiveness of established legal articles created to protect intellectual 
property rights across international boundaries. Consequently the paper is concerned to test whether 
international copyright legislation is effective in curbing audio software counterfeiting. The paper 
concludes: 

1. That generally, copyright conventions have not been effective in reducing audio counterfeiting 
to relatively low levels 

2. That this outcome is true even when allowances are made for the duration of the copyright 
convention membership and the specificity of the articles of the convention 

3. That instead, economic development is found to be the main determinant for low counterfeit 
levels – a conclusion that supports the anecdotal evidence which indicates that economic 
development is a necessary condition for the active recognition of audio property rights by the 
general public, judiciary and police 

4. That in addition, in consequence of the poorer quality of the pirated materials, the market for 
these inferior products is greater in countries and regions with less well-developed economies. 

 
On the basis of these conclusions, the author suggests that policy makers should realise that the 
extensive efforts and copious attention to detail in respect of the legal entities established to protect 
intellectual property rights, is making little impact on current counterfeiting activities. Instead the 
author recommends that policy makers should acknowledge and accept that the detail of the legal 
entities is of secondary importance to the socio-economic environment in which these laws are 
being applied. 
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In practical terms, as an example of this view, in Bulgaria’s capital Sofia, pirate software packages 
are sold openly in a market held daily outside the city library. Although clearly acknowledged as 
unlawful, these sales do not appear to be discouraged in any way. Instead they are accepted as the 
only way by which Bulgarian will gain any access to these very expensive (in Bulgarian terms) 
products. Discussions I had about this situation, showed little concern about piracy – instead they 
took two views: a) that Bulgarians needed access to these products in order to develop “western 
skills and tastes” and to integrate with the tools of the European economy; and b) that as the 
Bulgarian economy as a whole grew so more formal (and legal) arrangements would emerge.  Little 
concern was expressed about the trade – except in respect of the quality of the products on sale and 
the fact that consumers were vulnerable and had few consumer rights. In addition no-one seemed to 
expect that the authorities would do anything to close or regulate this unlawful trade.  
 
This very practical example reinforces Andrew Burke’s views as expressed in this paper. It also 
reflects the EU’s macro-economic views around competitiveness and the enlargement of the Union. 
 
To a lesser extent, the situation is paralleled amongst young people pirating music in the UK. As the 
major consumers of music young people have a much more extensive knowledge of parts of the 
music industry and are the main body of consumers for its products. They spend extensively in this 
area, and their spending is again limited by the funds and finances they have available to them. 
Consequently one could argue that file sharing is the next generation of home taping from the radio, 
or the use of blank cassettes to share (or preserve) one’s own record collection, and reflects a desire 
to explore more music and enlarge ones own musical experiences and tastes. Therefore, the more 
you know the more you like. And, as the more affluent the young music consumers become, the 
more monies they will spend on music (and its related products), in both the formal and informal 
economies.  
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4. The Activities of the European Union 
 
 
4.1 Legal Basis 
 
 
4.1.1 Summary 
 
The Treaty of Rome did not provide the Community with any real powers in the field of the 
cultural industries. However, the powers to act in this sector grew implicitly over the years thanks to 
the provisions pertaining to freedom of establishment and the freedom to offer services, the scope of 
which was interpreted by the European Court of Justice as extending to at least the audiovisual and 
broadcasting sectors (radio, television and cinema). The legal basis today is provided in Articles 23, 
25, and 28 on the free movement of goods and Articles 39 to 55 on the freedom of movement of 
workers, the right of establishment and the freedom to provide services. In addition, Article 150 
provides for professional training projects and Article 157 for industrial policy initiatives. 
Competition rules and the Community's common commercial policy also play an important part in 
the audiovisual field.  
 
One of the main innovations of the Treaty on European Union (Mastricht Treaty), which entered 
into force on 1 November 1993, was the inclusion of a particular reference to the audiovisual (and, 
by implication, broadcasting) sector. In Article 151 on culture it is stated that action by the 
Community shall be aimed at encouraging co-operation between Member States and, if necessary, 
supporting and supplementing their action in such fields as artistic and literary creation, including 
the audiovisual sector. It also states that the Community shall take cultural aspects into account in 
its action under other provisions of this Treaty.  
 
The Treaty of Amsterdam, while not changing to any significant degree the above-mentioned 
provisions, includes a Protocol on the System of Public Broadcasting in the Member States. This 
reiterates the importance attached by the Member States to public broadcasting and its role in 
safeguarding plurality in the mass media.  
 
The Treaty of Nice alters Article 157 which deals with industry. The codecision procedure will be 
applied to Article 157, which allows greater participation of the European Parliament in decision-
making. Qualified majority voting in the Council will replace unanimity when the Treaty of Nice 
enters into force. This procedure may strengthen the role of the Parliament in this area, since, for 
example, one part of the Media Plus programmes was based on Article 157. 
 
The Charter of Fundamental Rights of the European Union states in its Article 11, that the freedom 
of pluralism and media shall be respected. 
 
 
Resolutions, Decisions, Regulations & Directives 
 
The following is a summary of EU resolutions, Decisions, Regulations and directives relevant to the 
sectors that are the subject of this report. 
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CULTURE 
 
32002G0706(03)  
Council Resolution of 25 June 2002 on a new work plan on European cooperation in the field of 
culture 
OJ C 162 06.07.2002 p.5  
 
32002D0525(01)  
Council Decision of 7 May 2002 on the designation of the European Capital of Culture 2005 
OJ C 124 25.05.2002 p.4  
 
32002G0205(02)  
Council Resolution of 21 January 2002 on the role of culture in the development of the European 
Union 
OJ C 032 05.02.2002 p.2  
 
32002G0205(01)  
Council Resolution of 21 January 2002 on culture and the knowledge society 
OJ C 032 05.02.2002 p.1  
 
32001G0731(01)  
Council Resolution of 23 July 2001 on exchange of information and experience concerning 
conditions for professional artists in the context of EU enlargement 
OJ C 213 31.07.2001 p.9  
 
32001G0306(03)  
Council resolution of 12 February 2001 on architectural quality in urban and rural environments 
OJ C 073 06.03.2001 p.6  
 
32001G0306(02)  
Council resolution of 12 February 2001 on the application of national fixed book-price systems 
OJ C 073 06.03.2001 p.5  
 
32001G0306(01)  
Council resolution of 12 February 2001 national aid to the film and audiovisual industries 
OJ C 073 06.03.2001 p.3  
 
32000Y1223(02)  
Resolution of the Council and of the representatives of the Governments of the Member States, 
meeting within the Council of 14 December 2000 concerning an action plan for mobility 
OJ C 371 23.12.2000 p.4  
 
32000Y0711(01)  
Council Resolution of 26 June 2000 on the conservation and enhancement of European cinema 
heritage 
OJ C 193 11.07.2000 p.1  
 
32000D0508  
Decision No 508/2000/EC of the European Parliament and of the Council of 14 February 2000 
establishing the Culture 2000 programme 
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OJ L 063 10.03.2000 p.1  
 
32000D0113(01)  
Council Decision of 17 December 1999 on the appointment by the Council of the members of the 
selection panel for the 'European Capital of Culture' Community action 
OJ C 009 13.01.2000 p.1  
 
32000Y0112(01)  
Council Resolution of 17 December 1999 on the promotion of the free movement of persons 
working in the cultural sector 
OJ C 008 12.01.2000 p.3  
 
31999D1419  
Decision 1419/1999/EC of the European Parliament and of the Council of 25 May 1999 
establishing a Community action for the European Capital of Culture event for the years 2005 to 
2019 
OJ L 166 01.07.1999 p.1  
 
31999Y1112(01)  
Council Resolution of 28 October 1999 integrating history into the Community's cultural action 
OJ C 324 12.11.1999 p.1  
 
31999Y0217(01)  
Council Resolution of 8 February 1999 on fixed book prices in homogeneous cross-border 
linguistic areas 
OJ C 042 17.02.1999 p.3  
 
DISSEMINATION OF INFORMATION  
 
32002R0733  
Regulation (EC) No 733/2002 of the European Parliament and of the Council of 22 April 2002 on 
the implementation of the .eu Top Level Domain (Text with EEA relevance) 
OJ L 113 30.04.2002 p.1  
 
32002G0314(01)  
Council Resolution of 1 March 2002 on the protection of consumers, in particular young people, 
through the labelling of certain video games and computer games according to age group 
OJ C 065 14.03.2002 p.2  
 
32002D0314  
2002/314/EC: Commission Decision of 25 April 2002 on the implementation of Decision 
507/2001/EC of the European Parliament and of the Council concerning a set of actions relating to 
the trans-European network for the collection, production and dissemination of statistics on the 
trading of goods within the Community and between the Community and non-member countries 
(Edicom) (notified under document number C(2002) 1282) 
OJ L 113 30.04.2002 p.23  
 
32002G0205(01)  
Council Resolution of 21 January 2002 on culture and the knowledge society 
OJ C 032 05.02.2002 p.1  
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32001G1005(01)  
Council Resolution of 21 June 2001 on the need for a reinforced exchange of information and 
experience between the European Union and its Member States and the candidate countries within 
the audiovisual sector 
OJ C 281 05.10.2001 p.1  
 
32001D0507  
Decision No 507/2001/EC of the European Parliament and of the Council of 12 March 2001 
concerning a set of actions relating to the trans-European network for the collection, production and 
dissemination of statistics on the trading of goods within the Community and between the 
Community and non-member countries (Edicom) 
OJ L 076 16.03.2001 p.1  
Implemented by  32001D0490   (OJ L 177 30.06.2001 p.81)    
 
32001D0490  
2001/490/EC: Commission Decision of 18 June 2001 on the implementation of Decision 
507/2001/EC of the European Parliament and of the Council concerning a set of actions relating to 
the trans-European network for the collection, production and dissemination of statistics on the 
trading of goods within the Community and between the Community and non-member countries 
(Edicom) (notified under document number C(2001) 1529) 
OJ L 177 30.06.2001 p.81  
 
32000Y0112(05)  
Council Conclusions of 17 December 1999 on the protection of minors in the light of the 
development of digital audiovisual services 
OJ C 008 12.01.2000 p.8  
 
31999Y1006(02)  
Council Conclusions of 27 September 1999 on the role of self-regulation in the light of the 
development of new media services 
OJ L 283 06.10.1999 p.3  
 
31999Y1006(01)  
Council Conclusions of 27 September 1999 concerning the results of the public consultation on the 
Convergence Green Paper (in particular the aspects relating to the media and the audiovisual sector) 
OJ C 283 06.10.1999 p.1  
 
31999D0784  
1999/784/EC: Council Decision of 22 November 1999 concerning Community participation in the 
European Audiovisual Observatory 
OJ L 307 02.12.1999 p.61  
 
31999D0738  
1999/738/EC: The European Foundation for the Improvement of Living and Working Conditions 
Decision of 21 November 1997 on code of conduct concerning public access to documents of the 
European Foundation for the Improvement of Living and Working Conditions 
OJ L 296 17.11.1999 p.25  
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31999D0276  
Decision No 276/1999/EC of the European Parliament and of the Council of 25 January 1999 
adopting a multiannual Community action plan on promoting safer use of the Internet by combating 
illegal and harmful content on global networks 
OJ L 033 06.02.1999 p.1  
 
41999Y0205(01)  
Resolution of the Council and of the Representatives of the Governments of the Member States, 
meeting within the Council of 25 January 1999 concerning public service broadcasting 
OJ C 030 05.02.1999 p.1  
 
FREEDOM OF MOVEMENT FOR WORKERS  
 
32002D1203(02)  
Council Decision of 25 November 2002 appointing Italian members and alternate members of the 
Advisory Committee on Freedom of Movement for Workers 
OJ C 299 03.12.2002 p.2  
 
32002D0713(01)  
Council Decision of 27 June 2002 appointing the Netherlands members and alternate member of the 
Advisory Committee on freedom of movement for workers 
OJ C 168 13.07.2002 p.1  
 
32002D0522(01)  
Council Decision of 7 May 2002 appointing members and alternate members of the Advisory 
Committee on Freedom of Movement for Workers 
OJ C 119 22.05.2002 p.1  
 
GENERAL SOCIAL PROVISIONS  
 
32002G0410(02)  
Council Resolution on the follow-up to the Green Paper on corporate social responsibility 
OJ C 086 10.04.2002 p.3  
 
32002D0260  
2002/260/EC: Commission Decision of 27 March 2002 concerning the creation of a Group of 
Directors-General for Industrial Relations 
OJ L 091 06.04.2002 p.30  
 
32001D1211(01)  
Council Decision of 27 November 2001 appointing the members of the European Advisory 
Committee on statistical information in the economic and social spheres 
OJ C 350 11.12.2001 p.1  
 
42001X0712(02)  
Resolution of the Council and of the representatives of the Governments of the Member States 
meeting within the Council of 28 June 2001 on promoting young people's initiative, enterprise and 
creativity: from exclusion to empowerment 
OJ C 196 12.07.2001 p.2  
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32000D0750  
2000/750/EC: Council Decision of 27 November 2000 establishing a Community action 
programme to combat discrimination (2001 to 2006) 
OJ L 303 02.12.2000 p.23  
 
32000Y0731(02)  
Resolution of the Council and of the Ministers for Employment and Social Policy, meeting within 
the Council of 29 June 2000 on the balanced participation of women and men in family and 
working life 
OJ C 218 31.07.2000 p.5  
 
32000D0436  
2000/436/EC: Council Decision of 29 June 2000 setting up a Social Protection Committee 
OJ L 172 12.07.2000 p.26  
 
32000Y0112(04)  
Council Conclusions of 17 December 1999 on the strengthening of cooperation for modernising and 
improving social protection 
OJ C 008 12.01.2000 p.7  
 
32000L0078 
Council Directive 2000/78/EC of 27 November 2000 establishing a general framework for equal 
treatment in employment and occupation 
OJ L 303 02.12.2000 p.16  
 
31999Y0702(01)  
Council Resolution of 17 June 1999 on equal employment opportunities for people with disabilities 
OJ C 186 02.07.1999 p.3  
 
EUROPEAN SOCIAL FUND (ESF)  
 
41985Y0104(02)  
Resolution of the Council and of the Ministers responsible for Cultural Affairs, meeting within the 
Council, of 18 December 1984 on greater recourse to the European Social Fund in respect of 
cultural workers 
OJ C 002 04.01.1985 p.2  
 
SAFETY AT WORK  
 
32002D0705(01)  
Council Decision of 3 June 2002 appointing members and alternates of the Administrative Board of 
the European Agency for Safety and Health at Work 
OJ C 161 05.07.2002 p.5  
 
32002G0705(01)  
Council Resolution of 3 June 2002 on a new Community strategy on health and safety at work 
(2002-2006) 
OJ C 161 05.07.2002 p.1  
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WAGES, INCOME AND WORKING HOURS  
 
32002R0072  
Commission Regulation (EC) No 72/2002 of 16 January 2002 implementing Council Regulation 
(EC) No 530/1999 as regards quality evaluation of structural statistics on earnings (Text with EEA 
relevance) 
OJ L 015 17.01.2002 p.7  
 
32000R1916  
Commission Regulation (EC) No 1916/2000 of 8 September 2000 on implementing Council 
Regulation (EC) No 530/1999 concerning structural statistics on earnings and on labour costs as 
regards the definition and transmission of information on structure of earnings (Text with EEA 
relevance) 
OJ L 229 09.09.2000 p.3  
 
32000R0452  
Commission Regulation (EC) No 452/2000 of 28 February 2000 implementing Council Regulation 
(EC) No 530/1999 concerning structural statistics on earnings and on labour costs as regards quality 
evaluation on labour costs statistics (Text with EEA relevance) 
OJ L 055 29.02.2000 p.53  
 
31999R1726  
Commission Regulation (EC) No 1726/1999 of 27 July 1999 Implementing Council Regulation 
(EC) No 530/1999 concerning structural statistics on earnings and on labour costs as regards the 
definition and transmission of information on labour costs 
OJ L 203 03.08.1999 p.28  
 
31999R0530  
Council Regulation (EC) No 530/1999 of 9 March 1999 concerning structural statistics on earnings 
and on labour costs 
OJ L 063 12.03.1999 p.6  
See  32000R1916   (OJ L 229 09.09.2000 p.3)    
 
INDUSTRIAL RELATIONS  
 
32002L0014  
Directive 2002/14/EC of the European Parliament and of the Council of 11 March 2002 establishing 
a general framework for informing and consulting employees in the European Community - Joint 
declaration of the European Parliament, the Council and the Commission on employee 
representation 
OJ L 080 23.03.2002 p.29  
 
EMPLOYMENT AND UNEMPLOYMENT  
 
32002G0706(01)  
Council Resolution of 3 June 2002 on skills and mobility 
OJ C 162 06.07.2002 p.1  
 
32002H0178  
Council Recommendation of 18 February 2002 on the implementation of Member States' 
employment policies 
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OJ L 060 01.03.2002 p.70  
 
32001G1018(01)  
Council Resolution of 8 October 2001 on "e-Inclusion" — exploiting the opportunities of the 
information society for social inclusion 
OJ C 292 18.10.2001 p.6  
 
32001H0064  
Council Recommendation of 19 January 2001 on the implementation of Member States' 
employment policies 
OJ L 022 24.01.2001 p.27  
 
32000H0164  
2000/164/EC: Council Recommendation of 14 February 2000 on the implementation of Member 
States' employment policies 
OJ L 052 25.02.2000 p.32  
 
42000Y0112(01)  
Resolution of the Council and of the Representatives of the Governments of the Member States 
meeting within the Council of 17 December 1999 on the employment and social dimension of the 
information society 
OJ C 008 12.01.2000 p.1  
 
32000D0098  
2000/98/EC: Council Decision of 24 January 2000 establishing the Employment Committee 
OJ L 029 04.02.2000 p.21  
 
31999D0207  
1999/207/EC: Council Decision of 9 March 1999 on the reform of the Standing Committee on 
Employment and repealing Decision 70/532/EEC 
OJ L 072 18.03.1999 p.33  
 
PROGRAMMES AND STATISTICS  
 
32002R1313  
Commission Regulation (EC) No 1313/2002 of 19 July 2002 implementing Council Regulation 
(EC) No 577/98 on the organisation of a labour force sample survey in the Community concerning 
the specification of the 2003 ad hoc module on lifelong learning 
OJ L 192 20.07.2002 p.16  
 
32002R0072  
Commission Regulation (EC) No 72/2002 of 16 January 2002 implementing Council Regulation 
(EC) No 530/1999 as regards quality evaluation of structural statistics on earnings (Text with EEA 
relevance) 
OJ L 015 17.01.2002 p.7  
 
32001R1566  
Commission Regulation (EC) No 1566/2001 of 12 July 2001 implementing Council Regulation 
(EC) No 577/98 on the organisation of a labour force sample survey in the Community concerning 
the specification of the 2002 ad hoc module on employment of disabled people 
OJ L 208 01.08.2001 p.16  
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32000R1916  
Commission Regulation (EC) No 1916/2000 of 8 September 2000 on implementing Council 
Regulation (EC) No 530/1999 concerning structural statistics on earnings and on labour costs as 
regards the definition and transmission of information on structure of earnings (Text with EEA 
relevance) 
OJ L 229 09.09.2000 p.3  
 
32000R1897  
Commission Regulation (EC) No 1897/2000 of 7 September 2000 implementing Council 
Regulation (EC) No 577/98 on the organisation of a labour force sample survey in the Community 
concerning the operational definition of unemployment 
OJ L 228 08.09.2000 p.18  
 
32000R1626  
Commission Regulation (EC) No 1626/2000 of 24 July 2000 implementing Council Regulation 
(EC) No 577/98 on the organisation of a labour force sample survey in the Community as regards 
the 2001 to 2004 programme of ad hoc modules to the labour force survey 
OJ L 187 26.07.2000 p.5  
 
32000R1578  
Commission Regulation (EC) No 1578/2000 of 19 July 2000 implementing Council Regulation 
(EC) No 577/98 on the organisation of a labour force sample survey in the Community concerning 
the specification of the 2001 ad hoc module on length and patterns of working time 
OJ L 181 20.07.2000 p.39  
 
32000R1575 
Commission Regulation (EC) No 1575/2000 of 19 July 2000 implementing Council Regulation 
(EC) No 577/98 on the organisation of a labour force sample survey in the Community concerning 
the codification to be used for data transmission from 2001 onwards 
OJ L 181 20.07.2000 p.16  
Amended by  32002R2104   (OJ L 324 29.11.2002 p.14)    
 
32000R0452  
Commission Regulation (EC) No 452/2000 of 28 February 2000 implementing Council Regulation 
(EC) No 530/1999 concerning structural statistics on earnings and on labour costs as regards quality 
evaluation on labour costs statistics (Text with EEA relevance) 
OJ L 055 29.02.2000 p.53  
 
31999R1925  
Commission Regulation (EC) No 1925/1999 of 8 September 1999 implementing Council 
Regulation (EC) No 577/98 on the organisation of a labour force sample survey in the Community 
concerning the specification of the 2000 ad hoc module on transition from school to working life 
OJ L 238 09.09.1999 p.16  
 
31999R1924  
Commission Regulation (EC) No 1924/1999 of 8 September 1999 implementing Council 
Regulation (EC) No 577/98 on the organisation of a labour force sample survey in the Community 
as regards the 2000 to 2002 programme of ad hoc modules to the labour force survey 
OJ L 238 09.09.1999 p.14  
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31999R1726  
Commission Regulation (EC) No 1726/1999 of 27 July 1999 Implementing Council Regulation 
(EC) No 530/1999 concerning structural statistics on earnings and on labour costs as regards the 
definition and transmission of information on labour costs 
OJ L 203 03.08.1999 p.28  
 
31999R0530  
Council Regulation (EC) No 530/1999 of 9 March 1999 concerning structural statistics on earnings 
and on labour costs 
OJ L 063 12.03.1999 p.6  
See  32000R1916   (OJ L 229 09.09.2000 p.3)    
 
PROTECTION OF WORKERS  
 
32002L0014  
Directive 2002/14/EC of the European Parliament and of the Council of 11 March 2002 establishing 
a general framework for informing and consulting employees in the European Community - Joint 
declaration of the European Parliament, the Council and the Commission on employee 
representation 
OJ L 080 23.03.2002 p.29  
 
32001D0548  
2001/548/EC: Commission Decision of 9 July 2001 on the setting-up of a committee in the area of 
supplementary pensions (Text with EEA relevance) (notified under document number C(2001) 
1775) 
OJ L 196 20.07.2001 p.26  
 
32001L0086  
Council Directive 2001/86/EC of 8 October 2001 supplementing the Statute for a European 
company with regard to the involvement of employees 
OJ L 294 10.11.2001 p.22  
 
32001L0023 
Council Directive 2001/23/EC of 12 March 2001 on the approximation of the laws of the Member 
States relating to the safeguarding of employees' rights in the event of transfers of undertakings, 
businesses or parts of undertakings or businesses 
OJ L 082 22.03.2001 p.16  
 
EMPLOYMENT INCENTIVES  
 
32002D1145  
Decision No 1145/2002/EC of the European Parliament and of the Council of 10 June 2002 on 
Community incentive measures in the field of employment (Text with EEA relevance) - Statement 
by the Commission 
OJ L 170 29.06.2002 p.1  
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INFORMATION TECHNOLOGY, TELECOMMUNICATIONS AND DATA-PROCESSING  
 
32002D0676  
Decision No 676/2002/EC of the European Parliament and of the Council of 7 March 2002 on a 
regulatory framework for radio spectrum policy in the European Community (Radio Spectrum 
Decision) 
OJ L 108 24.04.2002 p.1  
 
32002D0627  
2002/627/EC: Commission Decision of 29 July 2002 establishing the European Regulators Group 
for Electronic Communications Networks and Services (Text with EEA relevance) 
OJ L 200 30.07.2002 p.38  
 
32002D0622  
2002/622/EC: Commission Decision of 26 July 2002 establishing a Radio Spectrum Policy Group 
(Text with EEA relevance) 
OJ L 198 27.07.2002 p.49  
 
32002D0591  
2002/591/EC: Commission Decision of 11 July 2002 on the implementation of Council Decision 
1999/297/EC establishing a Community statistical information infrastructure relating to the industry 
and markets of the audiovisual and related sectors (Text with EEA relevance) (notified under 
document number C(2002) 2580) 
OJ L 192 20.07.2002 p.54  
 
32002G0314(01)  
Council Resolution of 1 March 2002 on the protection of consumers, in particular young people, 
through the labelling of certain video games and computer games according to age group 
OJ C 065 14.03.2002 p.2  
 
32002G0205(04)  
Council Resolution of 21 January 2002 on the development of the audiovisual sector 
OJ C 032 05.02.2002 p.4  
 
32001D0163  
Decision No 163/2001/EC of the European Parliament and of the Council of 19 January 2001 on the 
implementation of a training programme for professionals in the European audiovisual programme 
industry (MEDIA-Training) (2001-2005) 
OJ L 026 27.01.2001 p.1  
 
32000D0821 
2000/821/EC: Council Decision of 20 December 2000 on the implementation of a programme to 
encourage the development, distribution and promotion of European audiovisual works (MEDIA 
Plus - Development, Distribution and Promotion) (2001-2005) 
OJ L 336 30.12.2000 p.82  
 
42000Y0712(01)  
Conclusions of the Council and of the representatives of the Governments of the Member States, 
meeting within the Council of 26 June 2000 concerning the communication from the Commission 
on principles and guidelines for the Community's audiovisual policy in the digital age 
OJ C 196 12.07.2000 p.1  
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32000L0031  
Directive 2000/31/EC of the European Parliament and of the Council of 8 June 2000 on certain 
legal aspects of information society services, in particular electronic commerce, in the Internal 
Market ('Directive on electronic commerce') 
OJ L 178 17.07.2000 p.1  
 
31999Y1006(01)  
Council Conclusions of 27 September 1999 concerning the results of the public consultation on the 
Convergence Green Paper (in particular the aspects relating to the media and the audiovisual sector) 
OJ C 283 06.10.1999 p.1  
 
31999Y0128(01)  
Council Resolution of 19 January 1999 on the Consumer Dimension of the Information Society 
OJ C 023 28.01.1999 p.1  
 
Directives, Regulations etc. and final proposals published since January 2000 
  
31 July 2002 - Directive 2002/58/EC concerning the processing of personal data and the protection 
of privacy in the electronic communications sector (Directive on privacy and electronic 
communications) 
 
29 July 2002 - Commission Decision establishing the European Regulators Group for Electronic 
Communications Networks and Services. 
 
26 July 2002 – Decision on the Spectrum Policy Group 
 
24 April 2002 - Directive 2002/19/EC on access to, and interconnection of, electronic 
communications networks and associated facilities (Access Directive)   
 
24 April 2002 -  Directive 2002/20/EC on the authorisation of electronic communications networks 
and services (Authorisation Directive)   
 
24 April 2002 - Directive 2002/21/EC on a common regulatory framework for electronic 
communications networks and services (Framework Directive)   
 
24 April 2002 - Directive 2002/22/EC on universal service and users' rights relating to electronic 
communications networks and services (Universal Service Directive)   
 
22 February 2002 - INTERCONNECTION PRICING 
Commission Recommendation C(2002)561amending Rec 98/511/EC of 29 July 1998, as last 
amended by Recommendation 2000/263/EC, on Interconnection in a liberalised 
telecommunications market (Part 1 - Interconnection Pricing) 
 
5 December 2000 - UNBUNDLED ACCESS to the LOCAL LOOP 
Regulation No. 2887/2000 of the European Parliament and of the Council on Unbundled Access to 
the Local Loop (final text, adopted by Council 5 December 2000, incorporating EP amendments.) 
 
27 October 2000 - UNBUNDLED ACCESS to the LOCAL LOOP 
Informal consolidated text of the proposed Regulation of the European Parliament and of the 
Council on unbundled access to the local loop, including the amendments voted by the European 
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Parliament during the plenary session of 26 October 2000. During the plenary debate Commissioner 
Liikanen stated the Commission position, indicating that all of them would be acceptable. It will be 
now to the Council to confirm also the acceptance of the proposed amendments for final adoption of 
the Regulation.(This text is subject to revision by Legal Linguists prior to its definitive adoption.) 
 
25 May 2000 - UNBUNDLED ACCESS to the LOCAL LOOP 
Commission Recommendation on Unbundled Access to the Local Loop enabling the competitive 
provision of a full range of electronic communications services including broadband multimedia 
and high-speed internet: 2000/417/EC. 
 
26 April 2000 - UNBUNDLED ACCESS to the LOCAL LOOP 
Commission proposal C(2000)1059 for a Recommendation on Unbundled Access to the Local 
Loop. 
 
20 March 2000 - INTERCONNECTION PRICING 
Commission Recommendation amending  Rec 98/511/EC of 29 July 1998 on Interconnection in a 
liberalised telecommunications market - Part 1 : Interconnection Pricing 
 
 
4.2 Sectoral Support 
 
 
The main area where there is significant evidence of sectoral support is in the audiovisual and 
broadcasting sectors. 
 
 
4.2.1 Audiovisual and Broadcasting 
 
The aim of the European Union is to stimulate growth in this area, to support cultural diversity, to 
increase the competitiveness of the industry and to establish a real European space for audiovisual 
services, ensuring that there are no internal frontiers between Member States.  
 
The European Parliament in a resolution on a Communication from the Commission discussing the 
'Principles and Guidelines for the Community's audiovisual policy in the digital age' states that the 
existing rules governing the audiovisual sector should be amended in order to achieve a balance 
between the application of the basic principles currently in force and the technological and market 
changes which are taking place. The Parliament also wants to ensure that a regulatory separation 
between infrastructure and contents takes place to avoid the technological and market aspects from 
predominating and posing a threat to pluralism and cultural diversity. The need of strengthening 
copyright and associated rights in the information society has become more apparent, as the Internet 
is one of the main new media for the dissemination of audiovisual works24.  
 
The Council adopted Resolution on the development of the audiovisual sector in January 200225, in 
which it reaffirmed the need to develop investment in the field of cinematographic and audiovisual 
production, at both national and Community level.  
 

                                                 
24Resolution of the European Parliament of 6 September 2000, OJ C 135/01, p. 181. 
25 OJ C 32/02, p.4 
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History 
Until the 1980s Community activity in the audiovisual & broadcasting sectors was little more than 
marginal. It was essentially aimed at the development of new broadcasting and distribution 
techniques. The fact that the European Community was trailing increasingly far behind the United 
States in the programme-making sector prompted new initiatives in this field with technological, 
economic and cultural dimensions. 
 
In 1984, the Council adopted various resolutions concerning the development of a European 
programme-making industry, including measures to fight audiovisual piracy and the harmonisation 
of the rules on the distribution of film by the media26. In the same year the Commission, in its White 
Paper on the completion of the single market, mentioned several initiatives intended to open up the 
audiovisual market to competition in the Member States and promote high-definition television.  
 
At the end of the 1980s, the Commission promised to propose legislative measures to establish the 
conditions in which a European film and television industry could prosper. The European Year of 
Cinema and Television (1988) provided the ideal opportunity for discussions with the national 
authorities and the audiovisual industry on possible measures in this sector. 
 
The Television without Frontiers Directive  
The Council adopted The Directive on Television without Frontiers on 27 April 198927. It was 
extremely important as it established the legal framework for the free movement of television 
broadcasting services in the Community. The Directive provides a minimum set of common rules 
concerning: 

• The circulation of audiovisual programmes within the member states: Member States shall 
not restrict the reception nor hinder the distribution on their territories of broadcasts from 
other Member States (except when the broadcast does not respect the Directive 
concerning the protection of minors) (Article 2) 

• The advertising and sponsorship: regulation concerning the duration, the kind of 
programme interruption (Article 11), the advertisement for alcohol, advertising for 
tobacco and certain medicines are banished (Articles 14 and 15) 

• The protection of the minors: prohibition of programmes capable of seriously harming 
minors (Article 22) 

• The broadcasting of events of major importance to the public must be secured and 
available to all (sport) (Article 3a) 

• The right to reply must be guaranteed when the legitimate interests of the individual have 
been damaged. But this requirement is only to be applied when practicable (Article 23) 

• The promotion of European works: by laying down a minimum proportion of 
broadcasting time for European products and those by independent producers (Articles 4, 
5, 6). 

 
The Directive aims at implementing rules of free circulation of services in the European audiovisual 
market and at promoting European audiovisual production. It is applied to all broadcasters 
regardless of the modes of transmission (terrestrial, satellite or cable), or their status (private or 
public).  
 

                                                 
 
26 OJ C 204/84, p.1 
27 Council Directive 89/552/EEC, OJ L 298/89, p. 23. 
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Due to the Directive many of the existing channels are broadcast over more than one type of 
transmission infrastructure and are regularly received in more than one EU country, mainly via 
satellite. This has increased the overall cross-border features of audiovisual market28. 
 
The proposal to amend Directive 89/552/EEC was subject to a heated debate at the European 
Parliament. Parliament was unable to constitute a large enough majority at second reading to harden 
the rules on quotas for European radio and TV programmes. It did, however, succeed in obtaining 
“unencoded access broadcasting” of major national and international events such as the Olympic 
Games and the World Cup and the Directive has been amended on June 199729. 
 
On 15 January 2001 the Commission published the third report on the application of the Directive 
covering the period from July 199730. The report states that the Directive continues to function 
effectively as a means of ensuring the freedom to provide television services in the Community. 
However, as a result of the introduction of digital technology and the development of the internet, 
broadcasting is undergoing a profound change. The nature of these developments is such as to call 
for a review of certain provisions in the Directive. In order to ascertain the impact of technological 
and market developments, the Commission decided to carry out a full review of the Directive by the 
next report on the application, which is due by the end of 2002.  
 
In its resolution on 4 October 200131, the European Parliament considers it necessary, in 
anticipation of the review of the 'Television without Frontiers' directive, that the Member States and 
the Commission should uphold within the various international bodies the principle of special 
cultural and democratic importance of the audiovisual sector, with regard to the growth in world-
wide trade and technological progress. It noted with concern the continuing imbalance between 
material produced in Europe and that imported from the USA. As Parliament considers it still 
premature to give an opinion on the revision of the Directive it does not intend to intervene directly 
on the future evolution of the audiovisual regulation. Nevertheless, it feels that the scope of the 
directive should include new developments and new services using new technologies, such as 
webcasting, and believes that the transition to digital technology should be facilitated. The 
Parliament stresses the importance of maintaining the approach followed until now, especially with 
regard to cultural diversity, pluralism and protection of minors, but stressed the need to harmonize 
the complex system of rules and practices related to the latter. It calls on Member and applicant 
States to launch a broad debate on this matters and calls on the Commission to conduct a serious 
consultation and transparent dialogue with operators, users and regulatory bodies.  
 
In reaction to this request, the Commission launched three major studies covering technological 
issues, market developments, advertising techniques and the impact of measures to promote the 
distribution and production of European works.  
 
On 12 November 2002, the Council of Ministers of Education, Youth and Culture approved the 
draft Conclusions on the "Television without Frontiers" Directive (who´s formal adoption will take 
place at a forthcoming Council meeting). It was  highlighted that "there is a need for extensive 
preparation before the elaboration of any future proposals concerning the Directive"32.  
 
 

                                                 
28 COM (01)0009. 
29 European Parliament and Council Directive 97/36/EC, OJ L 202/97, p.60. 
30 COM (01)0009. 
31 OJ C 87/2002 p.221. 
32 Council Education, Youth and Culture, 12/11/02, Press: 340 Nr. 13747/02 p. 16. 
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The MEDIA Programmes 
 
MEDIA I 
The objective of the first MEDIA programme was to promote the development of the European 
audiovisual industry. It was set up by Council Decision 90/685/EEC on 21 December 1990 for a 
period of four years (1991-1995)33 with a budgetary allocation of ECU 200 million. 
 
The aims of the action programme were to stimulate and increase the competitive supply of 
European audiovisual products, to step up intra-Community exchanges of films and audiovisual 
programmes and to increase the importance of European production and distribution companies’ 
share of world markets.  
 
MEDIA II 
Since the results from the MEDIA I programme were positive, the second phase of MEDIA 
programme was adopted with a view to continuing and building on the first programme. The 
specific aim of MEDIA II was to strengthen the European programme industry both inside and 
outside the European Union. The activities were split into two sections: production and 
distribution34 and training for professionals35. The purpose of the second one was to provide 
professionals in the audiovisual industry with the skills they need to exploit the European dimension 
of the market to the fullest and to make use of new technologies. 
 
The programme covered the period 1 January 1996 to 31 December 2000.  The total financial 
allocation was ECU 310 million, ECU 265 million being reserved for production and distribution 
and ECU 45 million for training. 
 
MEDIA Plus  
MEDIA Plus Programme36 is the current Community measure in support of the European 
audiovisual industry. It entered into force in January 2001 and covers the period from 2001 to 2005. 
Thanks in particular to the support of the European Parliament, MEDIA Plus has a budget of €400 
million. The programme is divided into two parts, MEDIA Plus - Training with a budget of  €50 
million and MEDIA Plus - Development, Distribution and Promotion managing of €350 million. 
 
Its new features are essentially aimed at the improvement in the financing of packages of projects in 
the field of distribution, promoting market structures, and the support to pilot projects in the new 
technologies.  
 
MEDIA Plus - Development aims at strengthening the competitiveness of the European audiovisual 
industry. The new dissemination of methods could exacerbate the problem of the European market 
being dominated by imported programmes, particularly those from the USA.  
 
The programme provides European independent production companies, especially small and 
medium-sized, with financial support for the development of new production projects (dramas for 
cinema or television, creative documentaries, animated films for television or cinema, works 
exploiting the audiovisual and cinematographic heritage). In principle the amount of support does 
not exceed 50% of the development budget. One of the main goals of the programme is to promote 

                                                 
33 OJ L 380/90, p. 37. 
34 Council Decision 95/563/EC of 10 July 1995 on Media II – Development and Distribution (OJ L 321/95, p. 25). 
35 Council Decision 95/564/EC of 22 December 1995 on Media II – Training (OJ L 321/95, p. 33) 
36  MEDIA Plus Programme was instituted by two Council decisions :  
  -  Council Decision 2000/821/EC of 20 December 2000  on the implementation of a programme to encourage the development, distribution and 
promotion of European audiovisual works (MEDIA plus - Development, Distribution and Promotion 2001-2005) (OJ L 336 30/12/00, p. 82);  
  -  Decision n°163/2001/EC of the European Parliament and of the Council of 19 January 2001 on the implementation of a training programme for 
professionals in the European audiovisual programme industry (MEDIA TRAINING 2001-2005) (OJ L 26 27/1/01, p. 01).   
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the development of production projects that make use of new creation, production and 
dissemination technologies.  
 
The programme supports the distribution and broadcasting of audiovisual works (fiction, 
documentary, animation, and interactive programmes) and of European films in movie theatres, on 
video, on digital disc and on television. In addition, it facilitates the promotion and access to the 
market of European works by supporting independent producers and distributors on audiovisual 
markets and in festivals. It also provides support to networks of cinemas presenting a common 
strategy for the promotion and marketing of European films. Lastly, the linguistic diversity of 
European audiovisual and cinematographic works is an area of special concern.  
 
With regard to promotion and market access the aim of the financial support is to encourage all kind 
of promotional activities designed to facilitate European producers and distributors' access and 
participation to trade shows, fairs and audiovisual festivals in Europe and around the world. 
 
MEDIA Plus – Training aims at encouraging the setting up of pan-European training initiatives 
allowing professionals of the audio-visual industry to increase their competence and their 
competitiveness on the international market. The programme set up vocational training programmes 
focusing on the areas of new technologies, economic, financial and commercial management of 
audiovisual projects and scriptwriting techniques and special emphasis is placed on continuous 
training of professionals. A joint committee, both management and advisory, was established for the 
implementation of the programme. The programme rests on a close co-operation and an exchange 
of know-how between various partners working in the training area: cinema and television schools, 
universities, specialised training centre, production and distribution companies.  
 
Recent Achievements  
In 2001, Media provided support for 280 campaigns for the distribution of 61 European films 
outside their country of origin, in the form of aid amounting to approximately €12 million. 
Furthermore it provided support for 350 projects for the acquisition or transnational distribution of 
European films . Media Plus also contributed to the production of 29 projects, including two fiction, 
22 documentary and five animation projects. Furthermore Media Plus is acting as a partner in the 
European Cinema network for a period of two years 2001-2002. The 282 cinemas (728 screens) 
which make up this network undertake to ensure that over 30% of the films they organize are non-
national European films37.  
 
The Media Programme and Enlargement 
The European Commission has adopted a series of decisions to enable candidate countries to 
participate in the Media programme (2001-2005)38. This means that cinema professionals in these 
countries and their audiovisual industries will therefore be able to use the Media programme to 
develop, distribute and promote their work, and also for training measures. 
 
The Film Industry 
 
The European Film Industry 
National and the above mentioned EU supporting measures have helped the European film industry 
to increase its productivity considerably since 1996. Nevertheless, the European film landscape is 
still characterized by a strong American market dominance. 
  

                                                 
37 European Commission, Press release MEMO/02/104. 
38 European Commission, Press release IP/02/73. 
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Therefore the “i2i Audiovisual”39 initiative was established in May 2001 with the view to 
strengthen the competitive position of Europe’s audiovisual industry and to promote venture capital 
in this sector. The European Commission and the European Investment Bank Group (EIB Group) 
decided to offer additional financial help through medium to long-term financing and credit lines to 
the film industry.  
 
On 13 November 2001, the European Parliament, concerned with the circulation of European films, 
adopted the Resolution: Towards a Better Distribution of European Films in the Internal Market 
and the Candidate Countries40. The Parliament pointed out the lower market share of European 
films in EU cinemas, 22.5% as compared to 73.7% for films from the USA in the year 2000 and 
called for an integrated plan to make the European film industry more competitive as to safeguard 
cultural diversity. In this context, the Parliament called on the Commission to pursue a consistent 
Community policy on the film industry and for the creation of a specific executive European agency 
for cinema and audiovisual matters, and urged the Member States to invest in the modernization and 
expansion for art cinemas in economically disadvantaged regions.  
 
On the initiative of the association "Europa Cinema", Commissioner Viviane Reding and French 
Minister for Culture Jean-Jacques Aillagon handed over for the first time, in Paris on 22 November 
2002, the European prizes for cinema operators. Europa Cinema is an association of 900 
commercial cinemas in Europe, which aims to programme European films and is backed by the 
European Commission.  
 
National Film Industries 
On 12 February 2001 the Council adopted a Resolution on national aid to the film and audiovisual 
industries41. Hence, it was recognized that the audiovisual industry is a cultural industry par 
excellence and that national aid to the film and audiovisual industry is one of the chief means of 
ensuring cultural diversity. It was also emphasized that the Member States are entitled to conduct 
national policies to support the creation of films and audiovisual products which may contribute to 
the emergence of a European audiovisual market and that appropriate means of increasing legal 
certainty for these arrangements for preserving and promoting cultural diversity should be 
examined. 
 
On 26 September 2001 the European Commission published a Communication on certain legal 
aspects relating to cinematographic and other audiovisual works. This communication set out the 
Commission's policy orientations and proposals in this sector built upon a public consultation 
exercise. The Commission deals with questions such as state aids to the cinema sector, protection of 
heritage and exploitation of audiovisual works, e-cinema, tax issues, rating, circulation of films and 
the review of the television without frontiers directive. 
 
On 2 July 2002 the European Parliament adopted a resolution on this communication 42. The 
resolution stresses the need of European proactive policy in audiovisual sector. Parliament 
expressed its disappointment that the Commission did not encourage Member States to introduce 
tax incentives to attract investment in film. A re-examination of the issue of State aid should lead to 
increased flexibility rather than a stricter application of the aid rules of EU competition law. 
Parliament underlined the importance of reducing VAT rates applicable to audiovisual cultural 
products and services, in the review of the Sixth VAT Directive, by analogy with the reduced rates 
applied to other cultural sectors  
 
                                                 
39 European Commission, Press release IP/01/717. 
40 OJ C 140/02 p.26. 
41 OJ C 73/01, p. 3. 
42 COM (01)0534. 
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Cinema Heritage 
In June 2000, the Council adopted a Resolution on conservation and enhancement of European 
cinema heritage43, in which it called on the Commission to take account of the specific needs of this 
form of cultural legacy, and to support and encourage transnational studies to be carried out by the 
Member States on the situation facing European cinema archives. 
 
The topic of preserving digital content was also discussed at the meeting of the Council of Ministers 
of Culture and Audiovisual Affairs on 23 May 200244. The Council recorded its agreement on the 
Resolution on preserving tomorrow's memory preserving digital content for future generations, 
with a view to its adoption at a forthcoming meeting after finalization of the text. The planned 
resolution includes suggestion for cooperation mechanisms between Member States, support of 
relevant custodial organizations (e.g. archives, libraries, museums), consideration of appropriate 
investments and research stimulation. 
 
As a contribution to this debate, the European Commission has launched the European Cinema 
Heritage Week45. Organized for the first time and running between 15 and 23 November 2002, 
European Cinema Heritage Week consisted of a programme of major European cinema films in 
cinemas and film libraries. Special showings particularly for schools will be organized. 
Approximately 50 cities took part in this event. The aim of the action is to raise the awareness of the 
wealth of European cinema cultures and to promote discussion of the approaches to education in the 
visual image.  
 
The Audiovisual Sector and WTO Negotiations 
 
The Community and its Member States have often emphasized the special nature of the audiovisual 
sector. Audiovisual services and content have a great political, social and cultural impact and 
therefore the audiovisual industries and their economic dimension should be regarded as the tools of 
an essentially cultural form of expression46. 
 
The regulatory framework for international trade is determined by the General Agreement on Trade 
in Services (GATS) and the Trade-Related Intellectual Property Service (TRIPS) agreement, both 
concluded during the 1993 Uruguay Round and formalised in Marrakech in April 1994. 
Audiovisual services fall under GATS. The European Union succeeded in preserving some room 
for manoeuvre in the audiovisual sector: exceptions to the Most Favoured Nation (MFN) clause47 

and the absence of commitment concerning national audiovisual policies were obtained during the 
negotiations. This so-called "cultural exception", means that European Member States can, for 
instance, impose quota on the import of TV programs, music and films from third countries, such as 
the United States. 

 
In July 1999, the Commission published a Communication on the EU approach to the WTO 
Millennium Round in Seattle48, which set out the possible EU agenda for the Round. Further to the 
considerable effort made by the Finnish presidency to reconcile diverging positions among Member 
States concerning this "cultural exception" a compromise was reached in late October 1999. In 
accordance with the negotiating mandate given to the Commission on 26 October 1999 by the 
Council, the Union should ensure that "the community and its Member States maintain the 
possibility to preserve and develop their capacity to define and implement their cultural and 

                                                 
43 OJ C 193/00, p. 1. 
44 Press release PRES/02/140. 
45 Press release IP/02/757. 
46 DG EAC C.1/XT D/01, p. 2 (http://europa.eu.int/comm/avpolicy/legis/venise_en.pdf). 
47 The MNF is a provision stating that countries allowing some foreign competitors into a sector should give equal opportunies to all WTO members.  
48 COM (99)0331.  
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audiovisual policies for the purpose of preserving their cultural diversity"49. The Council of the 
European Union confirmed its mandate given to the Commission on 26 October 1999 in Resolution 
of 12 February 2001 50 (on national aid to the film and audiovisual industries). 
 
In the Resolution on the communication from the Commission to the Council and the European 
Parliament on the EU approach to the WTO Millennium Round adopted on 18 November 1999, 51 

the European Parliament took the view that GATS rules on cultural services should not jeopardize 
the cultural diversity and autonomy of the WTO contracting parties and it reaffirmed its 
commitment to the freedom of action obtained at the Uruguay Round in this sector.  
 
In a Parliament resolution on 25 October 2001 52, preparing for the Fourth Ministerial Conference 
of the WTO in Doha, it again reaffirmed the audiovisual sector's special role and its commitment to 
freedom of action in this policy area.  
 
On 13 November 2001 the Parliament adopted Resolution on the Commission communication 
'Services of General Interest in Europe'53, in which it mentioned that the Commission should seek 
clarification of certain provisions of the GATS in order to make it clear that WTO rules do not 
affect the right of Member States to regulate these services and to adopt measures in this field.  
 
The above mentioned negotiations on services (GATS 2000) were incorporated in the new Doha 
agenda. The Doha Declaration endorsed the work already done, reaffirmed negotiating guidelines 
and procedures and established key elements of the timetable. The deadline for conclusion of the 
negotiations as part of a single undertaking (the new trade round as well as the GATS 2000 
negotiations) will be 1 January 2005.54  
 
Media concentration 
 
On 13 November 2002, the European Parliament adopted a Resolution on media concentration55. It 
pointed out that the use of new technologies and their application (Internet, mobile phone services, 
digital TV, etc.) and continued growth in advertising have developed considerably over the last ten 
years. In the commercial media sector, market and technological evolution, where unregulated, 
might lead to dangerous concentrations and jeopardise pluralism, democracy and cultural diversity. 
Parliament called on the Commission and the Member States to safeguard media pluralism and to 
ensure that the media in all the Member States are free and diversified.  
 
Broadcasting as a Public Service 
 
In September 2000, the Commission published a Communication on services of general interest in 
Europe56. In the communication special mention is made of audiovisual services. It states that the 
audiovisual sector has a clear economic relevance, but at the same time has access to a wide sector 
of the population, and that broadcasting media convey and influence individual and public opinion. 
For this reason the sector has been subject to specific regulation, based on common values, such as 
the freedom of expression, pluralism, the protection of copyright and the promotion of diversity. 
 

                                                 
49 OJ L 336/00, p. 82. 
50 OJ C 73/01, p.3. 
51 OJ C 189/00, p. 101. 
52 OJ C 112/02, p. 321. 
53 COM 00/580, A5-0361/2001 
54 Doha Declaration: http://www.wto.org/english/tratop_e/dda_e/dohaexplained_e.htm 
55 Not yet published in OJ 
56 COM 00/580. 
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In its resolution to this Communication on 13 November 2001, the Parliament57 found that a 
specific approach should be taken to audiovisual services, irrespective of the type of broadcast, 
whether public service television, private television, video streaming etc. and culture in order to 
achieve objectives such as the protection of fundamental rights and democratic principles, 
pluralism, access for all to culture and technological progress, the right of reply, cultural and 
linguistic diversity and the protection of users. 
 
The Commission presented a Communication on the application of state aid rules to public service 
broadcasting in October 200158. This communication set out the principles to be followed by the 
Commission in the application of Articles 87 and 86(2) of the EC Treaty to State funding of public 
service broadcasting. Article 86(2) concerns services of general economic interest and several 
derogations on the application of the rules are laid out in Articles 87(2) and 87(3). In the latter it is 
stated that aid to promote culture can be regarded as compatible with the common market, where 
such aid does not affect trading conditions and competition in the Community to an extent that is 
contrary to the common interest. Although in theory Member States are at liberty to decide the scale 
of the public service and the way it is funded and organized, the communication lays down three 
criteria for the examination by the Commission of state aid to public broadcasters: Member States 
have to provide a clear definition of the public service remit; they must entrust the remit to one or 
more companies through an official instrument; and the level of funding should be limited to what 
is required to fulfil the public service remit.  
 
European Audiovisual Observatory 
 
 In March 1999, the Commission presented a proposal to provide a legal basis for the Community’s 
involvement in and contribution to the European Audiovisual Observatory.59 The Observatory is a 
non-profit public service organization within the legal framework of the Council of Europe. It was 
established in 1992 on the initiative of 29 member countries of the Council of Europe, including the 
EU Member States, in order to create an infrastructure relating to the industry and markets of the 
audiovisual and related markets. The aim of the proposal was formally to associate the Community 
with the Observatory, by creating a legal measure institutionalising its participation.  After the 
approval by the European Parliament on 28 October 199960, the Council Decision was formally 
adopted on 22 November 199961. 
 
Radio Spectrum Policy 
 
In order to create a policy and legal framework for efficient use of radio spectrum, the European 
Parliament and the Council adopted in March 2002 Decision on a regulatory framework for radio 
spectrum policy in the European Community (Radio Spectrum Decision)62. This Decision 
establishes procedures in order to: 

• establish a general methodology to ensure harmonised conditions for the availability and 
efficient se of  radio spectrum;  

• ensure the coordinated provision of information concerning the allocation, availability and 
use of radio spectrum; 

• ensure the effective coordination of Community interests in international negotiations where 
radio spectrum use affects Community policies. 

 

                                                 
57 OJ C 140/02 p.153 
58 OJ C 320/01, p. 5. 
59 COM (99)0111. 
60 OJ C 154/99, p. 138. 
61 OJ L 307/99, p. 61. 
62 OJ L 108/02 p.1. 
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Digital Content 
 
The eContent Programme 
The eEurope Action Plan was adopted by the European Council in June 2000. The goal was for the 
Union 'to become the most competitive and dynamic knowledge-based economy in the world'. The 
eEurope Action Plan covers 11 action lines regrouped around three priorities: 

• cheaper, faster, secure Internet, 
• investing in people and skills, 
• stimulate the use of the Internet 

 
To complement these 11 actions, there are a series of important flanking policies. Amongst these 
are the eContent Programme. 
 
Services and products based on digital content are becoming increasingly important for the "new" 
economy. In order to exploit the strong European position in mobile telephony, mobile Internet 
access and digital TV, digital content is key for a new range of services to emerge. European firms 
are best positioned to tailor culturally and linguistically diversified services to the users' needs. It is 
necessary to ensure that there is an environment conducive to these changes in Europe.63  
 
In May 2000 the Commission presented a proposal for a Multinannual Community programme to 
stimulate the development and use of European digital content on global networks and to promote 
linguistic diversity64. 
The objectives of the eContent programme are to help stimulate access for all to the internet by 
increasing the availability of European digital content, to support the professional, social and 
cultural development of citizens of the EU. Further aims are to facilitate the economic and social 
integration in the information society, of the nationals of the applicant countries. It aims also to 
promote more effective use of information held by the public sector, and to increase the export 
opportunities of European content firms, particularly SMEs through cultural and linguistic 
customization. Lastly, it aims to reduce market fragmentation for the marketing, distribution and 
use of digital content to stimulate economic activity and enhance employment prospects. 
 
The e-Content programme, which is part of the eEurope Action Plan, has the following action lines:  

• Improving access to and expanding use of public sector information 
• Enhancing content production in a multilingual and multicultural environment 
• Increasing dynamism of the digital content market 
 

By Council decision 2001/48/EC, the eContent programme was adopted.65 It covers the period from 
2001 to 2005.  
 
Moreover, on 23 October 2001 the Commission adopted a Communication: eEurope 2002: Creating 
an EU framework for the exploitation of public sector information66. It concerned the re-use and the 
commercial exploitation of public sector information, and indicates that a legal instrument to 
achieve a minimum harmonization is being considered. The Commission opened an online 
consultation on this matter to get the opinion of stakeholders, to be able to decide better on the form 
and contents of a final proposal on this matter. 
 
More information can be found from the following web-site: www.content-village.org/ 

                                                 
63 Press release PRES/00/495. 
64 OJ C 337/00, p.31. 
65 OJ L 014/01, p. 32 
66 DG INFSO Working Document : ftp://ftp.cordis.lu/pub/econtent/docs/consultation_0102.pdf. 
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eTEN (TEN-Telecom) 
The Trans-European Telecommunications networks programme aims to help launch new services 
based on communications networks. It can provide financial support at the planning stage or for 
initial investment.   
 
Interactive media 
Content of interactive media, such as computers, inernet and mobile communication services has 
been  also a subject of discussion at the meeting of Council of Ministers of Education, Youth and 
Culture in November 2002. Ministers adopted a draft resolution on the content of interactive media 
in Europe67 by which they invite "Member states and the Commission, in the framework of their 
respective competencies, to collect information and experiences on such content and implement 
good practice in the matter", and "to see how interactive content can be used to promote and 
disseminate cultural and linguistic diversity in Europe." 
 
6th Framework Programme 
 
The Sixth Framework Programme (FP6) is the EU’s main instrument for the funding of research in 
Europe for the 4 year period 2003-2006.  The overall budget is 17.5 billion euros.  The main focus 
is on the creation of a European Research Area.  Within this focus, there are 7 main themes, 
including Information society technologies (IST). 
This IST work programme includes the following points: 

• The objective are to ensure European leadership in the generic and applied technologies at the 
heart of the knowledge economy.  It aims to increase innovation and competitiveness in 
European businesses and industry and to contribute to greater benefits for all European citizens. 

• The focus is on the future generation of technologies in which computers and networks will be 
integrated into the everyday environment, rendering accessible a multitude of services and 
applications through easy to use human interfaces.  This vision of “ambient intelligence” places 
the user, the individual, at the centre of future developments for an inclusive knowledge-based 
society for all 

• This will therefore reinforce and complement the eEurope 2005 objectives and look beyond 
them to the 2010 goals of the Union of bringing IST applications and services to everyone, 
every home, every school and to all businesses. 

 
This requires progress in technology building blocks; including “developing user friendly interfaces 
which are intuitive, coupled with more powerful and flexible knowledge technologies that are 
semantic-based and context-aware – they should prepare for the next generation Web and make 
access to, and creation of, digital content more effective and more creative” 
 
The 10 strategic objectives for the second call include Cross-media content for leisure and 
entertainment (55m euro).  This aims to improve the full digital content chain, covering creation, 
acquisition, management and production, through effective multimedia technologies enabling multi-
channel, cross-platform access to media, entertainment and leisure content in the form of film, 
music, games, news and the like. 
 
 

                                                 
67 Council Education, Youth and Culture, 12/11/02, Press: 340 Nr. 13747/02 p. 14. 
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4.2.2 Publishing 
 
EUROPEAN PARLIAMENT, Resolution on new frontiers in book production: electronic publishing and 
printing on demand, 2000/2037(INI), with regard to the Report A5-0005/2001), 1.2.2001. 
HTTP://EUROPA.EU.INT/EUR-LEX/PRI/EN/OJ/DAT/2001/C_267/C_26720010921EN00830087.PDF  

• Believes that a cultural policy towards electronic publishing should respect the principles of:  
- separation of the regulatory regime for the provider and infrastructure from that for the 

content provided; 
- neutrality between different means of delivering the same content; 
- proportionality; and 
- the pursuit of general interest objectives; 

• Calls on the Commission to include in its follow-up programmes to 'Info 2000' and 
'Multilingualism in the Information Society' measures to foster European content in e-
publishing and across the range of European languages; 

• Calls on the Commission to ensure that EU vocational training programmes address the need to 
offer opportunities for workers in the publishing industries to adapt their skills to new 
technologies; 

 
EUROPEAN PARLIAMENT, Report on new frontiers in book production: electronic publising and 
printing on demand, Committee on Culture, Youth, Education, the Media and Sport (Rapporteur: 
Barbara O'Toole), 10.1.2001, (A5-0005/2001, 2000/2037(INI)). 
HTTP://WWW.EUROPARL.EU.INT/MEETDOCS/COMMITTEES/CULT/20010108/421567EN.DOC  

• Underlines the importance of encouraging literary and linguistic creation, maintaining and 
improving Europe's cultural and linguistic diversity, safeguarding universal access to the 
written and spoken word, and the consolidation of knowledge and citizenship; 

• Calls on the Commission to subsidize a large number of small electronic providers of 
publications in order to maintain linguistic and cultural diversity so as to create a 
counterweight to the media conglomerates; 

• Believes that the cultural policies of the European Union and the Member States towards the 
printed word have hitherto played an important role not only in maintaining such diversity and 
in safeguarding access but also as regards cultural creation and innovation; 

• Calls for such cultural policies to take into account the specific nature of electronic publishing 
in making the necessary adjustments and in ensuring coordination with the actions and 
measures taken as part of existing and future policies; 

• Calls on the Commission to co-ordinate and stimulate cultural policies for combating illiteracy 
and functional illiteracy and help create a world of engaged readers proficient in both 
electronic and paper means of publication; 

• Believes that a cultural policy towards electronic publishing should respect the principles of: 
separation of the regulatory regime for the provider and infrastructure from that for the content 
provided; neutrality between different means of delivering the same content; proportionality; 
and the pursuit of general interest objectives; 

• Calls on the Commission to propose a legislative framework for e-publishing; 
• Calls on the Commission to support technological developments to improve authenticity 

protection and the rights of right holders etc. in order to take maximum advantage of electronic 
publishing and the opportunities it provides; 
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• Calls on the Commission to ensure that this framework respects the freedom of each Member 
State in its policy on books and reading to choose whether it wants to adopt a national book 
price system in legislative or contractual form; 

• Calls on the Commission to ensure that this framework is sufficiently flexible with regard to 
permitted methods of remunerating authors, in order that the greatest variety of books may be 
published and to encourage, and adequately finance, emerging authors; 

• Calls on the Commission to ensure that when e-publishing is well established within the Union 
funds should be made available to encourage the publishing of e-books in addition to 
supporting traditional forms of publishing, and to safeguard a competitive market structure so 
that the additional costs of new technologies are not too onerous for small publishers; 

• Calls on the Member States to consider applying specific VAT arrangements to publications 
downloaded from the Internet; 

• Calls on the Member States to ensure that whatever VAT exemptions or reductions are granted 
to educational and cultural institutions in respect of the purchase of non-electronic publications 
are extended to their purchase of electronic publications; 

• Calls on the Commission to include in its follow-up programmes to ‘Info 2000’ and 
‘Multilingualism in the Information Society’ and in its ‘e-content’ programme  measures to 
foster creative European content in e-publishing in all languages; 

• Calls on the Commission to designate 2003 'European Year of Books and Literacy' in order to 
step up the fight against illiteracy and functional illiteracy and to increase public awareness of 
the importance of books and electronic publishing in the knowledge-based economy; 

• Calls on the Commission to ensure that EU vocational training programmes and provisions for 
EU supported training schemes address the need to offer opportunities for workers in the 
publishing and book retailing  industries as well as to creators, in this case authors,  to adapt 
their skills to new technologies, while ensuring that traditional publishing skills and 
occupations are not forgotten; 

• Calls on the Commission and the Member States, as part of education policies, to facilitate 
access to reading and encourage young people, who represent the future of the European 
Union, to read; 

• Instructs its President to forward this resolution to the Council, the Commission and the 
Member States. 

 
 
4.3 Other Initiatives 
 
4.3.1 Telecommunications 
 
Recommendation on relevant markets and new regulatory framework 
M. Erkki Liikanen, Member of the European Commission, responsible for Enterprise and the 
Information Society  
Press Conference Brussels, 12 February 2003  
 
With the adoption of its Recommendation on relevant markets, the Commission has put in place a 
final element of the new European regulatory framework for electronic communications networks 
and services.  The new framework sets out the rules for networks operators and service providers to 
follow in their dealings with each other and with customers, under the supervision of the national 
regulatory authorities.  The former framework from 1997 initiated the liberalisation of the European 
telecommunications market. This led to higher quality services and lower prices for the consumers. 
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However, technology and markets have evolved, and the rules need to be modernised to deal with 
today's landscape of converging networks and services.  
 
These challenges of updating the rules have become manifest both in Europe and the US.  In 
response to this, we have embarked upon a new and fresh approach - by proposing a new, 
technology neutral and convergence-based legislation which will take effect from July this year. 
This represents a new departure in regulation of electronic communications: we cannot continue to 
think in the traditional way of each network having its own set of rules. The new framework 
addresses markets, not networks, and it does so in a technologically neutral manner based on a 
competition law.  
 
The principle of technological neutrality that underpins the new framework means that new 
investment serves to bring forward the day when regulatory obligations can be relaxed.  The old 
approach of regulating specific networks meant that network operators could see no end to 
regulation. The new, technology neutral, approach of regulating markets means that regulation can 
be lifted when sufficient investment has taken place to make for effective competition between 
platforms.  This new approach:  

• raises the threshold for regulatory intervention in any market; and  
• applies to markets which have a dominant entity.  

 
The regulatory approach will ensure that rules evolve as technology and markets change, so that 
redundant regulation is removed.  The EU framework has three main objectives:  
 
First, it is to create a stable and predictable regulatory environment.  
New entrants need to know when they draw up their business plans that the rules of the game are 
not going to change overnight: they need legal certainty and stability.   Operators need to feel 
confident that, if they make new investments, the value of those investments is not going to be 
downgraded by inappropriate imposition of prices controls or access obligations.   The new 
regulatory framework aims at ensuring regulatory harmonisation across the single market and 
guaranteeing legal certainty.  
 
The Relevant Markets Recommendation seeks to ensure that the same product and services markets 
will be subject to a market analysis in all Member States and that market players will be aware in 
advance of the markets to be analysed.  Regulatory authorities have also the flexibility to address 
the specific situations in different countries and can, with the Commission's agreement, adjust or 
amend the pre-identified markets.  The aim is to remove regulation where possible and to allow the 
normal market forces to work freely subject to some social criteria (eg universal service safeguards) 
and respect for competition law.  
 
The second main objective of the new legal framework is to encourage innovation.  
Innovation flourishes best in a competitive market. Promoting fair competition is one of the main 
tasks of national regulatory authorities. In the medium to long term, that means competition 
between competing infrastructures.  The new regulatory framework will promote sustainable 
facilities based competition as a medium -term objective, leading to a situation where there is full 
infrastructure competition between a number of different infrastructures. Competition will occur 
within and between platforms, and will grow over time as existing networks are upgraded to 
compete with each other (as with the cable and telecoms networks) and new networks are built.  
 
Regulation that mandates access to existing networks serves as a transitional measure to ensure 
services competition and consumer choice until such time as sufficient infrastructure competition 
exists.   Operators that invest in new infrastructures on which to compete with existing services will 
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not initially have significant market power. If in time their market shares grow, then there is likely 
to be effective competition between competing operators and ex-ante regulation can be withdrawn 
from all operators in such markets. Competing network infrastructures are essential for achieving 
sustainable competition in networks and services in the medium term.  
 
A multi-platform approach is at the core of promoting broadband in Europe.  
 
In the short term, companies that were privileged to install infrastructure facilities under monopoly 
conditions continue to benefit from those earlier investments in particular those relating to long-
lived facilities in the local access network. This can give them an unfair advantage over new 
entrants.  The regulator has to find ways to compensate for such market power especially where 
consumers do not have a choice between different networks. By granting new entrants access to 
these facilities in a way that promotes fair competition and 'levels the paying field', regulators can 
ensure that users enjoy choice and competition during the transition to a fully competitive market. 
But regulation should not be so heavy that it removes incentives for companies to invest in new 
infrastructure.  
 
The Commission Recommendation on relevant markets identifies a limited set of markets where 
regulatory intervention may be justified to set conditions designed to ensure fair competition. When 
effective competition develops, the new framework requires ex-ante regulatory obligations to be 
lifted.  
 
Thirdly, the new legal framework will stimulate new investment in communications networks and 
services, by both new entrants and existing operators. Generally, new and emerging services 
markets will not be candidates for regulation. Firms that take risks in making new investments 
deserve to be able to profit from those investments.  
Regulators still need to pay attention to potential leveraging of those with market power in existing 
markets into new markets.  Regulators can intervene in markets that are not identified in the 
Commission Recommendation on relevant markets only with the prior agreement of the 
Commission.  
 
All the elements are now in place for application of the new EU framework from 25 July 2003. 
Regulators need to begin the process of conducting market analysis, identifying on which markets 
there is or is not effective competition, and maintaining, withdrawing or imposing remedies as 
appropriate. The Commission will continue to work with and assist regulators through ongoing 
discussions in forums like the Communications Committee and the European Regulators Group.  
The message that we want to send to the market today on the occasion of today's adoption of the 
Recommendation is our desire to begin the process of reducing regulation and to promote and 
secure investment in networks and technologies at a time of economic uncertainty.  
  
 
4.3.2 The Information Society and Heritage 
 
The DigiCULT Report 
Technological landscapes for tomorrow’s cultural economy. Unlocking the value of heritage 
European Commission. Directorate-General for the Information Society. January 2002 
 
This report seeks to examine the changes facing Europe’s cultural and memory institutions – 
changes not due only from increasingly sophisticated technologies, but also from a re-examination 
of the role of today’s institutions in a modern society and to the related fast changing user demands. 
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The report therefore focuses on the ways that technical innovation can enable cultural institutions to 
develop and adopt strategies to valorise their collections. 
 
It contains 71 individual recommendations contained within four distinct themes as follows: 

1. National policies and initiatives – maximising a nation’s investment 
2. Organisational change 
3. Exploitation: valorising cultural heritage resources 
4. Technologies for tomorrow’s digital heritage. 

 
In order to achieve these recommendations, the Report proposes a number of recommendations for 
action to the various key interest groups involved: 
 
For archives, libraries and museums: 

• Challenge 1: Raise the competence of the cultural heritage institutions 
• Challenge 2: Co-operation at all levels is key to marketing to new target groups 
• Challenge 3: Strive to better exploit your own strengths and core competencies 
• Challenge 4: Become methodical. 

 
For national and regional governments: 

• Challenge 1: Develop a methodological and co-ordinated approach to digitisation 
• Challenge 2: Empower small ALM institutions and regional cultural heritage initiatives 
• Challenge 3: The educational market is the key for cultural heritage 
• Challenge 4: Take care of and ensure access to born-digital cultural heritage resources 
• Challenge 5: Secure access to cultural heritage material also in the future 
• Challenge 6: Establish a supportive infra-structure for cultural heritage institutions 
• Challenge 7: Set up effective co-ordination and dissemination mechanisms for cultural 

heritage know-how  
 
For the European Commission: 

• Challenge 1: Enable small and under-resourced cultural heritage institutions to participate in 
future research and development programmes by narrowing the existing technology gap 

• Challenge 2: Raise awareness of the potential of cultural heritage in the educational market 
• Challenge 3: Raise awareness for the use of standards 
• Challenge 4: Involve cultural institutions in the future research and development 

programmes of the commission.  
 
To this end the Commission should solicit proposals in the following areas: Intelligent user 
guidance and navigation: Digitisation automation and mass storage: Long-term preservation of 
complex digital resources and research related to dynamic digital objects: New tools: Intelligent 
cultural heritage and knowledge technologies. 
 
No specific data or employment related figures are contained in the Executive Summary of the 
report. 
 
 
4.3.3 Intellectual property and copyright 
 
Proposal for a European Parliament and Council Directive on the harmonisation of certain 
aspects of copyright and related rights in the Information Society – COM(97)628 final – 
97/0359(COD) 
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4.3.4 Industrial Policy 
 
Industrial Policy in an Enlarged Europe 
Communication from the European Commission to the Council, the European Parliament, the 
Economic and Social Committee and the Committee of the Regions. 11.12.2002 
 
This Report is a Commission consultation communication.  The preamble to this report states:  
 

“Competitiveness – the ability of the economy to provide its population with high and rising 
standards of living and high rates of employment on a sustainable basis – is the very heart 
of the ambitious goals set for the European Union at the Lisbon meeting of the European 
Council in Spring 2000.” 

 
The report therefore reaches the following conclusions:  
 

• Achieving these high and rising standards of living for all European citizens depends on the 
ability of the European Union to maintain and develop the competitiveness of its 
manufacturing industry. Industry’s inter-dependence with services cannot be ignored and the 
progressive outsourcing of business services has reduced the apparent scale of 
manufacturing industry. Yet the vibrancy and dynamism of industry is essential for Europe 
to be able to sustain and increase its prosperity while meeting its wider social, 
environmental and international obligations. 

 
• Whilst European industry is modern and, in many respects successful, yet its slow 

productivity growth is a serious cause for concern. That is why the report examines, on the 
eve of enlargement, the EU’s industrial policy first established in 1990, to ensure that it is 
being applied to the best advantage of Europe. 

 
The report examines issues current to the delivery of competitiveness. 
 
In respect of competitiveness and sustainability: 
• That the competitiveness of manufacturing industry is a cornerstone of the EU’s sustainable 

development strategy 
• That sustainability has three pillars – economic, social and environmental 
• That progress towards meeting the sustainability objectives of the Union means that the EU 

must advance in a balanced manner with regard to each pillar 
• That neglecting action under one of these pillars means that the overall objective has been 

missed 
• That therefore, competitiveness is a vital and necessary ingredient in the success of the 

sustainability strategy. 
 
In respect of the development of industrial competitiveness: 
• That Europe needs to be at the cutting edge of knowledge. Therefore there is a need for more 

and better efforts in education, vocational training and research, and better efforts need to be 
made to put this knowledge at the disposal of industry 

• That European industry also needs to become more innovative. Every sector and activity needs 
to be constantly initiating, refining and improving its products, services and processes: and the 
conditions to stimulate vigorous innovation need to be in place 
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• That Europe must also develop its entrepreneurial capacity to take risks and to grow new and 
bigger businesses. European appear, the report concludes, to be reluctant to bear entrepreneurial 
risk, too readily satisfied with limited growth of businesses, and too reluctant to acknowledge 
and reward the social contribution of risk-takers. 

 
In respect of the development of industrial policy by the EU: 
• That the EU’ss industrial policy needs to continue to follow a horizontal approach, developing 

instruments that need to provide the framework conditions in which entrepreneurs and business 
can take initiatives, exploit their ideas and build on their opportunities. Framework conditions 
must ensure that the skills, technology, finance and other conditions of a competitive 
environment are actually available. The existence and efficient functioning of the frameworks, 
institutions and instruments on which business depends must also all be ensured 

  
In respect of the integration of EU industrial policy with other policy areas of the EU: 
• That the EU must ensure that its other policies contribute to the competitiveness of Europe’s 

industry. This includes actions in regard to competition, the internal market, research and 
development, education, trade and sustainable development. Industrial policy in the EU must 
therefore develop rigorous working methods to maximise the dynamic interactions between 
these policies. 

 
 
4.3.5 Mobility 
 
Mobility and free movement of people & products in the cultural sector in Europe 
This study was carried out by Professor Olivier Audéoud from the Université de Paris X on behalf 
of the Directorate-General Education & Culture of the European Commission and published in 
April 2002 
 
The following table is a summary of the conclusions of this report: 
 
Field Genuine obstacles and 

serious difficulties 
Minor hindrances and shortcomings 

1. 
Training for, 
taking up, 
and pursuing 
arts 
professions 
 

1.2 Access to the profession 
• certain Member States 

do not recognise 
qualifications issued in 
others. 

 
1.3 Pursuit of art professions
• the obligation to use the 

services of a specific 
professional for the 
pursuit of art professions

 

1.1 Training 
• lack of co-operation and exchanges between training 

institutions in the Member States;  
• the lack of a real policy for training in the arts in the 

EU;  
• insufficient teaching of artistic subjects in secondary 

schools;  
• insufficient teaching of foreign musical repertoires in 

national music schools;  
• insufficient teaching of foreign languages in 

Conservatories and academies;  
 
1.3 Pursuit of art professions  
• the obligation to open a bank account in the host 

country;  
• a quota for national artists in international co-

productions and foreign productions  
• promoting/disseminating artists' work outside their 

country of origin.  
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2. 
Employment 
and social 
protection 
status 
 

• (2.1.1) loss of 
entitlement to 
unemployment benefit 
and pension' s payment 

• (2.1.1) comply, on behalf of his employer in the other 
country, with the formalities concerning payment of 
social security;  

• (2.1.1) absence of insurance for work-related accidents; 
• (2.1.1) loss of entitlement to paid leave;  
• (2.2)  when calculating pension payments, problems of 

tracking artists' careers when they have worked in 
another country;  

• (2.2) problems involving payment of entitlements 
(pension, social security, unemployment) due to the 
lack of co- ordination between the national 
organisations concerned.  

3. 
Taxation 

• tax rates applied to 
artists (income tax rates 
& VAT rate); 

• dual taxation imposed by 
the country of origin & 
the host country on 
migrant artists & cultural 
workers; 

• specific taxes peculiar to 
certain Member States; 

• the deductibility of 
professional costs 
incurred by artists 
outside their country of 
origin; 

• differences between the 
exemption systems used 
in the Member States. 

• possibility of smoothing out the taxable income of 
artists and cultural workers; 

• disparities in tax treatment of subsidies; 
• differences in tax treatment of subsidies; 
• lack of information on the different tax legislation in 

force in the EU. 
 

4. 
Funding 
arrangements 
 

• the inadequate nature of 
certain mechanisms for 
granting subsidies and 
aid; 

• the high cost to artists of 
moving around within 
the EU; 

• the insufficiency or 
ineffectiveness of 
current aid schemes; 

• the restrictive definition of the circumstances under 
which grants and subsidies may be paid; 

• the lack of co-ordination between national funding 
systems; 

• the lack of involvement of the social partners. 

5. 
Intellectual 
property 
rights 

• a relative lack of co-
ordination between the 
systems for managing 
and collecting rights of 
interpreting artists from 
the different EU 
countries. 

• the deprival of certain prerogatives linked to the rights 
of interpreting artists. 

 

6. 
Specific 
obstacles and 
problems 
 

 • lack of information on the legislation of other countries 
and on the EU institutions, combined with the problem 
of finding someone capable of providing information; 

• the language barrier; 
• lack of facilities for artists and cultural workers from 

other countries; 
• the inadequacy of professional networks 
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4.3.6 GATS 
 
European Parliament resolution on the General Agreement on Trade in Services (GATS) 
within the WTO, including cultural diversity (provisional text, 12.3.03) 
 
The European Parliament, 

• having regard to the Fourth WTO Ministerial Conference Declaration, adopted on 14 November 
2001 in Doha, 

• having regard to its resolution of 18 November 1999 on the Commission's communication to the 
Council and the European Parliament on the EU's approach to the WTO Millennium Round(1), 

• having regard to its resolution of 25 October 2001 on the Fourth WTO Ministerial 
Conference(2), 

• having regard to its resolution of 25 October 2001 on openness and democracy in international 
trade(3), 

• having regard to Article 22 of the EU Charter of Fundamental Rights, which states that 'the 
Union shall respect cultural, religious and linguistic diversity', 

• having regard to the UNESCO Universal Declaration on Cultural Diversity, which stresses 'the 
specificity of cultural goods and services which, as vectors of identity, values and meaning, 
must not be treated as mere commodities or consumer goods' (Article 8) and states that 'market 
forces alone cannot guarantee the preservation and promotion of cultural diversity, which is the 
key to sustainable human development' (Article 11), 

 
A. whereas the EU is the world leader in the services sector, due, in part, to its openness to 

competition; and whereas open service markets can, in principle, be advantageous for all 
countries, as they lower prices for consumers and business, 

B. whereas the services sector is extremely diverse, ranging from health and education to retailing 
and financial services, 

C. whereas the WTO Doha Round is to focus on a development agenda, and concrete results must 
therefore be achieved in order to convince the poorest nations that the success of the WTO is 
critical to the economies of all countries, both rich and poor, 

D. whereas, however, the GATS agreement has given rise to widespread concern regarding lack of 
transparency in the negotiating process and in relation to its possible impact on public services 
and the regulation of services in general, 

 
Political scrutiny and transparency 
1. Recalls that the liberalisation of services is a matter of great public debate and that the offer 

must therefore be subject to effective parliamentary scrutiny; consequently, welcomes the 
efforts made by the Commission to provide some Members of the European Parliament with the 
GATS EU offers; calls, however, for further transparency, including full access to EU 
negotiating documents for all Members of the European Parliament, subject to the European 
Parliament's rules on confidentiality; 

2. Welcomes the efforts made by the Commission to improve transparency and to involve interest 
groups from all relevant service sectors, including social partners, as well as civil society 
groups, but believes that further improvements are essential, making available the extensive 
information on the EU requests and offers, so as to allow for an informed public debate before 
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any offer is made to the WTO; calls on the Commission to suggest to the WTO that requests and 
offers by all Member States should be made public; 

 
The EU offer 
1. Welcomes the Commission's initial offer on GATS as an important part of the Doha 

negotiations and a positive signal to the WTO members that the EU is open to businesses and 
supports a non-discriminatory, regulated system; supports the commitments to enhance market 
access for EU service providers by reducing or eliminating barriers to trade in services; 

2. Recalls that the negotiations on trade in services are to be conducted with a view to promoting 
the economic growth of all trading partners and the development of the developing and least 
developed countries, and that the GATS negotiations should be measured against this overriding 
goal; 

3. Recalls that the GATS is a voluntary agreement and that its principles do not impose either 
privatisation or deregulation, nor do they prescribe a particular degree of liberalisation, as such; 
insists, however, that developing and least developed countries should not be pressured to 
liberalise services, in particular public services;  

4. Welcomes, in addition, the Commission's announcement that no offers of liberalisation are 
proposed in the health, education and audiovisual sectors, and calls on the Commission to 
maintain this position throughout the GATS negotiations and to ensure that no circumvention of 
this right can take place; 

5. Supports the right of each WTO member to regulate public services and services of general 
interest, and to uphold the principle of universal service obligations; wishes to see a clarification 
of the right to regulate, with a view to ensuring that it cannot be undermined by the application 
of trade-related criteria such as the necessity test or the requirement to be as 'least trade-
restrictive' as possible; 

6. Supports a further opening up of markets in the financial services and telecom sector, and in 
other areas such as computer services, professional services, business services, construction and 
engineering, distribution, tourism and maritime transport; believes that the European experience 
shows that the abolition of monopolistic structures can lead to more customer-oriented services 
at a reduced price, whilst at the same time creating skilled employment; 

7. Supports the inclusion of environmental services insofar as they are classified in the proposal; at 
the same time, agrees to exclude access to, and management of, water resources, as well as the 
allocation thereof; 

8. Welcomes the offer to grant developing countries, in particular, better opportunities to supply 
services to the EU market through temporary cross-border movement of qualified personnel, but 
insists that negotiations must ensure protection of cross-border workers against all forms of 
discrimination; recalls that in all these cases, EU and national working conditions, minimum 
wage requirements and any collective wage agreements must continue to apply, regardless of 
whether or not the employer is registered within the EU; 

9. Stresses that 'commercial presence' (investment) must continue to be governed by domestic tax, 
social and other regulatory measures; insists on the right to make foreign commercial presence 
conditional on respect for the ILO Tripartite Declaration of Principles concerning Multinational 
Enterprises and Social Policy and the revised OECD Guidelines for Multinational Enterprises; 

 
Cultural services 
1. Stresses the importance of cultural diversity, the need to respect national and regional diversity 

and to bring the common cultural heritage to the fore; each Member State should have the legal 
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flexibility to take all necessary measures in the areas of cultural and audiovisual policy so as to 
preserve and promote cultural diversity;  

2. Recalls that cultural services are not to be compared to most other services and are therefore 
treated differently in existing agreements; recognises the European audiovisual sector's special 
role in sustaining cultural pluralism, economic performance and freedom of expression; 
reaffirms its commitment to the freedom of action in the sphere of audiovisual policy obtained 
at the Uruguay Round; takes the view that the GATS rules on cultural services, in particular in 
the audiovisual sector, should not jeopardise the cultural diversity and autonomy of the WTO 
contracting parties; 

3. Supports the Commission in maintaining the possibility for the Community, its Member States 
and its regions to preserve and develop their capacity to define and implement policies in the 
cultural and audiovisual sectors, in order to preserve their cultural diversity; 

 
Impact on developing countries 
1. Recognises that the ability of some developing and least developed countries to regulate service 

sectors which were previously under public control or ownership may be limited or non-
existent, and calls on the Commission to act sensitively in areas in which the developing country 
concerned has genuine development-based objections; insists that certain service sectors, such 
as water and sanitation, have a special status in developing and least developed countries, as 
they have a direct and dramatic impact on people's daily lives, and therefore require special 
treatment; 

2. Calls on the Commission to press, in conformity with Article XIX of the GATS, for a full 
assessment of trade in services in parallel with the Doha Development Agenda negotiations; 

3. Instructs its President to forward this resolution to the Council, the Commission and the 
governments of the Member States and of the candidate countries. 

 
 

 
(1) OJ C 189, 7.7.2000, p.213. 
(2) OJ C 112 E, 9.5.2002, p.321. 
(3) OJ C 112 E, 9.5.2002, p. 326. 
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5. The Options 
 
 
The Brief calls for a range of future options to be identified under the following headings: 

• Future actions capable of encouraging the European cultural industry 

• Future European initiatives, technical and cultural Research and 'eEurope' 

• Future role and delivery of Education and Training 

• Future business development in European cultural industry 

• Future regulatory framework at EU and WTO levels 
 
In addition, the research team have felt it appropriate to propose options under a fifth heading: 
cultural tourism. 
 
 
5.1 Future actions capable of encouraging the European cultural 

industry 
 
One of the most important questions should be to find out the proper means to promote the 
European cultural industry both in general and according to its different sectors.  The topic is to be 
approached under a 'European' point of view, i.e. by taking into particular account the singularities 
of the European reality compared to the US one. This task should be undertaken starting from the 
EU level and moving on to national and/or regional solutions - in particular where these seem to 
present more suitable and efficient expedients.  
 
 
The effective development of the cultural industries in European Union requires the establishment 
of the appropriate support structures for the industry.  However, as the research has shown, the 
definitions of the cultural industries used in Europe are neither homogenous by definition, nor 
cohesive in their interpretation and application by decision-makers, policy specialists or cultural 
professionals themselves.  
 
This situation in Europe is in marked contract to that in the USA where a free-market definition of 
culture dominates, whilst here in the European Union, definitions of the cultural industries include 
two distinct groupings of value-sets: cultural and economic. 
 
Cultural definitions of the cultural industries in Europe include the following: 
 
• By art-forms, which generally define the cultural sector to include literature and publishing, the 

audio-visual industry, the live and recorded music industry, the performing arts, crafts and 
design, the visual arts, and museums and heritage. However within these broad definitions there 
are significant differences in interpretation, demonstrating that there is at present no single and 
accepted definition of the cultural sector across the European Union. Examples of this lack of 
clear definitions amongst Member States include differing definitions of crafts, the inclusion or 
exclusion of architecture and libraries, and the counting in or out of booksellers as part of 
publishing.  
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• By cultural practices, defined within three distinct categories: 
 

• collective forms of culture – defined as including heritage, cinema, concerts and the 
performing arts – where participation in the activities has implications for town 
planning, collective cultural choice and social policy 

 
• Individual cultural activities which are defined as including reading, radio, television, 

video and multimedia, where participation in the activities is predominantly through 
consumption in the home 

 
• Artistic and creative activities and education where art teaching and community 

animation are considered important. 
 
• Through distinctions caused by perceptions of cultural value and worth reinforced by subsidy 

regimes and public support structures,  Here, Member States' attitudes to cultural subsidy also 
affect their definitions of the cultural sector at Member State level. Attitudes to subsidy differ 
between Member States and, within Member States, between art-forms. Public bodies tend to 
notice and value more the "culture" that they finance and, as a result, Member States tend to 
know more about the subsidised cultural sector than the commercial cultural sector  

 
• Through distinctions made between contemporary and historical perspectives of culture. This is 

the issue of the "new art-forms". The cultural sector, by definition, develops new characteristics, 
practices and forms of expression over time. Technological change is having a huge impact on 
current definitions of culture, as well as on the processes of cultural production, and some art-
form definitions have failed to accommodate these new forms of cultural expression. 

  
Outside of these culture-focused definitions, recent research has sought to develop alternative 
frameworks capable of defining the cultural sector across the European Union beyond an analysis of 
art-forms or cultural content. 
 
Economic definitions for the cultural industries in Europe have emerged, often with “social” and 
“regeneration” objectives. These all centre on a cultural sector defined through an analysis of those 
people working and employed therein, and the effects of the work they do and the products they 
make. Economic analyses of the cultural industries has reached the following conclusions: 
 
• Employment in the cultural industries across Europe is significant. However, the current 

differences in the definitions between Member States of what constitutes "cultural employment" 
in turn affects the relative size of the cultural employment in proportion to the working 
population of each Member State. For instance, cultural employment as a percentage of the total 
employment was 1.4% in Italy, 1.9% in France and 2.4% in the UK.  

 
• The pattern of work and employment is common between sub-sectors in the cultural sector. 

Mobility, seasonal variations, discontinuous career development, short-term contracts, multiple 
jobs leading to an accumulation of work both inside and outside of the cultural sector: these are 
all identified as characteristics of employment found throughout the various sub-sectors of the 
cultural sphere. Their emblematic form is the intermittence of the work in the performing arts 
sector  

 
• The particular employment characteristics associated with the cultural sector include the 

vocational and "love rather than money" ethos amongst staff and volunteers; the essentially 
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localised focus (either geographically or socially) for institutions in the cultural sector; the high 
levels of employment amongst women and part-time workers in the cultural sector, and the 
extended working hours covering the sector. 

 
However the research has also identified key aspects of the economy of the cultural industries that 
stand these apart from other major industries and sectors in the European economy: 
 
• Cultural industries do not have the coherence of industrial sectors with clearly defined roles in a 

national economy, such as agriculture or financial services. Instead it is a variegated sector 
consisting of a mosaic of elements, each with its own specific identity. The only characteristic 
common to these elements is their participation in a stage of the production or reproduction of 
cultural works - works that are themselves diverse  

 
• Culture does not have coherence in terms of employment and employment practices. Levels of 

employment differ between sub-sectors, and employment practices such as recruitment and 
hiring, knowledge requirements for work, occupational prestige and remuneration all differ 
considerably  

 
• The occupational components of cultural employment are similarly diverse, with a high degree 

of differentiation typifying cultural occupations and professions. Industrial and craft 
occupations and service occupations; permanent and part-time jobs; artistic, professional and 
administrative occupations; employees and self-employment; public and private occupations; 
occupations requiring highly advanced training alongside other based upon personal creativity; 
jobs with small local associations and positions in multinational organisations; and occupations 
with ancient origins and others invented only recently. 

 
This plethora of views, each with its own unique perspective and emphasis, has led the European 
Commission to seek to synthesize a re-definition and rationale for the importance of the cultural 
sector as the basis for its future thinking and action. Consequently the European Commission’s 
current thinking  (Culture, the Cultural Industries and Employment) states that the increase in 
cultural demand is driven by a number of sociological and economic factors including the growing 
importance of the service sector, living longer, higher standards of education, more free time, 
growing urbanisation, and the diversification of participation in cultural life.  
 
The Commission further states its belief that cultural practices can be divided between collective 
forms of culture; individual cultural activities and artistic and creative activities and education, as 
outlined above. On this basis the Commission advocates a view that states that cultural practices are 
not just a form of consumption, since they do not deplete the goods and services used but broaden 
the mind and open the way to other sources of culture. Cultural practices are therefore often 
cumulative in their effects.  
 
On this basis, a variety of strategies need to be worked out which improve access to culture, 
promote cultural production, and diffuse cultural products and activities. The relative success of 
these strategies will then in turn affect economic and social development that will, in turn, create 
jobs and enhance sociability and integration. In short, Europe’s cultural industries have to meet a 
complexity of objectives – cultural, social and economic. 
 
Specific options in these areas are outlined in the following sections. 
 
However, prior to outlining these options, it is also recommended that the EU consider a proposal to 
help to provide a more solid basis for the provision of information and analysis of the creative 
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industries sector.  At present information is collected by different countries, networks, universities 
and independent agencies – at  differing levels, to differing depths, and using differing criteria and 
definitions.  A more substantial basis of knowledge, data and analysis needs to exist to provide 
information and evidence for proposals and initiatives. 
 
Given the different levels of commitment to this area of development from different countries and 
governments, together with different views on definitions, etc., it is not felt that a strict requirement 
for specific action across all countries will be the most effective way forward.   Instead the 
following option is recommended: 
 
 
OPTION A: 
Establish an on-line resource for the European Cultural Industries Research Community. 
 
This would be open to all those involved or interested in compiling, analysing or using information, 
statistics, data, survey results, reports, research, etc., on all aspects of the cultural industries. 
 
It would be based on an inter-active web-site which would be an on-line space where these people 
could easily share their ideas, improve best practices, learn from each other, consult experts, host 
focused conversations, and more. 
 
The web-site would have features that would enable users to: 

• add “knowledge” to the web-site (including reports, data, etc.) 

• sign up for daily, weekly or monthly e-mail updates of news, documents, and conversations in 
their communities of interest 

• easily find topics that interest them, and important documents within those topics 

• upload, download, rate and comment on documents submitted 

• participate in moderated discussion forums 

• find other experts based on specific requirements 

• access information on key events, conferences and milestones 

• organise documents, books, web-sites and other useful resources 

• perform powerful metadata searches to locate and sort documents, members and discussions 
 
It is strongly recommended that such a resource be established, to provide a forum for research and 
activity in this area, and to enable initiatives in this area to be based on greater knowledge and 
information. 
 
 
5.2 Future European initiatives, technical and cultural Research and 

'eEurope' 
 
Particular attention shall be given to identifying the most profitable initiatives the EU should 
undertake in order to foster the cultural industry. All aspects should be examined, in particular with 
regard to the promotion of cultural creativity and to the development of highly specialised technical 
research.  As far as new (digital) technologies are concerned, great importance should be given to 
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the initiatives 'eEurope' and 'eContent', recently launched by the European Commission with the 
aim of enabling Europe to fully benefit from the Digital Revolution.  
 
 
There has been much written about the impact of technology (and its absence), which can be seen 
from the literature (see Bibliography). However, there are really only a few key themes that run 
throughout the whole work. 
 
Answering the questions from the initial study brief has given an excellent backdrop (see Appendix 
A.1). This, when melded with the actions of eEurope and eContent, has lead to the 
recommendations in this section. The potential options are summarized in the diagram below: 
 

Virtuous Circle of the 4 Technology Development Key Action Areas 

Create model eCultural Organisations 
 
 Use industry best practice and ‘leading edge’ cultural 

Industry technology catalysed by HE to create model 
eCulture organisations, exemplifying the new media 
Value chain 

Repository & Discovery / Navigation Technology

 Create technology methods and tools that encompass 
digital cultural content repositories, demographics and 

personal preferences, search and discovery tools, access 
and dissemination

               
 Seed new / mature 

organisations with eCulture 
business process / 
technology ‘SWAT’ teams 

 
 
 
 
 

Show how e-culture 
can be done exploiting 
technology at the 
appropriate points in 
the value chain 

Ensure that appropriate 
content is available to 

support eCulture 
business process

 Reinforce the link to 
eContent 

and eDigitisation initiatives

 
 Create a formal 

integration between cultural 
companies (demain), with 
HE course content & 
provision (supply) 

 
 
 
 
 
 
 

 
 
Match skills supply  
side with industry 
supply side 

Lower the barrier to 
entry of gaining access 
to eCulture technology 
infrastructure services

 Build a ‘rent capacity’ 
eCulture technology 

infrastructure
 Use Application Service 
Provider model to create 

industrial strength, global 
reach infrastructure

 Targeted funding to HEs to              Build broadband ‘SWAT’ 
facilitate skills supply chain integration  
 Benchmark the adoption of technology  

by the cultural industries 
 Harvert and disseminate best practice 

 
ECulture Education / Adoption 

teams using satellite technology for ‘remote’ areas
Facilitate the rapid creation / dissolution of 

virtual eCulture companies/teams
 Facilitate the creation of multi-platform content

Technology Infrastructure Services
 
 
Option A: Create model eCulture technology organisationsTechnology is evolving so quickly 
that it can be very difficult for smaller organizations, especially those in less favoured regions, to be 
aware of technology exploitation opportunities in the cultural industries. In addition, given its 
nature, private companies sometimes understandably need to guard their processes and intellectual 
property. To showcase how technology could impact the value chain within cultural industries, the 
following are suggested: 

• Use industry best practice and ‘leading edge’ cultural industry technology68 catalysed by HE 
to create model eCulture organisations, exemplifying the new media value chain69.  

• Seed new / mature organisations with eCulture business process / technology ‘SWAT’ teams 

                                                 
68 eContent Work Programme 2003 – 2004. Action line 3: Increasing dynamism of the Digital Content Market 
69 eEurope 2005: An information society for all. Policy measure 3.1.2 A dynamic e-business environment, proposed action e-skills 
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Option B: Repository & Discovery / Navigation technology 
 
To facilitate the pan-European establishment of digital data collections for the cultural industries, it 
is necessary to create not only databases, but also the associated tools that enable effective access.  
The following are therefore suggested: 

• Create technology methods and tools70 that encompass digital multi-cultural71 and multi-
lingual72 content repositories73, demographics and personal preferences, search and 
discovery tools, security74, access75 and dissemination.  

 
However, it should be noted that the cultural industries have some very specific needs around the 
categorisation and access of multi-media content, which require highly specialised research to 
produce tools that will enable retrieval of cultural resources (e.g. films, images). Effective 
implementation of the eContent action plans will be key in this difficult area. 
 
 
Option C: Technology Infrastructure Services76 
 
Many of the tools and equipment required in the cultural industries are very expensive, and require 
much expertise to set up and maintain, never mind to use. It is also not economic to create these 
facilities if they will only be used infrequently, or are not revenue generating. It would be much 
more effective if these cultural industry technology infrastructure services could be available on a 
rental basis. This Application Service Provider (ASP) model is evolving in the IT industry, and with 
the increase in availability of broadband networks, there is no reason why ‘remote’ communities 
cannot have rapid access to state of the art technology facilities. They can then concentrate on the 
exploitation of technology, rather than on its acquisition. It is therefore suggested that the ASP 
model be used to create an industrial strength, global reach infrastructure: 

• Build a ‘rent capacity’ eCulture technology infrastructure.77 

• Broadband SWAT teams for rapid implementation of enabling technology78.  See also 
“provision of broadband to geographically remote locations” below. 

• Facilitate the rapid creation / dissolution of virtual eCulture companies / teams20 

• Facilitate the creation of multi-platform content79 (e.g. PC, digital TV, mobile device access) 
 
 
Option D: eCulture Education / Adoption 
 
It is important that the people employed in or entering the cultural industries have the appropriate 
technology skills.  The following are therefore suggested: 

                                                 
70 eEurope 2005: An information society for all. Policy measure 3.1.2 A dynamic e-business environment proposed action The “.eu company” 
71 eContent Work Programme 2003 – 2004. Action line 2: Enhancing content production in a multilingual and multicultural environment 
72 eContent Work Programme 2003 – 2004. Subline 2.2: Strengthening the linguistic infrastructure 
73 eContent Work Programme 2003 – 2004. Subline 1.2: Establishment of European digital data collections 
74 eEurope 2005: An information society for all. Policy measure 3.1.3 A secure information infrastructure proposed action Cyber security task force 
(CSTF), ‘Culture of security’. 
75 eContent Work Programme 2003 – 2004. Subline 3.3: Management of rights for digital content 
76 eEurope 2005: An information society for all. 2. The approach ‘By 2005 Europe should have widespread availability of broadband access at 
competitive prices, a secure information infrastructure’ 
77 eEurope 2005: An information society for all. Policy measure 3.1.1 Modern online public services, e-learning, proposed action Virtual campuses 
for all students 
78 eEurope 2005: Policy measure 3.1.4 Broadband, proposed action Broadband access in less favoured regions 
79 eEurope 2005: Policy measure 3.1.4 Broadband, proposed action Multi-platform content 
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• Facilitate a formal integration between cultural companies (demand), with HE course 
content & provision (supply)80 

• Target funding for Higher Education to increase technology skills in the people that enter 
the cultural industries81 

• Benchmark the adoption of technology by the cultural industries82 

• Harvest83 and disseminate best practice84 
 
 
Option E: Provision of Broad Band Telecoms to geographically ‘remote’ locations 
 
One has to acknowledge the fact that preservation of Europe’s cultural diversity will often involve 
relatively remote geographical / socio-economic areas that will potentially wait a very long time 
before they will have access to enabling broadband technology.  Yet these areas are exactly those 
areas which we want to preserve and nurture through full participation, contribution to and 
exploitation of the information society85. Given that broadband is key, and that normal land based 
broadband technology may take forever, an effective solution is to use satellite internet. This is 
relatively mature technology, is not too expensive (compared with the provision of a full land based 
IT infrastructure – which potentially could involve laying fibre cables underground for many miles 
and upgrading exchanges for a small number of people), and enables rapid provision of broadband 
service. 
 
Given that these cultural ‘nodes’ will be mainly consumers of digital resources86, the fact that 
satellite mainly enables broadband ‘download’ as opposed to full two-way broadband is not 
considered a great disadvantage compared with no broadband access at all. 
 
Provision of the equivalent of Public Internet Access Points87, possibly centred around educational, 
government or community facilities, would immediately create a level playing field in terms of 
broadband access. If this is combined with wireless LAN technology, then you can create a local 
networked community extremely quickly.  
 
This acknowledges the implementation reality of broadband services in less favoured regions. This 
will require legislation and possibly financial incentives88. 
 
 
5.3 Future role and delivery of Education and Training 
 
Since the present Options are supposed to be suggestions for external suppliers to identify solutions 
to future uncertainty, not only actual but also future generations shall be included in the study's 
outcome.  Hence, it is vital to assess the potential Europe can rely on for the future, with regard to 
skilled workforce and experts on sectors such as culture, technology, electronic data processing, 
media, broadcasting, marketing, etc.  Education plans at all relevant scholarly levels together with 

                                                 
80 eEurope 2005: An information society for all. Policy measure 3.1.2 A dynamic e-business environment proposed action e-skills 
81 eEurope 2005: Policy measure 3.1.1 e-learning proposed action Re-skilling for the knowledge society 
82 eEurope 2005: Policy measure 3.3 Benchmarking, proposed action Definition of indicators 
83 eEurope 2005: Policy measure 3.2 Development, analysis and dissemination of good practices, proposed action Examples of good practice will be 
identified, and selected. 
84 eEurope 2005: Policy measure 3.2 Development, analysis and dissemination of good practices, proposed action The good practices and the results 
of the project analysis will be disseminated. 
85 eContent Work Programme 2003 – 2004. Subline 1.2: Establishment of European digital data collections 
86 eContent Work Programme 2003 – 2004. Action Line 1: Improving access to and expanding use of public centre information 
87 eEurope 2005: An information society for all. Policy measure 3.1.1 Modern online public services, proposed action PIAPs 
88 eEurope 2005: Policy measure 3.1.4 Broadband, proposed action Broadband access in less favoured regions 
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planned training and re-qualification schemes for workers connected with the industry shall be 
closely analysed. 
 
Changing Employment Characteristics: Implications for Skills Development  
 
Changing employment and enterprise patterns are characterised by a larger number of small and 
micro-enterprises and a smaller number of large enterprises (see section 2.4 below).  This is linked 
to a significant reduction in the numbers of medium sized enterprises.  There is a growing reliance 
amongst small and micro-enterprises on ‘networking’ and ‘clustering’ for work and employment.   
 
The changes in the employment characteristics have changed the demand for skilled people to work 
in the sector.  There is a growing demand amongst employers for contract labour that is work-ready 
and experienced.    
 
Similarly, the changes in the employment characteristics of the creative industries and the 
outsourcing of skilled staff by large organisations, have had considerable impact upon the skills 
development programmes for staff - with a shift in the responsibility for training and skills 
development away from the larger companies, towards individuals and micro-enterprises.  
 
In short, towards those forms of enterprise which currently rarely have the capacity (time or 
resources) to respond to these demands.   
 
The effects of globalisation and technological change on both large and small enterprises are 
speeding up the need for new skills development within the creative industries world-wide.  These 
are explored in detail later. 
 
Increased Demand for Creative Abilities 
 
There is evidence that, within the EU economy, there are increasing demands to employ individuals 
who can demonstrate creativity and creative abilities. This increased demand amongst employers 
appears to be less concerned with the subject area than with a combination of interactive skills, 
attitudes and abilities developed through, for example, art and design education. 
 
The increased value placed on intellectual property rights in the EU and USA appears to be 
stimulating the demand to employ or to offer work to people with creativity and creative abilities, 
and this again links to globalisation and technological change. 
 
In this emerging knowledge economy, the status and stature of creativity and creative abilities, as 
the basis for employability, appears to be poorly understood at present. This current lack of 
understanding appears to be shared by employers, policy makers, government advisors, educators, 
trainers and industry representatives. Consequently whilst creativity and creative ability are 
acknowledged to be important, they are difficult to position with the mix of key skills, basic skills, 
survival skills and core employability skills. 
 
These conclusions indicate a significant growth in future demand for the employment of creative 
people. They also underline the need to develop creativity and creative abilities, rather than 
traditional “education”, to fulfil creative roles. However the analysis also underlines the current 
wide-ranging lack of understanding of both the intrinsic qualities of creativity and creative abilities 
on one hand, and of the changing needs of industry on the other. 
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The Widening Demand for Creativity and the Implications for the Creative Industries 
 
As stated above, creative individuals and individuals with creative abilities are in demand for 
employment and work. Currently this demand emerges both from within the creative industries, and 
from across the wider industrial economy.  Evidence (in the UK) also indicates that this increase in 
employability is linked to an increase in value and remuneration. 
 
The demand amongst employers for people with creative abilities is growing significantly and 
appears to be concentrated within larger companies. These employers appear to be less concerned 
with the subject area studies, and more with the combination of interactive skills, attitudes and 
abilities developed through art and design education and training. 
 
Currently, the skills needed by, for example, art and design graduates to work in the creative 
industries sector are generally under-developed: specifically in respect of teamwork skills and the 
need for self-promotional skills in the jobs market. In addition, they tend not to be high earners, take 
some time to establish careers, tend to work in small and medium-sized enterprises, and are often 
self-employed. 
 
The increased employability of people with creative abilities outside of the creative industries 
indicates that the creative industries will face an emerging recruitment and retention crisis in the 
coming decade.  
 
Within the creative industries this is exacerbated by the: 
• current lack of entrepreneurial training offered to arts subject undergraduates 
• poor levels of remuneration offered to those working in the creative industries 
• continued growth in the numbers in self employment in the sector 
• continued reduction in the total number of employees working for the small number of large 

employers 
• continued reduction of in-house training programmes  
• increased demand for job-ready employees and contract workers    
• displacement of responsibility for training and skills development away from companies and 

onto individuals. 
 
The following questions therefore arise: 
• How can the development of creativity and creative ability be developed to meet the needs and 

requirements of the creative industries and the wider economy?  
• How can the needs of these different sectors be balanced?  
• And with the emergence of the knowledge economy, will a convergence occur between the 

creative sector and the wider economy? 
• If a balance cannot be achieved how do the two sectors inter-relate?  
• And is leakage both inevitable and undesirable?  
• Is the creative sector (or parts of it) simply a subsidised feedstock for the new economy? 
• How does creativity in the future relate to the knowledge economy?  
• Are there new forms of intellectual properties that provide for improved remuneration?  
• What are these?  
• How do they relate to current rights and technologies?  
• And what is the future role of education and training in developing creativity in the future? 
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The Demands amongst People in Creative Occupations in the EU to Improve their Skills 
 
How one learns is an important issue when dealing with an industrial sector dominated by micro-
enterprises. However, only one study (the Northern Cultural Skills Partnership, in the UK) 
examines issues associated with how one learns and the forms of training delivery best suited to the 
broad creative industries. It concludes that external short courses are the most preferred form of 
delivery, followed by visits, in-house short courses, exchanges, mentoring, networks, placement and 
job shadowing. Similarly, who learns within organisations and enterprises is an equally important 
issue. No studies examine this issue across the cultural industries but ample evidence from other 
industrial sectors indicates that in the main training courses benefit the better-qualified staff. 
Finally, what is learnt is also of critical importance. Here the omission of any requirement to 
provide training to develop creativity and creative ability is noteworthy. 
 
In addition, these issues are complicated by a number of other factors effecting the articulation of 
demand for training and skills development in the creative industries. These include that: 
  

• Current training demands are largely articulated through intermediaries (companies and 
public agencies) rather than by the individuals working in the industry or by their 
representative bodies such as trade unions or professional bodies. As a consequence demand 
appears to be similar between employees, and the sole traders and self employed. 

 
• Current training demands and requirements are largely market driven and focussed on 

achieving immediate competitive advantage. In addition much of the demand is often 
articulated as entry-level in-filling. Little or no attention has been paid to the longer-term 
future skills needs of the industry, or of the individuals working within it. 

 
••  Current training demands assume that capability and capacity is uniform across the industry. 

There is little analysis of differences in learning requirements or capabilities between 
employees in creative enterprises, and sole traders and the self-employed. Current demand is 
largely articulated as subject specific topics of priorities to companies and employers, rather 
than pedagogic approaches to learning and development designed to meet the needs of the 
individuals concerned.  

  
In light of the continued absence of creativity and creative ability training, the creative capital of an 
enterprise is refreshed through staff turnover – with primarily young creative recruits providing 
updated skills.  Increasing outsourcing of staff and functions, and an increase in the use of contract 
labour may undermine the ability of creative enterprises to refresh their creativity through their 
entry-level staff recruitment processes. 
 
 
New Skills Requirements and the Opportunities for Employment Growth in the Future  
 
Employers in the creative industries have great difficulty in a) anticipating and articulating the types 
of skills that may be in short supply in the future and b) in identifying the new skills required to 
support employment. 
 
Employers appear to have little access to data in respect of forward planning, macro-economic 
trends, the emergence of the knowledge economy, the increased value of intellectual capital, 
changes in communications etc.  
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However, employers do appear capable of providing information in two distinct areas:  
 
Larger employers in the creative industries prioritise generalised statements about the importance 
of creativity in the changing world of work and employment and appear to be in a position to value 
creativity as a means to increase the future corporate capital of their company.  Larger employers 
outside of the creative industries share the attitudes of larger employers within the creative 
industries in respect of creativity and are willing to employ creative people 
 
Smaller employers make specific statements about topic, niche and task related skills shortages 
linked to immediate circumstances. The articulation of skills shortages therefore appears to relate to 
current rather than future demand. And for smaller employers creativity appears to have only 
“commodity value” and does not inform their training requirements or development programmes to 
any extent. 
 
The smaller the employer the more immediate and specific is the requirement for job ready, niche 
skilled staff, accompanied by valuation of creativity as a commodity. Larger employers, on the 
other hand, show  a greater capacity to nurture on the basis of generic, key and creativity skills, and 
can hence consider the employment of creative people as an investment in the future.  
 
However, outsourcing by larger organisations in the creative industries could threaten this by 
reducing these organisations’ abilities to nurture potential in house and by displacing this capacity 
into the smaller enterprises who are least well suited to the role. 
 
On the basis of this analysis of a creative sector characterised by a multitude of smaller enterprises 
who are unable to capitalise upon creative abilities (or adequately reward those with them), it is 
inevitable that leakage will occur into larger enterprises across the wider economy. 
 
The lack of data in respect of forward planning, macro-economic trends, the emergence of the 
knowledge economy, the increased value of intellectual capital, changes in communications, etc, 
makes it impossible at this point to predict the speed or this movement of creative people in the 
future. 
 
 
Employability of Graduates of HE/FE Creative Industries Related Courses in the EE 
 
An increasing number of young people are departing from Europe’s HEI/FEIs with a wide range of 
qualifications relating to the cultural sector.  Although the sector is growing it is also subject to 
rapid change and changeable work patterns. Whether individuals will be employed in the creative 
sector in the long or short term will depend on whether both their formally and informally acquired 
skills match and evolve to meet the demands of a competitive and adaptable climate. Intelligence 
regarding HE/FE provision, skills match and employment needs improving. 
 
There seem to be three barriers which limit entry into work in the creative industries: 
 

1. The single most important barrier to entry into work in the creative industries appears to be a 
lack of demonstrable experience. Consequently, experiential learning programmes at pre-
entry, entry-level and post-entry need to be developed within the creative industries. 

 
2. In addition, because employment in this sector is dynamic, so the need for specific skills 

will be changeable. The inability to be flexible regarding location and working patterns, 
along with the lack of available time and finances to undertake pre-entry, entry-level and on-
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the–job training will, therefore, create barriers to individuals seeking employment in the 
creative sector. 

 
3. Graduate entry is becoming an industry expectation. The third major barrier limiting access 

to work in the creative industries is therefore access to entry-level higher and further 
education courses in creative subjects. For those individuals excluded from accessing higher 
and further education for whatever reasons, access to employment in the creative industries 
for them is becoming ever more limited. 

 
 
Increasing the Finances Available for the Development of the Creativity of the Citizens of the 
EU 
 
There is tension between the micro and macro approaches to financing training and skills 
development.  Current macro investment programmes, through agencies such as local authorities or 
government departments or agencies, are public sector led and large company or college focussed.  
Emerging Government policy in some countries on the other hand stresses a micro approach with 
enhanced individual choice, and the learner as purchaser assisted though personalised financial 
assistance programmes such as, in the UK, ILAs (Individual Learning Accounts). 
 
In respect of the likely long-term sustainability of the two distinct approaches, the micro-approach 
appears to offer better opportunities for sustainability and more cost effectiveness in delivery.  
Conversely, evidence from the macro-investment programmes suggests that activities supported are 
largely subsidy dependent and show little evidence of sustainable development in their delivery. In 
addition, they are often focussed on policy objectives outside of the core interests of the individuals 
seeking to undertake and benefit from training programmes. They are more expensive, and 
company or college rather than individually focussed. 
 
However, the micro models remain mainly at Pilot Stage, with only limited activities taking place 
both within the creative industries across the UK and in the Northwest specifically. In addition, the 
emerging micro models require the active participation of peer-led organisations such as trade 
unions, professional bodies or networks, to make their implementation effective. Links between 
training providers, policy bodies in the creative industries and peer led organisations are often not 
well established, and the absence of this organisation between the social partners makes the 
adoption and roll-out of the micro investment models even more difficult. 
 
There is under investment in the development of Creativity and Creative skills with regards to 
employability.  There remains a continued absence of any analysis concerned with creativity and 
support for development amongst people with creative occupations outside the creative industries.   
No examples could be found which identified support for individuals working in a creative 
occupation outside the creative sector. Where activities have taken place in the creative industries 
these have also concentrated on the development of technological skills and abilities designed to 
improve employability, rather than the development of creativity and creative skills to enhance 
employability. 
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The following questions and options are therefore proposed: 
 
OPTION A: 
Changing Employment Characteristics: Implications for Skills Development  
 
• ‘Active delivery models’ should be constructed on behalf of the European Union which are 

capable of enhancing that skills development capacity.  These could be either individually 
delivered, or delivered through collective action. 

• EU Demonstration Projects should be used to find the most effective structures. 
 
 
OPTION B: 
Increased Demand for Creative Abilities 
 
It is clear from the confusion associated with the current status and stature of creativity and creative 
abilities that the role of these skills has to be understood and developed in the future: 
• Creativity and creative ability need to be defined as either a new form of basic or key skills. 
• Education and training has a responsibility to ensure that the members of today’s and 

tomorrow’s workforce develop creativity and are equipped with appropriate and transferable 
creative abilities. 

• Given that creativity is increasingly essential in relationship to employment in the emerging 
knowledge driven economy, decision-makers must ensure that everyone in the future workforce 
has an opportunity to develop creative abilities. 

 
 
OPTION C: 
The Widening Demand for Creativity and the Implications for the Creative Industries 
 
EU Demonstration Projects should be used to: 
• Define and develop the balance between creativity and creative abilities in the creative 

industries and the wider workforce and population; 
• Identify the most effective delivery models that respond to the changes in employment 

characteristics of the creative industries; 
• Explore the types of mutually beneficial and working relationships between the creative 

industries and other industrial sectors.    
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OPTION D: 
The Demands amongst People in Creative Occupations in the EU to Improve their Skills 
 
The following key issues need to be addressed within future EU policies and programmes: 
• How can the training requirements of the overwhelming numbers of individuals working in the 

industry as micro-enterprises be assessed and acted upon, and which intermediaries will best 
represent the interests and aspirations of these staff? 

• How can creative enterprises be made to re-focus away from their immediate skills needs and 
gaps, onto longer-term issues in respect of training, development and innovation?  

• What forecasting of trends is required?  
• What agencies should lead and participate in this work programme? 
• How can current providers be encouraged to acknowledge the differing capacity and capability 

in the industry, and re-focus upon those individuals currently most excluded form existing 
training provision? And, in this context, who is going to finance this change in emphasis? 

• What are the most effective delivery methods for training and development in the future?  
• And how can an understanding of the pedagogical approaches required be achieved?  
• Amongst employers, sole traders, providers and intermediaries? 
••  Finally, who will develop and promote skills development programmes for creativity and 

creative ability?  
 
 
OPTION E: 
New Skills Requirements and the Opportunities for Employment Growth in the Future  
 
The following key issues need to be addressed within future EU policies and programmes: 
• How can the agencies operating within the sector both satisfied the immediate demands for 

specific skills whilst investing in future needs with respect to creativity? 
• How can the growing number of small enterprise in the creative sector combine (and achieve 

the economies of scale needed) to nurture and reward the creative abilities for the future? 
• How can larger enterprises within and without the creative sector be encouraged to facilitate the 

long term development of creativity amongst smaller enterprises with which they have mutual 
interests (including competitive advantage) ? 

• How can data with regards to of forward planning, macro-economic trends, the emergence of 
the knowledge economy, the increased value of intellectual capital, changes in communications 
etc be gathered and communicated so as to inform action in relation the above points and create 
new competitive advantage? Visioning workshops? 
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OPTION F: 
Employability of Graduates of HE/FE Creative Industries Related Courses in the EE 
 
3 specific areas of activity are recommended as priorities for action: 
 
Intelligence collection regarding HE/FE provision and employment needs 
• Reliable data and analysis associated the HE/ FE and employment must be collected 
• This data and analysis should be used to influence provision and inform policy development 
 
Skills acquisition needs 
• Skills acquisition needs to be on-going in a fluid sector and life-long learning provision is 

increasingly relevant 
• Access to skills through experiential learning, particularly at pre-entry and entry-levels is also 

important 
• The consequence of the shift towards lifelong learning and experience is that pre-entry training 

must include significant practical elements 
• The ability to demonstrate practical experience at pre-entry will affect an individual’s ability to 

gain a place on an entry-level course 
• Experiential learning and business rehearsal should be included at first degree level 
 
Access to finances/funding 
• Individuals and companies need to know more about how to access finances / funding for pre-

entry, entry-level and continuous post-entry training and professional development 
 
 
OPTION G: 
Increasing the Finances Available for the Development of the Creativity of the Citizens of the 
EU 
 
Macro versus Micro approaches to financing skills development 
• At least one micro finance model should be included within the Demonstration projects 
• The EU should prioritise the participation of social partners in the overall programme 
• The EU should build upon existing union and employer projects operating outside of the region 

at present, and on other relevant networks or interest groups 
• Micro investment models should be tested in specific locations and amongst specific 

occupational groups region-wide 
• Examples such as ILAs should be included, as well as EU pump-prime learning accounts for 

certain occupations in the creative industries 
• The EU should reject macro investment programmes as a source of finance for two reasons: that 

there are differing policy agendas in play, and because of a lack of data and evaluative 
structures 

• The EU should undertake a Demonstration Project designed to collect such data, on the basis 
that this will become part of the Advocacy Strategy for the EU policy-makers as a whole 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 175

 
Developing Creativity in other industrial sectors 
The absence of any co-ordinated programmes of activities in this area poses particular problems for 
the EU. Particularly as existing data concentrates on the development of new skills amongst people 
working in the creative industries. There is absence of any activity and finance designed to develop 
creativity or creative abilities in other industrial sectors: 
• The EU should seek to develop these activities by developing a Pilot Project to examine creative 

ability and creativity, and this initiative should focus on people working within and/or out with 
the Creative Industries 

 
 
5.4 Future business development in European cultural industry 
 
Particular attention should be paid to the development of support structures capable of optimising 
the potential for employment generation and business growth in the European cultural industries. 
These support structures should be analysed in regard of the range of sizes of enterprises operating 
within the cultural industry, their sector activities, their markets and their position in the business 
life cycle.  In particular, aspects of a range of financial mechanisms to support business growth will 
be examined – and the effects of current investment regimes on EU, national and regional 
economies and cultural identities will be analysed and commented upon. 
 
  
Any future business development support planned for the cultural industries in Europe must 
therefore be viewed taking into account the complexity of policy objectives as outlined in 5.1 
above. In addition, any business support structures proposed must be appropriate to the employment 
and enterprise characteristics of the cultural industries themselves.  These key characteristics can be 
summarized as follows: 
 
• The emergence of a ‘growth profile’ for all art-forms. There is a size structure of 

firms/organisations that could be considered "a typical profile" for the growth and development 
of cultural enterprises for all art-forms in Europe. The analysis indicates that a profile for the 
cultural enterprises operating within a particular art-form is developing, that can be considered 
"typical" – albeit that this profile is affected by particular issues influencing the financing of 
each art-form sector.  Typically, this profile suggests that every sector within the cultural sector 
in the European Union is similar, in that the art-form in question is now dominated by a few 
very large institutions and enterprises, and a huge volume of small enterprises and sole traders. 

 
• That micro-businesses are the growth sector of the cultural economy across the European 

Union, and have a key role in delivering growth and employment in the cultural sector in the 
future.  The research therefore indicates that there is a typical profile for enterprises in the 
cultural sector: "large flagships" together with small enterprises, micro-businesses and sole-
traders.  Only in the museums and heritage sector does this model not apply because here there 
are far fewer sole traders and freelancers: here there is also evidence of the substitution of the 
roles of micro-businesses and sole traders by volunteers and enthusiasts. 

 
• That new information and communications technologies are causing and convergence between 

art-forms, particularly where commercial finances are the major source of revenue income. And 
in turn this convergence is also leading to concentrations in the ownership of the emerging 
agglomerated business interests 
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• That people working outside of the formal economy as intermittents or casual, whilst registered 
unemployed or as volunteers, make a very significant contribution to the volume of cultural 
activities taking place across the European Union. 

 
The research indicates one further commonality between the staff employed in the large cultural 
institutions, and the freelancers and sole traders.  Outside a very few senior executives, the work 
patterns of staff working throughout all cultural enterprises are now similar across the European 
Union.  Mobility, seasonal variations, discontinuous career development, short-term contracts, part-
time working, extended working hours, a vocational ethos, and multiple jobs leading to an 
accumulation of work and expertise both inside and outside the cultural sector, are all characteristic 
of employment throughout Europe's cultural sector.   
 
As a consequence, permanent employment in the sector can no longer be guaranteed, and it is likely 
that most cultural workers will trade as micro-businesses at some point in their working lives. As a 
further consequence, the distribution of current employment across the various sub-sectors 
comprising the cultural industries of the European Union, demonstrates distinct and similar 
characteristics. All appear to show this “hour-glass effect” in the distribution of current 
employment, with concentrations of people employed in a small number of large enterprises and a 
large number of very small ones.  The following diagram provides a summary of the above 
conclusions: 
 
 

PLEASE REFER TO THE HOURGLASS DIAGRAM ON THE LAST PAGE OF THIS 
DOCUMENT 

 
 
In addition, all sub-sectors appear to show a continuing “narrowing” in the hour-glass neck, 
suggesting that employment amongst medium-sized enterprises is in decline across the cultural 
industries of Europe, with the effect that the distribution of future employment in the cultural sector 
of the European Union will shift, and become more concentrated either within the small number of 
larger companies or towards the growing multitude of small and micro-businesses. This 
concentration of employment has particular consequences for policy interventions designed to 
promote employment creation and business growth within Europe’s cultural sector.  
 
Many of the enterprise features outlined above reinforce the importance of the cultural industries as 
a dynamic force for economic, social and cultural cohesion in the European economy of the future. 
Micro-businesses promote entrepreneurship and business skills; creativity and creative thinking and 
expression promotes flexibility in attitudes and develops adaptability; and volunteering enables 
active citizenship and offers access to formal employment and new skills. And cultural differences, 
when celebrated and explained, provide the bedrock for understanding the Europe of the regions. 
 
A business development strategy that builds upon these key strengths lies at the heart of current 
proposal from the European Institutions and differentiates the European approach from that of the 
USA in respect of their investment in the cultural industries. The recent report “Cultural Industries 
and Employment in the Countries of the European Union” presents an analysis of the stage of 
development of the cultural industries with the aim of demonstrating the positive link between 
culture and the socio-economic development in the EU-15. The specific objective is to identify the 
potential, in terms of both society and job creation, of the cultural industries.  
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This Report aims to identify the real economic and social value of the cultural sector, and views the 
issue from three perspectives: 
 
• The first concerns a current and future analysis of the cultural industries in relation to 

employment. Here the Report defines culture as including activities connected with heritage, 
literature, the press, music, the entertainment arts, the media and the audio-visual sector. In 
addition, the Report notes the cultural industries are both a driving force behind employment 
and a catalyst for regional, national and European identity. 

 
• The second concerns an analysis of the current state of the cultural industries in the European 

Union. Here the Report acknowledges the continued lack of comparable statistics concerning 
cultural activities across the EU-15.It concludes that the sectors of the cultural industries across 
EU-15 with the best prospects for employment growth are heritage and activities linked to new 
technologies, particularly in the audio-visual sector and the information society.  

 
• The third concerns an analysis of the future prospects for the cultural industries in the European 

Union. Cultural tourism is viewed as an area that could be an area of activities that could 
consolidate and increase traditional economic activities that are related to cultural heritage. The 
Report suggests that a change in cultural tourism could serve as the basis for innovative 
activities linked to new technologies and the media. Cultural tourism is therefore identified as 
an “entrepreneurial” area of development with major possibilities for promoting economic, 
social and cultural cohesion in regions in decline. 

 
In conclusion, the Report identified the multi-cultures of the European Union as a major asset, with 
the potential to fulfil the dual roles of job creation and as a means of strengthening the feelings of 
community in Europe. It identifies the challenge as combining culture as a means of asserting 
European identity, with the means for the development of new sources of lasting and independent 
employment compatible with the market economy.  
 
The Report also identifies specific issues for the EU-15: 
 
• That the potential of the cultural sector in general and the cultural industries in particular is 

largely unrecognised and under-exploited by public authorities in the EU 
 
• That the cultural industries constitute a field of activity that will undoubtedly encourage the 

adoption of new technologies 
 
• That the cultural industries present an ideal way of transmitting information - given the 

globalisation of cultural exchanges and the rise of nationalism. This is because the risks of loss 
of identity, the standardisation of the globalisation process, and the desire to increase knowledge 
about one’s own cultural identity, are all fostered by the development of the cultural industries. 

 
The Report identifies that, for this sector to benefit fully from the development of the cultural 
industries, combining economic and cultural activities will require specific forms of support. On 
this basis, it notes that European, national, regional and local authorities should be capable of 
creating a legal and administrative environment that is favorable to the launch of the cultural 
industries and their consolidation in the marketplace.  
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The Report proposes that specific measures are developed and adopted by the European Union to 
increase the possibilities of creating jobs in Europe’s cultural sector: 
 
• The cultural sector must evolve and include a friendly legislative framework where the 

evolutionary nature of the cultural industries must be backed up by legal instruments that 
correspond to the development of the sector 

 
• The cultural dimensions of other Community Programmes should be strengthened with 

continued support for networks of local and regional communities active in the development of 
innovative cultural policy actions in the new international context 

 
• Cultural education in European must be delivered on the basis of equal access to culture as this 

is the basis through which all European citizens can share the common cultural heritage. 
Therefore all European citizens must be given the opportunity to know their own cultural and 
that of the other European nations as well as a basis desire to increase contact with the world of 
culture 

 
• Training in the cultural industries must be encouraged – particularly in management of the 

demands emerging from the new market. 
 
The Report concludes that increased demand for cultural activities from amongst European citizens 
will grow - particularly in the field of heritage and through the new media technologies. The Report 
concludes therefore, that, through these mechanisms, that sustainable demand for cultural activities 
will grow amongst the citizens of Europe, and the cultural industries in turn, will be able to respond 
effectively to these new demands, so creating new employment. 
 
The Study “Exploitation and development of the job potential in the cultural sector in the age of 
digitalisation” reinforces this growth potential, and makes specific recommendations to the 
European Commission for action to take forward the development of the cultural sector, across 
three themes as follows: 
 
• Policy Orientation and Integration: Issues here include the networking of measures; new forms 

of action programmes; and improved trans-national and cross-border co-operations 
 
• Information and Communications: Issues here include the harmonisation of the statistical basis 

for data collection; more knowledge generation and research into European cultural industries; 
monitoring trends in employment and skills requirements; and a European Job-Information 
Platform for digital culture 

 
• Affirmative Action Programmes: Issues here include training and qualifications; improved 

entrepreneurship; the creation of new businesses; a series of new programmes to establish media 
labs and cross-border projects; and enhanced access for marginalised groups and regions to the 
products of digital culture.  
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These actions are in turn addressed to different DGs in the European Commission with the 
implication that better co-ordination is required as follows: 
 
 
1. Employment & Social Affairs Labour market development, employment policy, equal 

opportunities 
2. Education and Culture Development of job profiles, project subsidisation such as 

in the case of Culture 2000 
3. Research Promotion of cultural research 
4. Regional Policy Renewal in depressed regions, cross-border co-operation 
5. Information Society Promotion of digitisation in the cultural sector 
 
 
Finally specific mention should be made of one section in the detail of this Report. Section 5 
examines good practices for training and qualifications, and within this section, 5.1 examines and 
outlines the “systemisation of good practices in digital culture”. This section seeks to focus actions 
in support of the cultural sector within the framework on the EU’s four pillars for its European 
Employment Strategy – Employability, Entrepreneurship, Adaptability and Equal Opprtunities.  
 
Figure 20 of this Study expands employment in digital content across these four pillars, whilst the 
text which follows makes useful observations designed to clarify the roles and responsibilities of 
action under each of the pillars. So employability is defined as adapting workers, whilst adaptability 
is defined as adapting organisations including enterprises and companies. And the integration of 
marginalised groups is included exclusively within equal opportunities.  This approach is then 
summarised in a table, which is reproduced below: 
 
 
EMPLOYABILITY 
• Making sure people can develop the right skills to 

develop job opportunities in a fast changing world  
• Significance for digital culture and creativity: 
• Prevention of long-term unemployment 
• Activation of the stock of unemployed 
• Employability agreements of social partners 
• Enabling life-long learning 
• Raising skills levels of young people 
• Integration of marginalised groups of the digital society 

(women, older people, the unemployed) 

ENTREPRENEURSHIP 
• Making it easier to start and run a 

business and to employ people in it 
• Significance for digital culture and 

creativity: 
• Encouraging self-employment and 

entrepreneurship 
• Local development 
• Development of the service sector 

ADAPTABILITY 
• Developing new flexible ways of working to reconcile 

security and flexibility 
• Significance for digital culture and creativity: 
• Digitisation of cultural service 
• Modernisation of working life within and between 

companies 
• In-house training and recruitment 

EQUAL OPPORTUNITIES 
• Equal access to jobs for women and 

men, equal treatment at work 
• Significance for digital culture and 

creativity: 
• Gender mainstreaming 
• Facilitation of re-entry to the labour 

market 
• Reduction in the gender gaps in the use 

of multimedia technology 
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However, in the main, the options suggested to date have centred upon actions internal to the 
European Institutions and their programmes and legislation, designed to compete more effectively 
with the USA for a share in the current world markets for culture and the cultural industries. 
 
One key message from the Reports quoted above is that there is a European dimension and market 
place for the cultural industries that is both distinct from the US dominated world market, and 
growing, The second key message is that policy-led EU interventions have a key role to play in 
bringing this European cultural market to maturity, and in doing so, will reinforce the social, 
economic and cultural cohesion of the European Union as a whole.  
 
So, to develop and build upon this market, investment and business support models have to be 
adopted across the EU that genuinely address and reinforce the European dimensions of the cultural 
industries. This involves asking difficult and searching questions in respect of our current attitudes 
and initiatives towards the current support structures for the development of Europe’s cultural 
industries, particularly in regard to financing for the industry:  

• Do established approaches to financing the cultural sector across Europe meet current needs and 
future opportunities for employment and economic growth?  

• Which alternative financing models are best suited to cultural sector development and how can 
these be applied? 

• How can self-employed people and small businesses access the credit they need to grow and 
trade? 

• Is globalisation and the new technologies changing the nature of cultural employment and how 
will they affect the economies of the regions of Europe? 

• Are mutual help and the development of a "solidarity economy" amongst cultural workers one 
way of preserving employment in the cultural sector? 

• How will the young and socially excluded people gain employment in the creative industries in 
the future?  

• Is traditional Venture Capital investment simply speeding up the globalisation of Europe's 
creative industries? 

• Why have decision-makers in the EU-15 sought to concentrate investment resources in the 
media sector rather then more widely across the cultural industries as a whole? 

 
At the heart of all these questions lies the issue of finance for the development of Europe’s cultural 
industries. But what sorts of finance? For the development of what sorts of products? Owned by 
whom? And representing and reinforcing what cultural values and traditions? 
 
To date EU investment for the cultural industries has been heavily concentrated through 
programmes such as MEDIA into the media production sector – an area where the EU perceives 
itself to be in direct competition with the USA for a world market share. Whilst this concentration 
of investment on segments of the EU-15’s cultural sector has been welcomed by those 
representatives of that cultural sector, for the remainder of the EU-15 cultural activities, there has 
been an almost complete absence of any similar financial mechanisms.  
 
New models of investment and business support are therefore required, and six options for attention 
by the European Parliament are suggested as follows: 
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OPTION A:  
A Focus on Culture as Content in the New Digital Age 
 
The first (as identified in documents such as that produced by the European Audio-visual 
Conference “Challenges and Opportunities of the Digital Age”) seeks to address the failure by the 
EU-15 to recognise the growing convergence between the various cultural sub-sectors created by 
changes in technology, and the associated opportunities this convergence brings for new markets in 
digital content production.  
 
This issue (also identified in documents such as “Culture, the Cultural Industries and Employment”) 
is further identified as a failure by the EU to date to optimise the gains in new employment potential 
to be made within the EU-15 – particularly in areas such as education and heritage, and the impacts 
of new technologies. It is argued that new sources and opportunities for employment creation at a 
regional level, linked to the cultural education of European citizens, are in danger of being lost or 
missed because, in the new digital and information age, digital content will increase in value both as 
a commodity in its own right and as a source of information and expression.  
 
Culture in its widest senses – popular, historic and contemporary – has the potential to form the 
bedrock of these new forms of expression, education, production and consumption. The European 
Parliament should therefore prioritise culture and cultural activities (defined as broadly as possible) 
as a source for the development of a range of new digital products in the future. In doing so the 
Parliament should ensure that assistance is provided through EU Programmes that provide 
assistance designed so that the cultural institutions themselves can work with commercial partners 
on term that benefits the widest possible partnership in the development of these new products and 
service.  
 
 
OPTION B:  
A Focus on the Cultures of the Regions as a Source of Wealth 
 
The second option concerns the geographic, faith and interest communities of the EU and reflects 
the diversity of Europe’s past, present and future. This diversity is an opportunity for celebration 
and exploitation in equal measure – indeed for many of the regions of Europe, it is through their 
regional cultures that their identities are defined now, and will be promoted in the Union of the 
future. Therefore the cultures of the Regions of Europe must be recognised and reinforced 
throughout the EU.  
 
Structural Funds Programmes have gone some distance in achieving this aim, through the inclusion 
of cultural industries as priorities, however all too often these monies have then been focused on the 
refurbishment of monuments or on subsidy for arts institutions. The EU Structural Fund 
Programmes have a key role to play in defining and developing the cultural identities of the regions 
of Europe in the future, particularly amongst the New Member States. The European Parliament and 
Commission should therefore use the partnership and co-financing arrangements associated with the 
Structural Fund Programmes to ensure that all European Regions acknowledge the importance of 
their regional cultures as a future source of wealth, and develop and implement a strategy to exploit 
these opportunities into the future, for the benefit of the economies and people of the regions 
concerned. 
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OPTION C:  
A Focus on the Excluded as New Entrants to the Industry 
 
The third option (as identified in studies such as “ women professionals in the media in the context 
of new technological developments”) identifies the potential of the social and employment impacts 
of the new employment structures, and their likely impacts on workers in the new media sector in 
the future.  
 
This study shows that not only do women occupy fewer posts, but also they have lower pay, they 
are employed on precarious terms, and they occupy decision-making positions only in exceptional 
cases. Moreover, they are suffering from invisible obstacles, such as preconceived ideas on women-
suitable jobs and stereotypes proposing only men at top-positions. A similar situation faces various 
other excluded groups across Europe within the cultural industries. However in many instances it is 
precisely the history, experiences and values of these very groups, currently excluded from 
mainstream industrial activities, that have the greatest cultural, social and economic contributions to 
make in the field of cultural and cultural expression.  
 
Their activities have the potential to create new forms of cultural production and reinforce regional 
cultural identities: in addition, new employment will grow. Therefore the European Parliament must 
take steps to ensure that creative enterprises can be established led and managed by women and by 
members of minority cultures across the EU. Commission Programmes in the past have successfully 
prioritised actions in this field and the Parliament should consider establishing similar but distinct 
actions for business development in the creative industries. 
 
 
OPTION D:  
A Focus on Creativity as a New Core Competence 
 
The fourth option concerns the growing recognition of the importance of creativity as a core 
competency for the European workforce of the future. Historically the cultural industries have acted 
as a “seed-bed sector” exporting the majority of its talented and creative people into other (better 
remunerated) industrial sectors by their mid-thirties. Evidence is now emerging that indicates that 
convergence, the knowledge based economy, industrial changes and new technologies, are 
increasing markedly, the demand for skilled creatives in the wider industrial workforce of Europe 
(and world-wide).  
 
Creativity is becoming a core skill, and the EU has a major role to play in developing these creative 
competencies, particularly though its vocational training programmes. The European Parliament 
should therefore seek to ensure that European training and educational institutions work alongside 
business and social partners to develop, codify and deliver training and education programes 
capable of developing the creative competence of all members of the EU’s workforce of the future. 
Specifically it should launch a trans-European project designed to examine and define the creative 
competencies required in the European economy over the next twenty years. 
 
 
OPTION E:  
A Focus on a Diversity of Financing Mechanisms for the Cultural Industries 
 
The fifth option (as identified in the “Banking On Culture” study) stems from concerns at a 
continued reliance on the traditional financing mechanisms for cultural activities – public subsidy, 
earned income and private borrowings – at an individual Member State level or at a more local 
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level. This factor is identified as one that will continue to limit the overall growth in the cultural 
industries in the EU-15.  
The employment and enterprise characteristics of the cultural industries require that a range of 
financial support instruments need to be established to support and invest in the cultural industries, 
if growth across the EU cultural industries is to be optimised long-term. Evidence indicates that that 
the three traditional avenues to investment in the cultural industries – public subsidy, venture capital 
and commercial finance – are all to a lesser or greater extent, restricting and threatening the overall 
competitiveness of Europe’s cultural industries long-term.  
 
The establishment of broad range new financial instruments is required which should include 
micro-loans, shared equity and loan arrangements and schemes designed to reinforce the solidarity 
economy and enable new entrants and start-up businesses. The European Parliament should 
therefore advocate the part-financing of such arrangements (described in the Banking on Culture 
Report as “Culture Banks”) and the establishment of these new institutions through partnership 
arrangements with Member States Governments, the European Investment Bank and the EU 
Structural Fund Programmes (amongst others).  
 
 
OPTION F:  
A Focus on Finance for Cultural Production 
 
Finally, all of the resources identified above should be focused in a manner that enables cultural 
enterprises (whether public, third system or private) to create and bring to market new cultural 
products.   It is noted that the majority of the cultural industries across the EU-15 are not covered by 
any EU-led initiatives – only the audiovisual sector would appear to have been addressed through 
initiatives such as the MEDIA Plus Programme and the recently announced "i2i Audio-visual" 
programme. 
 
The key to growing the cultural industries is cultural production, and the European Parliament has a 
responsibility to ensure that this becomes and remains the focus for future EU activities in this field. 
The reasons for this priority have already been clearly stated recently by the European Commission 
(Culture, the Cultural Industries and Employment; European Commission Staff Working Paper. 
14.5.98, SEC 837. 1998, page 4). 
 

“Cultural practices are not just a form of consumption, since they do not deplete the goods 
and services used but broaden the mind and open the way to other sources of culture. 
Cultural practices are therefore often cumulative in their effects; a variety of strategies can 
be worked out for improving access to culture and for promoting the production and 
diffusion of culture . The success of this strategy is crucial to the economic and social 
development which will create jobs and enhance sociability and integration.” 
 

In short, Europe’s cultural industries have to meet a complexity of objectives – cultural, social and 
economic. 
 
 
5.5 Future regulatory framework at EU and WTO levels 
 
Finally, the study shall evaluate the actual state of the EU regulatory framework referring to the 
different cultural sectors, to cultural performances/products and to the people involved.  It is 
important then to assess whether there is a need for further legislative intervention, whether there 
still is some room for manoeuvre in this regard and what sort of action should be envisaged.  To 
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this extent, the issue should not be studied as limited to Community law but should also include 
reports of the actual state of discussions on cultural industry within the WTO. 
 
 
OPTION A:  
Make rights protection across the EU more effective through an extension of the concept of 
Multi-territorial Licences for Cultural Rights Protection across the European Union 
 
In the last decade, there has already been a huge effort to update international legislation in order to 
protect intellectual property and copyright from the unfair use of the new technologies.  This 
includes two WIPO Treaties - the Copyright Treaty and the Performances and Phonograms Treaty 
(WPPT) – which are the most significant update of international copyright laws protecting 
intellectual property in over 30 years. Their entry into force in Spring 2002, after been signed by 
over 30 countries, permits the prevention of the proliferation of music on the internet that has been 
pirated or where copyright has been infringed in other ways, and will encourage the development of 
new online subscription-based and alternative services. 
 
However, a different and complementary way of intervention is through “allowing exceptions”.  A 
good example is the 2002 antitrust exemption for the simultaneous broadcasting of music.  The so-
called "simulcasting" system of reciprocal agreements, which allows broadcasters to obtain record 
producers' rights to transmit terrestrial programming simultaneously over the internet into numerous 
countries on the basis of a single, multi-territory license has become increasingly popular. Such 
global broadcasting is complicated by the traditional system of territorial licensing. The European 
Commission has granted an antitrust exemption under Article 81(3) of the EC Treaty to European 
radio and television broadcasters who simultaneously broadcast music via the Internet. This 
decision means that television and radio companies will no longer need to obtain individual licences 
from copyright administration and collecting societies for each country. Instead, a single licence 
from any collecting society in the European Economic Area (EEA) will now suffice and cover 
music broadcasts across most of the EEA, except for Spain and France. The International 
Federation of the Phonographic Industry had applied for the creation of a multi-territorial licence on 
behalf of copyright administration societies of music record companies. In addition, societies from 
Central and Eastern Europe, Asia, South America, Australia and New Zealand are also parties to the 
agreement. 
 
This is the first time that the Commission has issued a decision on collective management and 
copyright licensing concerning the commercial exploitation of music on the Internet. The 
Commission believes that the new licence will stimulate competition among the EEA societies 
granting the licences. There will be more choice and more price competition, and the decision will 
therefore contribute to the further development of the internal market. The European Union has an 
option to extend the granting of multi-territorial rights protection and administration societies across 
a wider range of cultural forms, works and products. 
 
 
OPTION B: 
Counter piracy and counterfeiting through the sse of EU-wide legislation, effective 
enforcement and financial penalties through fines 
 
One of the most effective systems to protect copyrights and intellectual property is to quickly 
update current legislation to accommodate new technological challenges.  Besides the legislation 
aimed at covering copyright matters on a world-wide scale, the laws of the United States and the 
various European Union Directives deserve special attention in view of their impact on copyright 
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world-wide.  According to the specific needs of their region of origin, their objectives cover a wide 
range of items, such as the protection of databases or copyright protection in the digital age.  
 
At this moment, the European Commission is working on a new Directive to harmonise Member 
State legislation on the enforcement of intellectual property rights (the Enforcement Directive).  
Europe’s major copyright holders have urged the European Union to take bold measures in this 
forthcoming Enforcement Directive. The arguments used by this lobby group (comprising the main 
European film, video, music, business and interactive leisure software representatives) are that the 
lack of such legislation leads to the loss of jobs, the loss of funds to governments in tax revenues, 
and less money available to invest in new creative works.  
 
In consequence, they have asked the European Commission to provide for: 

• genuinely deterrent penalties and damages, so that pirates can no longer write off such damages 
as a small operational cost;  

• reasonable presumption of copyright ownership, to avoid delays in court proceedings that in 
some cases allow pirates to escape justice; 

• the seizure and preservation of evidence of piracy, and to make available effective provisional 
measures allowing seizure and preservation of evidence before criminals can destroy it;  

• the right of information about manufacture and distribution, so that the original manufacturers 
or distributors of the infringing goods can be identified; and  

• Compulsory Source Identification codes (SID), so that the sources of manufacture of over 100 
million of pirated discs manufactured in Europe every year can be tracked down.  

 
But legislation, even though is very important and needed, is not by itself sufficient to change the 
situation.  There is also a need for more effective enforcement, and for more adequate deterrent 
penalties. The European Parliament and the Member States need to ensure that the objectives of 
forthcoming “Enforcement Directive” are achieved through this combination of continued swift 
legislation, effective enforcement and financial penalties through fines. 
 
 
OPTION C:  
Make rights collection systems more effective and utilise these improved collection services to 
recycle the fines levied against criminals & pirates back to the rights holders & cultural 
producers 
 
The improvements anticipated in the work of the Rights Protection Agencies across the European 
Union can be built upon as a basis for the reimbursement of the losses suffered by the rights holders 
and cultural producers.  In effect, money raised through the financial penalties and fines against 
pirates and criminals should be redistributed back to the cultural industry.  However, for such a 
redistribution to be equitable it would need to be based upon a model that reflected the real 
consumption patterns in each of the cultural sectors concerned as well as across the EU as a whole.  
 
Rights Collection Agencies use a variety of systems for estimating and determining the distribution 
of the rights monies they collect currently – based for instance on radio airplays. The European 
Parliament should strengthen the requirement on radio stations, TV companies, broadcaster, and 
other institutions (such as restaurants and shops) that promote the public performance of cultural 
products, to return records and data of the cultural products used, displayed or played by them. The 
European Parliament should then recommend to all Member States that fines levied for rights piracy 
should be re-invested back into the cultural sectors concerned through the work of the rights 
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protection and collection agencies concerned. Through such a mechanism the monies lost to the 
cultural industries through piracy and counterfeiting will be reduced overall. 
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Appendices 
 
 
A.  Addressing the questions as set out in the brief 
 
 
This section addresses questions under the following headings: 

• Technologies and technological changes 

• Markets / Players / Mergers and Acquisitions 

• Intellectual Property, Copyright and Piracy 

• Regulatory Framework 

• European Union & United States: Content & Context 
 
Questions under the following heading are currently being researched: 

• Exploitation and Entrepreneurship 
 
 
A.1  Technologies and technological changes 
 
Recent market and technological developments are creating new opportunities as well as new 
challenges for the different players in the cultural industry – from authors, artists and producers to 
operators and broadcasters. The coming of the Internet and electronic publishing (e-publishing), as 
well as the increased importance of audio-visual media, could enable a wider and potentially 
cheaper access to a larger range of publications than had hitherto been known. As a consequence, 
some professional categories are under pressure or even forced to re-define themselves.  
 

Will technological progress be able to solve all kinds of actual technical problems? 
 
The answer is generally yes. The real issue is about timing, as illustrated below in the Gartner 
Group technology hype curve examples. Before new technology is genuinely useful, it tends to go 
through a ‘hype’ curve life cycle. Good examples are voice recognition and m-Commerce. 
 
Voice recognition once was hailed as the new hope of man machine interface, yet never lived up to 
its initial hype. Now in its 3rd generation, it is now sufficiently mature that it can start to be used for 
real applications.  
 
m-Commerce was described as a potential ‘killer application’ for mobile phones. However there 
were several other technology and infrastructure components that needed to be in place to enable 
reality to live up to the promise. 
 
In addition, the focus of a global IT infrastructure centred around web standards is accelerating 
progress in technology innovation and adoption. 
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Are there sectors whose exploitation through the web is only theoretically feasible but whose 
implementation is de facto unrealistic, at least for the time being? 
 
Yes, and just one example is described below: journalism. The issue is not the availability of 
technology – e.g. hypertext – but rather it is having the education and experience to exploit the 
technology effectively. 
 
The following quotes are taken from “Hypertext and Journalism: audiences respond to competing 
news narratives”, by Derwin and Huesca89: 

• Finally, exploring hypertext, not to mention multimedia designs, requires an enormous 
commitment of energy, thought, and economic resources, based on our experience of 
preparing the limited number of hyperstories for this study. The media industries today, with 
their intense focus on bottom-line journalism, strike us as ill-prepared to meet the challenges 
implied by our findings 

• The earlier review of the research into the adoption of new communication technologies in 
newsrooms indicates that journalists are, at best, uneasy about them, having incorporated 
Internet applications only to the extent that they reinforce existing practices  

• Studies of online newspaper content, for example, have found no difference, other than 
minor formatting changes, between print and electronic products (Harper, 1996; Martin, 
1998) 

• Ample evidence emerged from the interviews to suggest that journalism in the new 
electronic environment can occupy an enlarged space in terms of its role in society and its 
relationship to readers. The repeated comments regarding reader agency and qualities of 
hypertext as a guide or outline suggest that readers want a dynamic mode of communication 
that allows them to move through information in ways they find helpful, useful, or otherwise 
valuable. These dynamic modes should be conceptualised as "verbing" communication that 
might include traditional journalism paths (factising, experting), as well as less conventional 
directions (connecting, empathizing. In the future, journalists will be better served by 
professional skills that emphasize the development of multiple modes of gathering, 
processing, and presenting information. This will include self-reflexive modes, such as 
placing reporters' notes and interview questions online, which reveal the constructed nature 
of news narratives and bring journalists into social dialogue with users. Rethinking the role 
of the journalist in this way suggests the dismantling of the edifice of expertise, objectivity, 
and truth, and the construction of systems of flexibility, responsiveness, and sense  

 

If so, can the current constraints be identified? 
 
The current ‘constraints’ as identified by the European Commission90 are: 
 
Education and training – the above report states that: 

• It is vital that Europe makes use of the “window of opportunity” that is opening to establish 
digital broadcasting (in all its forms) in readiness for the information age. 

• Therefore, European policy makers should vigorously encourage the development by market 
players of digital television services. 

                                                 
89 HUESCA, R./B. DERVIN, Hypertext and Journalism: Audiences respond to Competing News Narratives, 1999. 
90 OREJA, M. (EUROPEAN COMMISSION), The Digital Age. European Audiovisual Policy, Report from the High Level Group on Audiovisual Policy, 
October 1998. 
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• Education and training are essential if Europeans are to inhabit the new digital environment 
successfully. Accordingly, national governments should give greater importance to 
education in “media literacy” in school curriculae, from an early age. 

 
In its Communication on Community support policies for Employment, drafted for the Cardiff 
European 
Council, the European Commission stressed the importance of making the most of the new 
opportunities provided by digitisation, with particular reference to the need for public support for 
facilitating access to financing and for improving training. 
 
The other key constraint is IT infrastructure.91  The absence of an integrated European media and 
telecommunications infrastructure is another key issue – for example, the means of dominant 
transmission vary from country to country (for example, Belgium has a full cable penetration, while 
in Italy digital TV business are mostly based on satellite transmission). 
 

As far as feasible activities are concerned, what will be the market response? Which sectors 
will be economically profitable? Why? Is it only a matter of technological practicability ? 
 
Market response is only in part driven by IT infrastructure technology.   An analysis of the market 
segments below implies that consumer attitudes, government regulation and consumer services 
bundling are of equal or greater import. 
 
PricewaterhouseCoopers’ vision of the entertainment and media industry of 2006 92 was developed 
using an analytical framework built around the three primary drivers, known as the “great 
expectations” scenario, of: 

• Delivery Deployment 
• Content Innovation 
• Government Intervention 

 
This report identifies the following “high-impact industry segments”: 

• Recorded Music 
• TV Distribution 
• Internet Advertising 
• Access Spending 

 
These are seen as the segments most affected by the three drivers of the “great expectations” 
scenario, and they are being thrust into change at an accelerated rate and will experience the 
greatest volatility.  They will also edge closer to revolutionary change during the forecast period 
than the others. 
 
Recorded Music 
The Recorded Music industry has been grappling with issues of delivery, regionalisation of content, 
and regulation for some time and will continue to be the segment most impacted by these drivers of 
change.  New entrants, such as Napster and its successors, have triggered an attitudinal shift among 
consumers that will lead to a more willing adoption of new content formats and delivery 
technologies. However, this attitudinal shift also has implications on how much consumers are 
                                                 
91 EUROPEAN PARLIAMENT, Digital Technology evolution and its impact on the EU Entertainment and Media sectors, STOA Study, Brussels, 
17.7.2000. 
92 PRICEWATERHOUSECOOPERS, Global Entertainment and Media Outlook: 2002-2006, June 2002. 
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willing to pay, and for what. This became evident in 2001 when sales of recorded singles — now 
readily obtained online — declined by almost 40%. Such events have forced the recorded music 
industry ahead of others in attempts to deal with issues of intellectual-property regulation and online 
business-model design. 
 
Television Distribution 
The TV Distribution segment will confront delivery – and content – related changes as digital cable 
and digital terrestrial television offerings grow in reach, and as cable and satellite providers 
continue to consolidate.  Around the world, regulation in this industry promises significant change.  
For example, the U.S. government is poised to relax or eliminate TV station ownership limitations.  
Similar changes are expected in other major markets by 2006.  TV distributors in numerous 
countries also must deal with government-imposed local content quotas and limitations on foreign 
investment. 
 
Internet Advertising and Access Spending 
The online landscape will see substantial change as incumbent Internet service providers compete 
more and more with cable Internet providers and, eventually, serious wireless contenders. 
 
Further, access is expected to be bundled with other consumer devices and content services by 
2006.  Large telephony-related Internet access brands will likely become less important, as niche 
brands with bundles of targeted services increasingly dominate the access business. 
 

What sectors of the entertainment and media industry will grow the fastest within the next 
years? Could one imagine, for instance, that increased Internet usage will result in decreased 
television viewing - as it happened to the cinema sector (i.e. decline of admissions in the 1980s) 
after the penetration of video-cassette recorders into private households and after the 
emergence of private TV channels? 
 
Internet Advertising and Access Spending 93– this is seen as the fastest growing segment over the 
next five years, expanding by 12.1 percent CAGR to total $94 billion in 2006, up from $53 billion 
in 2001. The principal drivers will be increased broadband availability and rising online penetration, 
while a strong e-commerce market will lead to a rebound in online advertising. 
 

To which extent will a diversification of technological solutions influence the cultural industry 
(e.g. free access television (advertised), free access television (non-advertised), pay television, 
cable television, and satellite broadcasting)? 
 
In the digital age, the cultural industry must deliver to multiple platforms such as the various 
flavours of interactive digital TV, PCs, Personal Digital Assistants and the new generation of 
mobile Smart Phones. Device agile content is the goal. 
 
 
However content will be difficult to customise for some devices 94. Content providers like USA 
Today now publish information in device-independent formats like XML. But device-specific 
translators don't work seamlessly -- graphics in particular don't translate well. Even when 
translation works, providers must reconsider the length and organisation of their content for each 

                                                 
93 PRICEWATERHOUSECOOPERS, Global Entertainment and Media Outlook: 2002-2006, June 2002. 
94 Forrester Report Many Devices, One Customer, June 2000 
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device. For example, consumers reading email on cell phones skip six screens of header to get the 
message today. WAP portals from Yahoo! and MSN force all users to scroll past calendar and 
phone-book menu items -- even customers who don't use them. 
 
If one considers the digital multi-media outputs of the cultural industry, then it is apparent that 
increasingly the cultural industries must consider the target access device (a TV is not a PC is not a 
Smart Phone etc), even to the extent that it may have to create several ‘versions’ of a particular 
product. 
 
 
How quantifiable is the value added by new technologies with regard to the final/total value of 
the cultural/artistic good/performance concerned ? 
 
Initial research has revealed no information on this question. 
 
Even if some is found, it is arguable how credible it will be, as the perceived quality / value of a 
cultural / artistic good / performance is subject to so many subjective interpretations and value 
judgements. 
 
Probably the best one can say is that the utilisation of certain technologies can help in the efficiency 
of the production process, but this may not necessarily affect the quality / value. An analogy is the 
creation of special effects used in film-making. There are now certain defacto software tools for 
creating these special effects, which in the hands of a skilled creative and production team can 
create a stunning movie or, in less skilled hands, can create an awful movie – we all know examples 
of each ! 
 
 
Which role does technological progress play in determining the market success of new products? 
Why is it, for instance, that two digital formats launched to replace traditional analogical 
cassettes (MCs) - ie Digital Compact Cassette (DCC) and Minidisc (MD) - have not (yet?) 
reached the status of mass market products whereas audio Compact Discs (CDs) have ? 
 
By the early 1980s 95, two major digital players, Sony and Philips, were closing in on viable digital 
disk formats. With the folly of quad still fresh in the minds of consumers and electronics firms alike 
(and a home video war still raging between the VHS and BETA videocassette formats), the two 
electronics titans decided to avert a war altogether. Joining forces behind a single standard, they 
unveiled the compact disc in its first audio format. Largely as a result of this prudent coalition, the 
compact disc format was embraced swiftly by major labels and hardware interests around the world. 
 
The CD was introduced in 1982 as the first digital format for pre-recorded music. The most 
influential factor for their endurance despite their initial terrible reviews had to be the record 
industry.  Industries had never liked cassette tapes much because of their recordable ability, and the 
companies had been waiting for any other promising medium to be introduced so that they could 
support it and then reduce cassette tape sales. CDs were this promising new medium. They were 
everything that the record companies had wanted, but most importantly there was no easy way for 
consumers to make copies of CDs. With such strong backing from the record companies, it was 
obvious, even early-on, that the digital CD was the way of the future.  
 

                                                 
95 This section a collation of various digital audio history news articles 
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Everyone loved the concept and the implications of the CD. But consumers needed to be pushed 
and recording techniques needed to be improved before CDs were to catch on. Recording engineers 
were able to increase the quality of CDs via recording techniques fairly quickly once it was evident 
that the investment would be profitable for the record companies. When it was obvious that the 
quality of CDs was at least as high as other available mediums, the consumers had to be given 
reasons to buy CDs. The first thing that record companies did was to decrease prices and increase 
availability. One of the first markets that was intrigued by CDs was the classical music market, so a 
considerable amount of classical music was released on CDs in the early 80s. Soon, classical fans 
were dependent upon the CD format more than any other format because there was simply more 
classical music available on CD than on anything else.  
 
But CDs were charming not only to the record industry, as there were other major advantages over 
cassettes and records offered by CD players which were extremely attractive to consumers.  They 
were digital and therefore lost no quality when reproduced, so anyone listening to a CD was assured 
that s/he was listening to something that had the same quality as the master copy in the studio.  
People who bought CDs never had to worry about their music quality degrading either because the 
grooves in the CD are read by a laser instead of a needle. This non-touch optical pickup system 
virtually eliminates degradation and because the grooved metal in the CD is covered with a layer of 
plastic, light scratches and dust do not affect the quality of the music.  
 
However, having proven the virtues of compromise through their joint commitment to compact 
discs, Sony and Philips promptly parted ways, each throwing its weight behind different and 
incompatible recordable digital formats intended to rival the analogue cassette. 
 
The mini-disc (MD) was introduced as a smaller version of the CD in 1991. The digital audio tape 
(DAT) was introduced in 1990. The third (and perhaps most promising) format, the digital compact 
cassette (DCC), was introduced in late 1992.  
 
The MD was originally meant to compete with and hopefully replace the compact disc. The 
development for the MD had taken place over the last three years of the 80s. When it was 
introduced it was marketed as being a very small CD, and people were supposed to begin buying 
these new miniature versions of what they already had.   Unfortunately, the smaller size of the MD 
only gave it one advantage over the CD: which was that the MD was able to access a track more 
quickly than a CD because the laser had less distance to move. This would come in handy if 
someone wanted to skip from the first song straight to the last song on the disc. They would not 
have to wait as long to hear the last song.  However, such faster track access was hardly a good 
enough reason for music listeners to get rid of all their CDs and buy MDs instead.  
 
MDs therefore didn't have very many advantages over CDs. The MD promoters realised this, so 
they made MDs recordable. First they had to battle the record companies, and miraculously they 
won without having to add any special features that would limit piracy. Perhaps it was because the 
record companies believed that the MD would not succeed. Despite the MD’s two advantages over 
the CD, it didn't get much support from music listeners of any genre because the only MDs released 
were in the popular music genre which was already dominated by CDs and cassettes.  However, 
MDs have not died off completely – a few stores still sell them.  MD was probably the most 
successful of these three new formats.  
 
DATs, which were also developed in the later years of the 80s, were an attempt to combine the 
benefits of CDs and cassette tapes. They were digital and they were recordable. But they worked 
more like a tape than a CD, using a direct contact system which eliminated the need for a buffer 
memory to prevent skips. DATs did not do well because most of the record companies waited to 
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release pre-recorded music on them until the lawsuit between Sony and the National Music 
Publication Association was resolved. The NMPA was suing Sony for the same old reason - they 
were afraid of the repercussions of a digital recordable device being sold to consumers. Two things 
were decided by the lawsuit: DATs would be required to have the SCMS integrated in the recorders 
and music industry trade groups would receive a 7.5% royalty on DAT recorders along with a 1.2¢ 
per minute levy on DAT blanks. This ruling along with the tremendously high prices of DAT 
recorders and players killed DATs.  Within a year of their release, it was obvious that the DAT 
format would disappear into oblivion.  
 
DCCs were a better version of DATs in virtually every way. DCC promoters had the convenience 
of waiting for the Sony vs. NMPA decision before releasing DCCs, so they took precautions to 
prevent conflict with record companies such as using SCMS in their recorders and bargaining with 
the companies instead of battling with them. The DCC was also a digital tape, but it had numerous 
advantages over the DAT. First, when it was introduced, the recorders only cost $500 to $600, 
about half the price of DAT recorders. They too operated through a direct contact system, but they 
used a special type of compression that allowed them to do two things that no other format could 
claim. Using Precision Adaptive Sub-band Coding (PASC), they were able to compress digital 
information into 25% of the space that CDs, DATs, and MDs could. PASC also allowed them to be 
"backwards compatible" which meant that they could also play analog cassette tapes. This was 
meant to help DCCs take over the analog cassette's giant niche in the market. Audiophiles also 
claimed that the sound quality of DCCs was equivalent to that of CDs. DCCs took the DAT 
innovators' idea and did it the right way.  Unfortunately, DCCs also failed to grab music listeners' 
attention.  
 
 
Particularly to the print industries: What kind of (technological) factors does mostly affect the 
economic viability of the product/service concerned ? 
 
“Teams of editors, designers, authors, publishers and increasingly marketing executives will be put 
together to guide a project to completion.  They will then dissolve and reform with a different mix 
to handle the next job.  What is certain is that accessing and passing information across the internet 
will not be a problem. This will enable print-on-demand forms of information delivery, firstly for 
academic journals and books, and then, increasingly for time sensitive material. The personalised 
newspaper is the ultimate and there will be a market for a publication which covers items that are of 
particular interest to one individual. However, the costs and difficulties of producing a publication, 
and the size of even a small tabloid tailored to one individual, will be prohibitive and the product 
itself unattractive.  Instead the digital publication that sells will be one where the user selects 
subjects and sources, and intelligent agent software, combing the Net will collate the information at 
a preset time and print it inside the ‘home’. It will then be possible to read the Daily Me digest to 
coincide with the alarm clock”96. 
  
 
Particularly to the print industries: How do these technologies change the way news media (and 
newspapers in particular) compete in a globalised market ? 
 
The diagram above implies a value chain for the print industries in the digital age. It will be noticed 
that printing is the final step in this value chain.  In other words all the other ‘layers’ are added 
value, and to a large extent are location independent. This means that increasingly, a ‘print’ 

                                                 
96 WARD G., Publishing in the Digital Age. How digital technology is revolutionising the world of books, magazines, newspapers and printing, 
Bowerdean, 1998 
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organisation can potentially be a cultural industry technology and content service provider. The 
implications of this business and technology model are that subject to cultural and language 
constraints, there is effectively transparent global competition in the print industries. 
 
The critical trends shaping the future of printing, and thus the future possibilities for creativity in 
the advertising, marketing and publishing industries are highlighted through technology, processes 
and products97.  The rise of the internet and the subsequent ability to be able to distribute vast 
quantities of data to diverse locations has taken the distance out of printing.  Printers can offer 
traditional “print and disseminate” solutions, or the reverse “disseminate and print” model, where 
material can be printed where it actually reaches the customer. 
 
A key challenge for publishers is therefore how to lower these costs. The internet holds substantial 
opportunities in this regard in allowing publishers to distribute and print, rather than print and 
distribute, through localised print branches, off-internet printing and print-on-demand bookshops, 
and these distribution channels will increase in the future.  Digital printing therefore remains vital.  
New technologies, such as waterless ink to cut drying and e-commerce to cut administration and 
proofing time, are also being utilised to reduce turnaround time. This e-commerce element includes 
the use of XML internet interfaces to allow customers to submit and receive their own quotations, 
to submit, edit and proof files online in a matter of minutes rather than days, and to track jobs 
through the factory. 
 
Finally, there is the altered role of traditional printers as cross-media hubs.  Working on the premise 
that a digital file is received, ink-on-paper is only one of many output options, which include 
HTML conversion, CD-ROM development, and PDFs for the web. The printer thus takes a full role 
as a deliverer of content in whichever format is required by the customer. 
 
 
A.2  Markets / Players / Mergers and Acquisitions 
 
The cultural industries are not always well defined: a great variety of economic, cultural and non-
cultural activities can be included in this industrial category. The conceptual vagueness of the 
cultural industries contrasts with the very dynamic reality of cultural supply. The digital revolution 
has driven intense merger and acquisition activity. That will continue. Larger 'content companies' 
will continue to acquire smaller entities that present profit opportunities. Nevertheless, the question 
arises as whether bigger necessarily means better? In the EU the cultural supply is particularly 
stimulated by the dynamism of Small & Medium Enterprises (SMEs) and it touches upon a series of 
economic sectors with a strong impact on the labour market. Because of the gradual integration of 
economies, cultural SMEs and craft industries are subject to international competition. 
 
 
Whilst reaching conclusions in respect of the importance of the cultural sector within the EU-15, 
little real data is available in respect of the numbers of professionals either involved or employed in 
the cultural sector in the EU-15. Nor is there significant information in respect of the numbers or 
volumes of cultural products made across the EU-15 – such information is confined mainly to 
statistics gathered in specific sub-sectors through Eurostat.  Four papers provide the most up-to-date 
summary of employment in the cultural sector across the EU-15. These papers are: 
 
• The European Commission Staff Working Paper “Culture, the Cultural Industries and 

Employment” published in 1998 

                                                 
97 Global trends in the printing industries. Jonathan Fisher May 2002 
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• “The Employment and Enterprise Characteristics of the Cultural Sector in Europe” for 
Banking on Culture in 2000 

• “Exploitation and development of the job potential in the cultural sector in the age of 
digitalisation” for the European Commission DG Employment and Social Affairs in 2002 

• “E business Report No 2: ICT and e-business in the Media and Printing Sector”, published 
in 2002 by the European Commission Enterprise Directorate General 

 
 
How many professionals are involved/employed in the cultural sector concerned? 
 
The European Commission Staff Working Paper focuses upon the dynamics of employment in the 
cultural sector across the EU. The Paper is in two parts. The first analyses the cultural practices in 
European Member States, focusing on the employment situation within each of the cultural sectors. 
The second analyses issues both in respect of the development of employment directly related to 
culture, and in respect of the exploitation of Europe’s cultural wealth in other economic sectors of 
the EU economy.  
 
The conclusions reached in the Paper were as follows: 

1. The trends observed and analysis undertaken confirms that culture and the activities that 
surround it are a resource for Europe’s future and an important asset for the development of 
employment in Europe 

2. Whilst a direct comparison with other economic sectors is simplistic, the cultural sectors are 
interesting test beds for new practices linking versatility, occupational and geographical 
mobility, and the promotion of a project approach that will all help in the development of 
new initiatives which can create new jobs 

3. Whilst this project approach often offers artists and cultural workers the opportunities to 
create new activities and new jobs, such entrepreneurial activities appear viable only within 
a context that encourages the development of partnerships with other sections of society. In 
consequence the Commission should focus action in support of the development of 
European networks of people active in the cultural fields, and the creative professions and 
institutions, to develop such partnerships 

4. Particular difficulty is found financing the creative and intermediary phases of projects in 
the cultural sector. In consequence financial support should be offered that not only 
nourishes culture but promotes new initiatives that translate into new cultural products and 
jobs 

5. That it is clear that cultural entrepreneurship is an area of expertise undergoing dynamic 
change, and the requirements of these changes needs to be monitored by the Commission 

6. That the new Employment Title in the Amsterdam Treaty offers opportunities for the 
Commission to develop a multidimensional approach to the questions of culture and 
employment, encompassing developmental and economic and social cohesion 
considerations, which include the activities of the Community Structural Funds. These could 
offer new opportunities for development that would enable the Union’s citizens to fully 
express their cultural identity. 

 
The Paper also identified the numbers employed directly in the cultural sector in 1995: 
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Number of persons directly employed in the cultural sector in the European Union (1995) 
 
Member 
State 

Combined 
employment 

Performing 
arts 

Heritage & 
education 

Cinema & 
audio-visual 

Publishing 
& recording 

Press Crafts 

Germany 1.00,760 100,000 80,000 200,760 170,000  450,000 
Austria 3,681   3,681    
Belgium 57,653 12,400 10,970 20,889 6,485  6,909 
Denmark 17,599  2,900 14,699    
Spain  257,113 42,400 21,930 * 88,523 32,260  72,000 
Finland 33,566 9,060 8,560 7,025 1,971  6,950 
France ** 678,688 160,000 96,400 177,108 95,180 66,470 150,000 
Greece  10,134   10,134    
Ireland 31,536 6,150 1,500 6,086 1,800  16,000 
Italy ** 431,637 104,000 36,413 * 144,023 64,201 63,946 83,000 
Luxembourg 2,320   2,320    
Netherlands 151,647 35,000 15,961 57,186 22,500  21,000 
Portugal 35,918 12,000 4,000 8,918 2,500  8,500 
UK ** 410,643 90,100 71,600 198,543 25,400 101,100 25,000 
Sweden 60,907 33,000 3,500 10,907 3,500  10,000 
Total ** 3.183,802 604,110 353,734 950,802 425,797 231,516 849,359 
 
* Excludes art teaching but includes architecture in Spain 
** Excludes employment in the press 
All figure include full-time and part-time work without differentiation 
 
The data in this table appears to have provided the baseline information for some of the studies that 
follow.  
 
 
This continued lack of up-to-date statistical information was again recognised in the next major 
study of the employment and enterprise characteristics in the cultural sector - The Employment 
and Enterprise Characteristics of the Cultural Sector in Europe.   This detailed analysis of 
research data was undertaken in February 2000 on behalf of the European Commission and 
Parliament as part of the Third System and Employment Banking On Culture Project.  Whilst 
accepting the general lack of data as an issue, the researchers in this instance sought to identify the 
characteristics of employment and enterprise development in the cultural sector, rather than the 
numbers employed.  The project sought to identify the key employment and enterprise 
characteristics of the cultural sector across Europe through a review of published research data and 
statistics. The resulting publication, by Keith Hackett and Peter Ramsden, was published by 
Banking On Culture in February 2000.  
 
This report comprised a review of all current and recent literature relating to cultural employment in 
the European Union’s Member States up to the summer of 1999.  The contents of the report were 
based upon published information and data from across the Member States of Europe, the sources 
for which were referenced. An analysis of the results of the research indicates the following: 
 
Enterprise structure is similar across art forms: A comparative analysis of the size and relative 
number of cultural enterprises established and operating within each art form indicates that all parts 
of the cultural sector have: 

• a small number of very large enterprises and a very large number of very small enterprises 

• a huge volume of sole traders, freelancers and "intermittents", who form the majority of 
people who work within all the cultural sub-sectors, except in museums and heritage 
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• a distinctive and substantial commercial and subsidised element operating within them, 
except in museums and heritage and the performing arts. Only museums and heritage and 
the performing arts are reliant on public subsidy to the extent that its withdrawal would 
significantly threaten the workings of these sectors 

• a free exchange between the commercial and subsidised sectors, particularly amongst 
cultural small enterprises and freelancers, even where traditionally the commercial sector is 
relatively small, such as in the performing arts. There is even limited evidence that museum 
professionals are crossing over into the commercial sector in the fine arts trade and 
publishing. 

 
Employment status is similar across art forms: The nature of the employment status of staff 
working within artform specific cultural enterprises in the cultural sector is similar.  In general, the 
employment status for cultural workers in all countries divides amongst three categories common 
across industry and commerce as a whole:  

• training and apprenticeships for those learning their trades or new to their jobs;  

• direct employment as employees of an organisation or enterprise;  

• some form of self-employment which, in certain Member States, then divides into specific 
craft or industry-related specialisms.  Voluntary activity is particularly significant within 
Europe's heritage and museums, as is unpaid work amongst Europe's musicians. 

 
Work patterns are similar across art forms: A comparative analysis of the work patterns of staff 
working within cultural enterprises established and operating in each art-form indicates that there 
are considerable similarities in the patterns of work and employment amongst cultural workers in all 
art-forms, except in museums and heritage.  Typical work patterns in the cultural sector include 
mobility, seasonal variations, discontinuous career development, short-term contracts, part-time 
working, extended working hours, a vocational ethos, and multiple jobs leading to an accumulation 
of work and expertise both inside and outside the cultural sector.  Evidence in Ireland, for instance, 
also suggests certain of these similarities are now evident in the museums sector. 
 
Regulatory frameworks can influence the cultural sector: The specific fiscal policies and 
legislative frameworks of individual Member States in respect of cultural workers can have 
beneficial impacts on the employment characteristics of the cultural sector. There is evidence that 
the fiscal policies and legislative frameworks of individual Member States have a direct impact and 
positive effect upon the employment characteristics of the cultural sector within each Member State 
where these occur (examples of these special measures are given below).  The differing treatment of 
cultural workers across Member States, and the unequal impacts these have on local cultural 
employment conditions, has been recognised and commented upon by the European Parliament's 
Committee on Culture, Youth, Education and the Media.  
 
Emergence of ‘growth profile’ for all art-forms: There is a size structure of firms/organisations 
that could be considered "a typical profile" for the growth and development of cultural enterprises 
for all art-forms in Europe. The research indicates that a profile for the cultural enterprises operating 
within a particular art-form is developing that can be considered "typical", albeit that this profile is 
affected by particular issues influencing the financing of each art-form sector.  Typically, this 
profile suggests that every sector within the cultural sector in the European Union is similar, in that 
the art-form in question is now dominated by a few very large institutions and enterprises, and a 
huge volume of small enterprises and sole traders. 
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Public subsidy and investment have differential effects on employment across art forms: The 
availability - or not - of public subsidy and private sector investment has differing effects on the 
employment characteristics of the cultural sector according to art form. Evidence from the research 
indicates that the availability, or otherwise, of public subsidy and private sector investment affects 
the employment characteristics in certain fields and art-forms of the cultural sector, in a similar 
fashion, throughout most of the European Union, although some specific exceptions do exist within 
two Member States.  The research indicates that overall, where the individual art forms differ is in 
the nature and scale of the large enterprises and organisations which dominate each sector.  In the 
case of the art-form sectors where private investment is the majority - publishing, crafts production 
and music - the large organisations are multinational and national companies which dominate 
markets in individual Member States and across the Union as a whole.  In the case of the one art-
form where public investment is giving way to private - television and radio broadcasting - a similar 
pattern emerges, where fewer and larger broadcasting companies dominate and the volume of niche 
small businesses, sole traders and "intermittents" is growing.  
 
The remaining two art-forms - the performing arts and heritage - remain heavily dependent upon 
public subsidy, tending to transfer out their more commercial activities into other art-forms such as 
film, television, publishing, theme parks, the fine art trade, antiques, etc.  The model of a few large 
institutions remains the same however, albeit at a Member State level, where major flagship 
museums, galleries and theatres dominate both national cultural life and state funding, with the 
exception of the Netherlands.  Around these major institutions in the performing arts, are a plethora 
of small regional theatres, local arts centres, touring companies and sole traders.  In the heritage 
sector, although the network of small regional museums and monuments exists, the place of the 
performers is taken up by artefacts, historic buildings and collections of paintings. 
 
Micro-businesses are the key to growth: Micro-businesses are the growth sector of the cultural 
economy across the European Union, and have a key role in delivering growth and employment in 
the cultural sector in the future.  The research therefore indicates that there is a typical profile for 
enterprises in the cultural sector: "large flagships" together with small enterprises, micro-businesses 
and sole-traders.  Only in the museums and heritage sector does this model not apply because here 
there are far fewer sole traders and freelancers: here there is also evidence of the substitution of the 
roles of micro-businesses and sole traders by volunteers and enthusiasts.  The research also 
indicates one further commonality between the staff employed in the large cultural institutions, and 
the freelancers and sole traders.  Outside a very few senior executives, the work patterns of staff 
working throughout all cultural enterprises are now similar across the European Union.  Mobility, 
seasonal variations, discontinuous career development, short-term contracts, part-time working, 
extended working hours, a vocational ethos, and multiple jobs leading to an accumulation of work 
and expertise both inside and outside the cultural sector, are all characteristic of employment 
throughout Europe's cultural sector.  As a consequence, permanent employment in the sector can no 
longer be guaranteed, and it is likely that most cultural workers will trade as micro-businesses at 
some point in their working lives. 
 
As a consequence, the distribution of current employment across the various sub-sectors comprising 
the cultural industries of the European Union, demonstrates distinct and similar characteristics. All 
appear to show an “hour-glass effect” in the distribution of current employment, with 
concentrations of people employed in a small number of large enterprises and a large number of 
very small ones. In addition, all sub-sectors appear to show a continuing “narrowing” in the hour-
glass neck, suggesting that employment amongst medium-sized enterprises is in decline across the 
cultural industries of Europe, with the effect that the distribution of future employment in the 
cultural sector of the European Union will shift, and become more concentrated either within the 
small number of larger companies or towards the growing multitude of small and micro-businesses. 
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This concentration of employment has particular consequences for policy interventions designed to 
promote employment creation and business growth within Europe’s cultural sector. 
 
The current distribution of employment can be summarised in the following schematic diagram. 
 
 

PLEASE REFER TO THE HOURGLASS DIAGRAM ON THE LAST PAGE OF THIS 
DOCUMENT 

 
 

In addition, this diagram demonstrates three other distinct characteristics affecting employment in 
the cultural sector across the European Union: 

• The nature of the cultural activities in receipt of public subsidy is similar across the Member 
States of Europe 

• New information and communications technologies are causing a convergence between art-
forms, particularly where commercial finances are the major source of revenue income 

• People working outside the formal economy as intermittents or casuals, whilst registered 
unemployed or as volunteers, make a very significant contribution to the volume of artistic 
activities taking place across the European Union: and that these activities are concentrated 
within those art-forms already in receipt of public subsidy. 

 
In addition, the same research made one key observation in respect of the cultural industries across 
the Member States of the European Union - that the statistical data available in respect of the 
cultural and creative industries across the European Union is incomplete. 
 
 
The next major report, “Exploitation and development of the job potential in the cultural sector 
in the age of digitalisation” (known as the MKW report), commissioned by the European 
Commission, provides data and analysis in a number of areas relevant to employment in the cultural 
sector in the EU. 
 
An overall assessment: In terms of an overall assessment of the exploitation and development of 
the job potential in the cultural sector in the age of digitisation, the report concludes that digital 
culture has acted as an employment motor in the past, and will continue to do so in the future. The 
report further concludes that this view is primarily based upon the strong demand within the TIMES 
sector for creativity and content (the TIMES sector is defined as “Telecommunications, Internet, 
Multimedia, E-commerce, Software and Security). At the same time, dramatic personnel 
bottlenecks can already be observed in this sector today. 
 
Therefore the report suggests two specific actions that should be undertaken by policy makers: 

• much better orientation of the instruments of employment policy toward this area, both on 
the European and national levels, and also of those within the framework of European 
Employment Policy 

• improved information, communication and funding tools, especially in the area of training 
and further education.  

 
Therefore, as an overall assessment, the report concludes that, within the context of subsidisation 
policy, the economic sector with the best prospects for growth and employment is being extensively 
neglected, is not being sufficiently recorded in employment statistics, and its needs are not being 
adequately looked after.  
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An overview of the cultural sector in the EU: The report identifies the cultural sector in the EU as 
comprising the following: 

• A sector where the economic and labour market aspects have, until recently, been 
considered as of secondary importance compared to those aspects concerned with the 
welfare state, social policy and the aesthetic sensibilities of citizens 

• A sector where research has been commissioned in the past ten years - under the broad 
tropic of “cultural economy and employment” - which has led to policy shifts. The policy 
shifts speak either of the “economisation of culture” or the “culturalisation of economy”. 
Within this research, three very different levels of discussions can be discerned – each of 
which is inspired by different interests in specific areas of understanding. These three 
approaches are: 

• “culture-critical cultural studies” such as the cultural plans being developed at local level 
in the UK; 

• studies based upon the labour market, from a general sociological approach; and 

• studies commissioned by employment policy makers and interest groups concerning 
“employment in the cultural sector” or the cultural sector as a job-creator 

• Because the development of cultural economic concepts is a relatively new one, and because 
the labour market policy viewpoints remain subordinate to those from a cultural perspective, 
the spectrum of conclusions and opinions found in the research literature remains very 
heterogeneous. It is therefore not possible to speak of any “mainstream of thought” within 
the current body of research. 

• This lack of definition is exemplified by the absence both of an EU-wide uniform definition 
of the “cultural economy” and of any corresponding standardised statistics on the EU level 
which can serves as the basis for empirically depicting the employment developments in the 
field of culture. This absence, the report concludes, is due to a number of factors – 
historically evolved patterns of interpretation, European countries having very different 
understandings of culture and the cultural sector, and the base for current assumptions being 
made on non-empirical studies. 

 
The characteristics, volume and trends of employment in the cultural sector in the EU: 
Despite the unsatisfactory situation with data, the Study was able to undertake a practicable 
statistical demarcation of the cultural sector. On this basis, the most important quantitative 
characteristics of the cultural sector have been obtained. The information that is available is 
summarised as follows: 

• The cultural sector is characterised by a high share of freelancers and very small companies, 
and a new type of employer is emerging in the sector that takes the form of the 
“entrepreneurial individual” or “entrepreneurial cultural worker”. These new types of 
employers no longer fit into the typical employment patterns of full-time professionals 

• According to the broadest definitions of the cultural sector, there are currently 7.2 million 
workers in the EU cultural sector. This figure is significantly higher than that assumed in 
previous studies 

• From 1995 to 1999, the cultural sector across the EU has experienced an annual average 
growth rate of 2.1%. This employment growth was concentrated in those areas of the 
cultural sector where demand for content is greatest, whilst employment levels stagnated in 
the characteristically industrial areas – such as the printing industry. Similarly within the 
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cultural sector, employment grew within cultural occupations by 4.8% in the same period, 
whereas employment in non-cultural occupations – such as administration – decreased 

• Continued employment growth is anticipated amongst creative occupations in the cultural 
sector in the EU, since the demand for cultural products and services is increasing strongly, 
both from private households and from companies 

• Future employment trends indicate that “content producers” will be in great demand, and 
more so than distributive or marketing occupations in the cultural sector. Speaking 
generally, this is because the rapidly increasing digitalisation of cultural products will result 
in “traditional” cultural media, such as books and printed matter, losing significance, whilst 
new media products and applications will come to the fore. 

 
The characteristics, volume, trends and requirements of employment in digital culture: 
“Digital culture” is defined in the Study as the results of an interaction between “traditional culture 
“ (content), the TIMES sector (technology) and services and distribution. The TIMES sector is 
defined as “Telecommunications, Internet, Multimedia, E-commerce, Software and Security, and is 
used in the Study to cover the whole audio-visual sector which in turn encompasses the whole 
multimedia sector including cultural industry areas such as TV, publishing, and the music industry. 
Employment in digital culture is summarised as follows: 

• The TIMES sector in the EU is characterised by very small companies. Only 13.2% of the 
companies in the sector employ more than 50 people, and there is a high percentage of 
freelance staff with 1.3 freelancers working for every 1 employee. In contrast, at 30%, the 
share of women in employment in the TIMES sector is very low, and below the figure in 
creative occupations, whilst amongst start-up businesses in the sector, the figure is lower 
still at 20% 

• Digital culture shows enormous employment dynamics, particularly in the areas of 
multimedia and software. These two areas are those with the highest demand for content and 
creativity, and therefore represent the best employment opportunities for creative workers 

• There are currently approximately 1.5 million companies in the EU active in the areas of 
multimedia and software. These companies together employ a total of 12.4 million workers. 
If a decline in the annual growth rate of these companies is assumed over the next ten years, 
from ten percent in 2001, to just three percent in 2011, then total employment in this sector 
is predicted to rise to 22 million jobs across the EU-15 in 2011. So approximately 9.6 
million new jobs are predicted in the EU-15 in multimedia and software in the decade up to 
2011 

• In digital culture, completely new job profiles and qualifications relating to content 
production are emerging. These are of significant interest to cultural workers. These new 
employment opportunities are concentrated not in the technical segment of the TIMES 
sector (printing, infrastructure, hardware and technology) where growth is largely stagnant 
or in decline, but in the areas of content development such as web design, advertising, 
publishing, media production, education, interpretation, entertainment, etc 

• However the TIMES sector is already experiencing great bottlenecks in recruiting personnel 
on an EU-wide basis. This shortage of qualified personnel represents the primary hindrance 
to growth in the TIMES sector at present. 

 
The current good practices for training and qualification: The Study notes that there are large 
numbers of existing good practice taking place across the EU in respect of training and 
qualifications for these new employment profiles within digital culture. However, the Study also 
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notes that, in the light of the enormous need for skilled and qualified staff in digital culture, these 
initiatives are still nowhere near sufficient in number.   
 
Obstacles to mobility: The Study further notes that, whilst the mobility of cultural workers 
generally is somewhat higher than other professional groups in the EU, cultural worker mobility, 
both trans-nationally and cross-border, remains still not significantly high. The Study notes that the 
main solution to this issue is a more transparent labour market for cultural and multimedia workers 
at EU level. To this end it proposes the development of information networks and market places for 
workers, and the creation on an internet-supported “European Information Platform”. 
 
The Report contains statistical information in respect of employment in the cultural sector across 
the EU-15. The most useful summary amongst these various tables is as follows: 
 
European Union Occupation by industry matrix 1999 
(in thousands) 
 
  Occupation 
  243 245 347 213 313 214   
  Archivists, 

librarians 
Writers, 
creative 

performing 
operators 

Artistic, 
entertainment, 

sports 
professions 

Computer 
professionals

Optical 
and 

electronic 
equipment 
operators

Architects, 
engineers 

Other 
occupations 

Total 

22 Publishing, 
recorded 
media 

3 217 45 16 10 13 1,654 1,958 

92 Cultural and 
sporting 
activities 

84 525 294 13 98 13 1,777 2,804 

74 Other business 
activities 

7 90 184 91 95 745 7,858 9,071 

75 Public 
administration 

48 21 11 61 15 204 11,299 11,659 

91 Other social 
and public 
services 

7 29 8 5 4 12 1,328 1,391 

 Other sectors 84 125 223 1,214 138 2,099 124,732 128,614
 Total 233 1,007 764 1,400 361 3,085 148,648 155,498
 
Relative importance 
 

 Employment (in 
thousands) 

% of total 
employment 

Cultural Industries 4,762 3.06 
Cultural Occupations 2,004 1.29 
Cultural occup. in cultural 
industries 

1,167 0.75 

 
The final report, “E business Report No 2: ICT and e-business in the Media and Printing 
Sector”, is one of a series published by the European Commission Enterprise Directorate General 
and prepared by e-business-w@tch on their behalf (it is noted that a further report on the publishing 
sector commissioned by DG Enterprise is due to be published in February 2003).  The report, which 
is one of a series, seeks to provide data and business information in a unified manner that assists in 
the development of economic, innovation and SME policies across the EU. In particular, the reports 
seek to provide empirical data and information about the scope, nature and extent of the factors 
affecting the speed of e-business development in key sectors of the European economy. Fifteen 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 203

sectors have been examined in total, and this report covers the publishing, printing and reproduction 
of recorded media sector. 
 
The report defines “the media and printing sector” to include activities within the following 
classifications:  
• publishing, printing and reproduction of recorded media (NACE Rev.1 22);  
• motion picture and video activities (NACE Rev 1. 92.1) and  
• radio and television activities (NACE Rev.1 92.2).  
 
The report therefore analyses the use of ICT and e-business in the media and print sector, focussing 
on the creation and distribution of content. At the heart of the sector as defined is the publishing 
industry (NACE 22.1), which includes the publishing of books, newspapers, journals and 
periodicals, sound recordings and other publishing (such as posters, photos, timetables etc). Thus 
publishing is not confined to “traditional” print publications but includes the production of 
electronic content like music and videos.  Therefore the sector is also defined as including content 
in areas such as NACE 92.11 (motion picture and video production), NACE 92.12 (motion picture 
and video distribution) and NACE 92.13 (motion picture projection). The third major activity 
included in the sector is concerned with the physical production of content. This includes NACE 
22.2 (printing and related activities) and NACE 22.3 (reproduction of recorded media).  
 
Data in respect of the sector included the following: 

• In the year 2000, the publishing and printing sector in the thirteen EU countries (excluding 
Luxembourg and Greece) generated over 233 billion euro of production value. In addition, 
slightly more than 100 billion euro of value added at factor cost was created 

• Between 1997 and 2000, the publishing and printing industry was characterised by rapid 
growth. Production value in the sector grew by 53% in this period and value added increased 
by 65% in the same period 

• In 2000, over half of the sector’s total production value (51.7%) can be attributed to the 
publishing sub-unit (NACE 22.1). A further 100 billion euro (42.6%) of total production 
value can be attributed to printing and services relating to printing (NACE 22.2) whilst only 
5.8% of total production value in 2000 (13 billion euro) was produced in the recorded media 
industry. Figures for value added were similar 

• In 2000, the UK, Germany and France accounted for the largest part of the output of the EU 
printing and publishing sector. Together they comprised over 60% of the total production 
value in thirteen EU countries and 65% of value added 

• Overall, the production value figures show that the printing and publishing sector had a 
relatively small role in the national economies of the EU Member States in 2000. However, 
when the value added figures for the sector are included, the sector can be seen to play a 
more significant role in the economy of the EU as a whole – representing an industry share 
of 6.4% value added across all manufacturing in the EU in 2000 

• When figures for production value and value added are combined for the sector in 2000, 
these demonstrate that either a sector is strongly vertically integrated or that it has a good 
capability to add value the input goods and services it utilises. Therefore the printing and 
publishing sector in 2000 demonstrated that the industry in the EU produces a lot of “new” 
value on the basis of low value inputs 

• Data concerning employment in the publishing and printing sector is only available in 
twelve EU Member States. Total employment in these twelve countries (excluding Greece, 
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Luxembourg and the UK) in 2000 in the printing and publishing sector, was over 1.2 million 
people 

• On average, employment in the printing and publishing sectors in 2000 in each of the twelve 
Member States, averaged 5.1% of total employment in manufacturing. However, individual 
Member States showed marked differences between States, with the sector in Italy 
representing only 3.5% of employment in manufacturing compared to 10.9% in Denmark 

• In 2000, labour productivity in the printing and publishing sector, measured as value-added 
per employee, was an average value of 59,000 euro. Again there were considerable 
variations between States 

• The strong growth in the publishing and printing sector across the EU between 1997 and 
2000 (45% in production and 56% in value added) is reflected in a similar growth in 
employment, which, in the same time-span, rose by 34% 

• In 2000, Germany showed the highest figure for employment in the printing, publishing and 
reproduction of recorded media sector, and almost 60% of all those employed in the sector 
were in Germany, France and Italy (note the UK, Greece and Luxembourg are not included 
in these comparisons) 

• Statistics provided for the audio-visual services sector are largely incomplete in respect of 
employment in the sector. Those that are available indicate that the sector had the lowest 
sector share for total country employment in Italy (0.21% in 1998) whilst in the UK the 
broadcasting industry had a relatively high importance for the national economy (0.42% in 
1999 

• In eleven Member States (excluding the Netherlands, Greece, Luxembourg and the UK) 
figures show that the publishing, printing and reproduction of recorded media sector is 
dominated by small-sized enterprises. In 1997 over 97% of all companies employed less that 
49 people. These same companies generated 36.7% of the total turnover of the sector and 
employed less that 50% of those working 

• Medium and large-sized companies accounted for less than 3% of all companies in the 
sector. However they accounted for over 63% of turnover and more than half of the 
employment 

• Major structural changes are now affecting companies in the printing, publishing and 
recorded media sectors. These include an erosion in the traditional income streams and 
products caused by changes in technology, and a requirement for the adoption of new 
business strategies to exploit the newer forms of digital products 

• In response to these changes, large, vertically integrated companies have begun to emerge 
that produce and own content as well as owning the channels for its distribution. This 
integration has been characterised by a strategy of geographic diversification, with cross-
border partnerships and the acquisition of companies with strong local markets. Other 
factors influencing this trend include the new distribution channels available for digital 
goods (such as satellite and the internet); the growing use of English as an international 
language; and the cultural convergence already affecting the media and print sector 

• The digitisation of content in combination with a number of other factors – ever more 
powerful computers, the world wide web, more powerful search engines, and the 
development of exchange services for video and audio content on the internet – have all 
created a major challenge for the media and printing sector. As a result, consumers can now 
create an unlimited number of perfect copies of digital content at zero additional cost 
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• Whilst sharing of content had always taken place to some extent – through photocopies for 
instance – the internet and digitisation have introduced two new aspects: first, copies of 
digital goods are identical to the originals, and second, distribution of these goods is 
unprecedented. As a result owners of content forego sales  

• Two differing mechanisms are identified to compensate copyright owners for these foregone 
sales. The first is a lump sum, distributed to copyright owners, charged on the sale of the 
technical equipment (computers etc) and media (CDs or DVDs) necessary to reproduce 
digital goods. The second comprises a technical solution for digital rights management that 
identifies and describes digital content and sets rules as to how this content can be used. 
Such systems however, are not currently used because consumers do not readily accept 
them, and because they often limit the legal use of content 

• In consequence, these issues pose significant challenges for policy makers, who must seek 
to balance the legitimate interests of copyright owners with those of consumers. In the EU, 
directive2001/29/EC provides a framework for this harmonisation of copyright and related 
rights in the information society 

• Overall, digitisation is having one of three effects amongst the individual enterprises in the 
publishing, printing and reproduction of recorded media sector. First it is causing 
considerable change in the workflow and value chain within companies in the sector: 
second, it is changing the work-flows and relationships with external business partners and 
customers: and third, it is changing the products. Typically two strategies are adopted by 
enterprises to adapt to these changes – diversification, or specialisation 

• Entirely new business opportunities come with these two strategies, and in consequence, 
these new business activities transform the publishing, printing and reproduction of media 
sector. In particular, access providers are moving up the value chain towards content and 
service provision, and telecoms companies are positioning their internet portals on the 
content markets 

• The realisation of these new business strategies poses considerable challenges to the 
companies in the print, publishing and recorded video sector. These include that the speed of 
technical change requires companies to constantly invest in new technologies, even if they 
do not invest in the new business opportunities that come with them: and for the employees 
in the sector to make a similar commitment to keep abreast of these new technologies. In 
addition, apart from these investment needs and risks, copyright issues remain a major 
challenge for the sector 

• These investment needs and risks mean that digital content goods have specific economic 
properties that imply strong economies of scale in the production and distribution of such 
goods. Consequently large content producing and distribution companies can achieve 
economies of scale, and by doing so, large media companies and groups can spread the high 
costs of content product across very broad distribution networks – a process made easier still 
when these same companies also own the distribution channels. In consequence, there is an 
incentive for media companies to develop as vertically integrated media conglomerates 
which produce and own the content, as well as the channels to distribute it. In addition, the 
new technical possibilities to produce different media formats from one single data source 
and the increasing use of a common infrastructure for the distribution of this content across 
differing channels, has resulted in a trend for cross-media ownership  

• Consequently, the tendency towards concentration is strongest in those areas of the media 
and print sector where copyrights are owned, brands important, or where other reasons for 
economies of scale are important. However this does not apply to the whole media and print 
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sector, and in addition, a large number of companies have also been trying to find specialist 
and niche markets, serving a demand from highly segmented and special interest customers.  

• The company structures in the print, publishing and recorded media sector are therefore 
polarising, and becoming either one of growing larger to make use of the economies of 
scale, or of staying small and focussed upon a niche 

• Three policy areas are identified in the report as priorities for action for policy makers in the 
printing, publishing and recorded media sector in the EU, as a result of the above. SMEs 
must be able to cope with the technical and economic change: the tendencies towards 
concentration will remain an issue: and internationalisation in the sector requires the 
development and adoption of appropriate frameworks. 

 
A further source of information in respect of the book trade amongst accession countries was also 
identified – “The Book Sector in 2000 in Eastern Europe and Central Asia”.  Figures from this 
report are included in Part B2.6, but have not been included here as the countries covered are not 
members of the EU. 
 
 
Please indicate the total annual number of cultural/artistic productions made in the sector 
concerned, mentioning the country and the year referred to. 
 
The brief seeks detailed information in respect of the total annual number of cultural/artistic 
productions made in the sector, across both EU-15 and the United States.  A number of sources 
were consulted to assist in this task, including the reports referred to above. Amongst these Reports, 
only the e-business Study provided any information in respect of the numbers of cultural products 
made. 
 
In addition, the Eurostat databases (organised through the Statistical Office of the European 
Commission) provide the most detailed statistical information available. These were searched for 
published information and base-liine data under the following topic headings: visual arts, radio, 
music, TV, performing arts, art, design, audio-visual, cinema, theatre, and writing.  Under most of 
the search topics no information appeared to be available. However the search yielded seven 
published reports, covering some parts of the cultural sector. The areas of cultural sector activities 
where information was available were: 

• Audiovisual Services: Video cassette and DVD. Theme 4 – 3/2001 and Theme 4 – 21/2002 

• Cinema statistics. Theme 4 – 2/2001 and Theme 4 – 4/2002 

• Statistics on sound recordings. Theme 4 – 18/2002 

• The European TV broadcasting market. Theme 4 – 24/2002 

• Radio broadcasting market. Theme 4 – 34/2002 
 
An analysis of the information provided showed that only in the film production sector were any 
detailed statistics available in respect of cultural production. Otherwise all of the statistics related 
to the rate of consumption of cultural products.  Other statistics were gathered from the three 
reports identified above: 

• Culture, the Cultural Industries and Employment 
• The Employment and Enterprise Characteristics of the Cultural Sector in Europe (for the 

Banking on Culture project) 
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• Exploitation and development of the job potential in the cultural sector in the age of 
digitalisation 

 
 
Relevant tables from these reports are also included in Part B as follows: 

• Film: EU/US figures – tables B1, B8, B9, B11 and B12; EU figures – table B10 
• Radio & television: EU/US figures – table C1 
• Publishing: EU/US figures – table D1 

 
 
Please indicate the total turnover (in US Dollar and/or in Euro) for all cultural/artistic 
productions made in a specific country. 
 
Quantifiable information was also sought in respect of the turnover of cultural activities within 
individual Member States. Whilst considerable information has been published in respect of cultural 
employment within the individual member States (see above, and in such publications as Guide 
Culture, Employment, Europe Part 1. 1998), these publication do not include corresponding 
statistics in respect of the turnover of the cultural sector in individual Member States. In addition, 
the complete absence of statistics for some Member States (for example, in many cases, Greece, 
Austria and Luxembourg) and the lack of comparative definitions of the cultural sector across other, 
means that there is no reliable data published in respect of the turnover of the cultural sector in 
individual States in the EU-15. 
 
Eurostat currently identifies statistical information only in respect of the audio-visual sector 
(defined currently as including films, TV, radio, music sales and computer games) and the sales of 
sound recordings included in publishing and recording. In consequence, statistical information on 
turnover is only available in respect of less than one-third of the total employment impact in the 
cultural sector across the EU-15. 
 
In addition, the information that is available even within the audio-visual sector appears to be highly 
segmented – with a concentration generally on the European film industry.  An example of this 
segmentation is the recent Report “The European Film Industry under Analysis - Second 
Information Report 1997”. This has been prepared by the European Commission to inform 
investment strategies for the audio-visual sector across the EU-15. This Report concluded that, in 
respect of turnover, “the audiovisual industry is entering a new age, the age of digital broadcasting, 
the characteristics of which are a profusion of images and increasing global consumption. In 1997 
the United States accounted for 51% of the world audiovisual market compared with just 31% for 
Europe. However the growth rates achieved by Europe in recent times point to more vigorous and 
sustained expansion, driven by the trend for pay-as-you-consume services. By 2010, Europe may 
well have caught up with the US and have a comparable market. The aggregate turnover of the 
world’s top fifty audiovisual companies in 1995 lends support to this idea: Europe accounted for 
38% of the total against the US’s 36% and Japan’s 21%.” 
 
Relevant tables from the reports referred to above are also included in Part B as follows: 

• Film: EU/US figures – tables B6, B7 and B12 
• Video cassettes: EU/US figures – table B13 
• DVDs: EU figures – Table B14 
• Radio & television: EU figures – table C3 
• Publishing: US figures – table D8 
• Music: EU/US figures – table E1 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 208

• Sound recording: EU/US figures – table E2 
• Music sales: EU/US figures – table E3 

 
 
Do the national governments in the EU contribute to financing the cultural sector concerned? 
 
In February 2000, a detailed analysis of research data was published on behalf of the European 
Commission and Parliament as part of the Third System and Employment Banking On Culture 
Project. This Project Report reviewed all available data to that date, and identified three major 
sources of public subsidy for the arts sector across the EU-15.  These three sources of public 
subsidy can be summarised as follows: 

• Cultural subsidies, from cultural ministries and regional and local governments, provided 
to support arts activities for reasons of cultural policy. These subsidies are the funds most 
usually identified as “arts subsidy” when Member States are asked to identify their support 
for the arts and in the majority of Member States, these subsidies are provided either directly 
or indirectly through cultural Ministries. 

• Broadcast subsidies, provided to support public broadcasting of TV and radio. These 
subsidies are often in the form of a public levy or license fee, and are collected via 
mechanisms agreed at a Member State level. They are generally administered independently 
of the other cultural subsidies provided by individual Member States. 

• Unemployment, low pay and pension benefits, these are available to the general 
population within individual Member States, but used by many established and aspirant 
cultural workers as income supplements and income guarantees. The rules governing the 
availability and levels of these benefits differ between Member States, but they provide a 
major source of income for cultural workers across the EU-15 that goes largely unmentioned 
when state subsidies for the arts are calculated. 

• In addition, in a small number of instances, cultural workers benefited through the 
designation of a specific legal or fiscal status in certain Member States. These provide an 
additional indirect mechanism for accessing state subsidies for some aspects of the arts 
sector. Examples include designated and specific employment status for cultural workers in 
France and Germany; industrial protection and representation through craft guilds in 
Germany; the right to train apprentices through social partnerships in Germany; special 
arrangements for social protection in France and Germany; and tax exemptions and tax relief 
in Ireland, France and Sweden; 

 
However the data used in the Banking On Culture Report also identified other specific findings in 
respect of the public financing of the cultural sector within the EU-15 Member States. 

1. The first was that comparative data in respect of public spending on the arts in individual 
Member States was imprecise and often concentrated only on the sources of subsidy offered 
to arts organisations through the Ministries for Culture. In short, when asked to identify 
public expenditure on the arts sector, Member States tended to only include subsidy 
provided through cultural ministries or regional and local cultural budgets. 

2. The second was that relationships between national and regional government in individual 
Member States affected the mechanisms by which public subsidy for the arts was offered. In 
short, the stronger the roles of regional government  in each Member State, the more 
devolution in the distribution of arts subsidies has taken place. So Member States with 
extensive regional government (such as Germany) or local government (such as France or 
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the Netherlands) devolved arts subsidy whilst highly centralised States (such as Ireland) 
relied on the national distribution of cultural funds. 

3. The third concerns the broadcast license fees. This is the only area of public cultural subsidy 
where detailed and up-to-date comparative expenditure figures are available. This is largely 
because the levy and license systems used to raise the finance in each Member State require 
robust audit trails and justifications of the public expenditure involved.  

4. The fourth concerns the failure by any Member State to include State unemployment 
benefits, pensions or income guarantees within their expenditure on the arts sector. With the 
very specific instances mentioned above, in almost every instance, estimates of public 
spending on the arts in all Member States take no account of the subsidy effect of State 
benefits. This is despite the benefits system providing a major subsidy for aspirant artists 
and performers, particularly when they are young. 

5. The fifth confirms the importance of the mixed economy encompassing public subsidy and 
commercial and private finance for support of arts activities. Almost without exception arts 
activities in all Member States are supported through a mix of public subsidies and 
commercial finances. The sources of these commercial finances include earned income 
(through sales of cultural products, box office receipts, tickets etc), income through allied 
merchandising (particularly in the music, computer games and film and TV sectors), income 
through business sponsorship, and income through charitable trusts and foundations. 

 
Despite the importance of commercial finance in the cultural sector, very little comparative 
information is available in respect of the quantifiable amounts of the commercial finances in the 
cultural sector across the EU-15. The information that is available is that provided through Eurostat 
in respect of the sales of certain specific cultural products - video cassettes, the TV and radio 
broadcasting, and music recordings (refer to tables in Part B: B13, B14, C3, E2, E3 and E4). 
However, no similar statistics are available in respect of computer games, the heritage sector, the 
visual arts market, books and publishing, or attendance at live shows, including music events and 
theatrical performances. Nor is information available in respect of income to creative producers 
accrued through copyrights.  One comprehensive source of information in respect of the public 
financing of the book trade amongst accession countries was also identified – “The Book Sector in 
2000 in Eastern Europe and Central Asia”.  As explained above, figures from this report are 
included in Part B2.6, but have not been included here as the countries covered are not members of 
the EU. 
 
Comparative data is available however, in respect of the relative effects of mixing public subsidy 
and commercial finance in different sectors of the arts.  The Banking On Culture report notes that 
the mix of public subsidy and commercial financing for cultural enterprise is similar across art 
forms, and that an analysis of the financing of cultural enterprises established and operating within 
each art form indicates that all parts of the cultural sector have: 

• A distinctive and substantial commercial and subsidised elements operating within them, 
except museums and heritage and the performing arts. Only museums and heritage and the 
performing arts are reliant on public subsidy to the extent that its withdrawal would 
significantly threaten the workings of these sectors 

• A free exchange between the commercial and subsidised sectors, particularly amongst 
cultural small enterprises and freelancers, even where traditionally the commercial sector is 
relatively small, such as in the performing arts. There is even limited evidence that museum 
professionals are crossing over into the commercial sector in the fine arts trade and 
publishing. 
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However, the same Report notes that public subsidy and commercial investment do have 
differential effects on the nature of the employment generated within specific art forms. Evidence 
from the research indicates that the availability or otherwise, of public subsidy and private sector 
investment affects the employment characteristics in certain fields and art-forms of the cultural 
sector, in a similar fashion, throughout most of the European Union, although some specific 
exceptions do exist within two Member States.   
 
The research indicates that overall across the EU, where the individual art forms differ is in the 
nature and scale of the large enterprises and organisations which dominate each sector.  In the case 
of the art-form sectors where private investment is the majority - publishing, crafts production and 
music - the large organisations are multinational and national companies which dominate markets in 
individual Member States and across the Union as a whole.  In the case of the one art-form where 
public investment is giving way to private - television and radio broadcasting - a similar pattern 
emerges, where fewer and larger broadcasting companies dominate and the volume of niche small 
businesses, sole traders and "intermittents" is growing.  
 
The remaining two art-forms - the performing arts and heritage - remain heavily dependent upon 
public subsidy, tending to transfer out their more commercial activities into other art-forms such as 
film, television, publishing, theme parks, the fine art trade, antiques, etc.  The model of a few large 
institutions remains the same however, albeit at a Member State level, where major flagship 
museums, galleries and theatres dominate both national cultural life and state funding, with the 
exception of the Netherlands.  Around these major institutions in the performing arts, are a plethora 
of small regional theatres, local arts centres, touring companies and sole traders.  In the heritage 
sector, although the network of small regional museums and monuments exists, the place of the 
performers is taken up by artefacts, historic building, and collections of paintings. 
 
In the affirmative, please indicate the average percentage ceiling of such governmental financing 
participation. 
The lack of detail in the data available makes it impossible to provide any reliable estimates of the 
average percentage ceiling for governmental participation in the financing of the arts. 
 
 
Do professionals of a specific cultural sector benefit from a national and/or European legal 
status? 
 
As outlined above, evidence from the Banking On Culture research identifies that professionals in 
some parts of the cultural sector and some specific Member states do benefit from specific legal 
status and / or regulatory frameworks. The research shows that these specific fiscal policies and 
legislative frameworks of individual Member States in respect of cultural workers can have 
beneficial impacts on the employment characteristics of the cultural sector. There is evidence that 
the fiscal policies and legislative frameworks of individual Member States have a direct impact and 
positive effect upon the employment characteristics of the cultural sector within each Member State 
where these occur. These special measures include: 

• Designated and specific employment status for cultural workers in France and Germany; 

• Industrial protection and representation through craft guilds in Germany; 

• A right to train apprentices through social partnerships in Germany; 

• Special arrangements for social protection in France and Germany; 

• Tax exemptions and tax relief in Ireland, France and Sweden; 
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• A guaranteed minimum income in the Netherlands.  
 
The other reports referred to above contain no information on this area. 
 
 
Do national professional associations exist for professions related to the cultural sector 
concerned? 
 
Whilst national professional associations do exist for professions related to the cultural sector, little 
notice appears to be taken currently of their activities at European level.  The reasons for this 
apparent absence appear complicated, and a detailed examination of various EU trans-European 
Funding Programmes (such as Culture 2000) indicates that whilst the participation in these 
programmes by professional bodies of all kinds, is significant, their participation is mainly as 
partners within the wider networks making applications to these programmes. Participation by 
individual bodies is therefore obscured, and this is reflected in the Reports reviewed. In 
consequence, the reports referred to above contained few references and little importance appeared 
to be attached to the work of professional associations for cultural professionals. Despite this 
apparent lack of profile, the cultural sector across the EU-15 has a multitude of associations, trade 
bodies and trades unions representing professionals in the cultural sector.  
 
Documents reviewed, and other research, identified the following by name: 

• European Group of Societies of Authors and Composers (GESAC) 
• European Music Office (EMO) 
• European Newspaper Publishers Association. 
• Federation of European Publishers (FEBU) 
• Global Entertainment Retail Association - GERA-Europe 
• IFPI, representing the recording industry world-wide 
• Independent Music Companies Association (IMPALA) 
• International Confederation of Music Publishers (ICMP/CIEM) 
• International Music Managers Forum (IMMF) 
• International Music Publishers Association (IMPA) 
 
 

Please, specify other financing sources 
 
As can be seen from the above, only very limited data is available is respect of other financing 
sources for the arts generally across the EU-15. 

• One study  (Guide Culture, Employment, Europe) identifies limited and out-of-date 
information about the levels of business sponsorship of the arts in specific Member States. 

• A second study (The Employment and the Economic Significance of the Arts in Ireland) 
identifies the importance of earned income for the arts sector in Ireland but for 1992. 

• A third study (Banking On Culture) identifies two major sources of public subsidy outside 
of traditional “cultural subsidies”.  These are identified as the broadcast levy or licence 
raised in most Member States to support public broadcasting, and the unemployment 
benefits and low pay subsidies claimed by many aspirant and established cultural workers 
across the Member States of Europe. 

 
There is no information on this topic in the MKW report. 
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The exception is the considerable information available through Eurostat in respect of the broadcast 
levy and license fees. However, Eurostat fails to provide similar information in respect of any other 
area of arts and cultural production. 
Almost no information appears to be available from any source in respect of the benefits systems in 
any Member State, and its impact on the cultural sector. 
 
In consequence of the marked segmentation in the EU-15 approach to the cultural industries, 
specific new forms of financing for specific cultural sub-sectors have been proposed. An example is 
"i2i-Audiovisual", which was announced in a joint press release from the European Commission 
and European Investment Bank (EIB) dated 19 December 2000. This announces a proposal on 
behalf of the European Commission, the European Investment Bank (EIB) and the European 
Investment Fund (EIF), for a new strand of activity to benefit the European audio-visual industry. 
Supplementing the Media Plus Programme (2001-2005), the purpose of this financial package is to 
reinforce the European audio-visual industry’s financial basis and to accelerate its adaptation to 
digital technologies, so as to improve the industry's competitiveness and to promote the 
development of European audio-visual content. Introducing the new funds, European 
Commissioners commented that the measures proposed have both an industrial and a cultural 
dimension. 
 
The idea of this new programme is therefore to support the volume of activities and to reinforce the 
financial stability of European audio-visual firms both large and small and encourage the 
development of a pan-European dimension in this industry. This is all the more necessary because 
the imbalance between the United States and Europe in this field risks becoming even greater with 
the advent of digital technologies. It is also necessary to encourage the creation of new contents in 
an area that has become one of the main vectors for disseminating our cultures. 
 
This strategy implements, in the audio-visual field, the mandate given in Lisbon in March 2000 by 
the Heads of State and Government of the European Union (EU) to facilitate the transition of the 15 
to an economy and a society based on information and knowledge. Initially lasting three years, "i2i-
Audiovisual" should release substantial financial resources: estimates, based on the first operations 
currently under evaluation, suggest that the initial volume of EIB Group funding should be in 
excess of half a billion euro. 
 
 Four specific action lines were presented:  

• The provision by the EIB of credit lines (or "global loans") to the banking sector specialised 
in the audio-visual media for funding small firms working in the field of audio-visual 
creation and technology and firms doing subcontracting work in this sector  

• The medium- and long-term financing by the EIB, in co-operation with the banking sector, 
of large public and private television groups and of audio-visual production or distribution 
groups for their infrastructure investments (studios, digital installations, broadcasting 
stations, etc.) and for their creative work (production of "bouquets" of films, distribution of 
works or catalogues). This action, which could, in appropriate cases, take the form of 
structured funds with terms of repayment partly linked to the success of the beneficiary 
projects, is designed to offset certain industrial weaknesses in this sector in the context of 
global competition and to create activities which will give a fillip to many SMEs that do 
subcontracting work for these groups.  

• The funding of risk capital funds specialised in the audio-visual media, through EIF 
participation. As a fund of funds the EIF will thus become involved in a very specialised 
sector in which the lack of financial resources and of pan-European operators prevents the 
emergence of an effective risk capital market 
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• Joint actions by the EIB Group and the European Commission to promote cultural creation 
and the development of a film and television industry designed to ensure better 
complementarity between the Group's banking resources and the Community subsidies 
under the Media Plus programme. Notably, the Commission proposes organising training in 
the financing of audio-visual firms and works, joint actions to support co-operation between 
European distributors (distribution campaigns etc.) and other joint actions, notably in the 
framework of experimental projects under Media Plus, to develop online services, make the 
most of film archives and develop thematic digital channels. 

 
The EIB and EIF project, known as the "i2i Audio-visual" programme, is part and parcel of the "i2i" 
Initiative put in place in June 2000 by the EIB Group to support the development of a European 
economy  based on knowledge and innovation. With loans totalling 12 to 15 billion euro and risk 
capital of one billion euro over the next three years, "i2i" constitutes a qualitative realignment of the 
EIB Group's activities towards promising sectors with a high added value in terms of technology 
and human resources. The validity of this approach was confirmed in a matter of months by the 
volume of funds already approved: at the end of 2000, these funds totalled 1.6 billion euro, or 11% 
of EIB loans within the Union.  
 
 
Is the financing contribution a mandatory fixed share/quota to support the specific cultural 
sector concerned? How is the financing to be considered (ie financial guarantee, advance on 
broadcasting rights, advance on ticketing revenues,...)? 
 
The absence of detailed data in respect the financing of cultural activities within each Member State 
means that any detailed analysis of the financing mechanisms employed is not possible. Mandatory 
contributions from the public finances are more usual in the audiovisual sector – particularly 
associated with public service broadcasting. Public TV is the only sector where the EU market is 
larger than in the US, mainly because of the low public funding of TV broadcasting in the US. The 
main source of financing for public broadcasters in the majority of EU countries is the license fee 
(62% in 2000) and in the UK, Germany, Greece, Sweden and Finland, this accounts for more than 
70%. Only in Spain and Ireland, is advertising the main source of income for public broadcast TV 
service. 
 
In addition some Member States – notably France – provide specific national public support for 
their film industry. Further support for film production is offered in some specific European regions 
– often assisted with financial contributions through the European Structural Funds.   
 
 
Are there fiscal measures to encourage investors, ie direct or indirect tax-reduction schemes, 
tax exemption, tax deferral schemes? In the negative, is there a need for action at European 
level in respect of any such fiscal measures? 
 
The documents reviewed provide only limited  evidence of particular schemes to encourage 
investment in the arts outside of the tax reduction, deferral and exemption schemes available to 
investors more generally in each Member State. These schemes centre mainly on individual 
employment categories available to certain particular kinds of cultural workers in specific Member 
States. Examples are tax benefits to individual artists in Ireland, and social security arrangements 
for artists in the Netherlands. However, in both these cases, access to such schemes is for 
individuals only, rather than for creative enterprises. In addition, the current social arrangements in 
the Netherlands are under review whilst the status for artists in Ireland is a cultural decision limited 
to a very small number of individuals (who are seen as especially important in the cultural life of 
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Ireland). 
 
 
Are there particular direct or indirect grants for young entrepreneur/artists? 
 
The documents reviewed do not provide any evidence of particular direct or indirect grants for 
young entrepreneurs or artists outside of the programmes and assistance available to young people 
through the further and higher education systems of each Member State.  There is no indication in 
the above reports of any special schemes available to your cultural entrepreneurs from any of the 
support agencies or mechanisms that exist to develop small businesses generally – though in-depth 
research has not been carried out in this area. 
 
 
Does the price of a single cinema ticket (notoriously higher in the EU then in the USA) play a 
significant role in the audience's behaviour? Are financially supported entrance fees 
desirable? 
 
Comparative data in respect of cinema attendance and ticket prices does not support the view that 
the price of a single cinema ticket is higher in the EU than in the USA (see tables B6 and B7 in part 
B of this study). Consequently it seems unlikely that ticket price plays a significant role in the 
behaviour of cinema audiences as a whole. Nor does the data suggest that financial support for 
entrance fees to the cinema in the EU is desirable or justified. Instead, the data suggests that the 
European market for cinema, whilst more segmented between Member States, is in fact growing at 
a rate roughly as fast than that of the US. It further suggests that the growth in new cinema houses 
and screen is increasing attendance in the EU faster than in the US and that a barrier to cinema 
attendance in the EU is the fewer cinema screens per head of population in the EU. Finally, the data 
indicates that US-made films remain more popular across the EU as a whole than do EU-Member 
State made films. In consequence, any proposal to provide a subsidy for cinema tickets in the EU 
would probably result in additional financial benefits for US-made films exhibited in European 
cinemas. 
 
 
 
A.3  Intellectual Property, Copyright and Piracy 
 
The market for European cultural works in general and for audiovisual works in particular is still 
very fragmented despite the existence of several regulatory instruments (e.g. the "Television without 
frontiers" Directive). Rights are still most often sold by territory, and the information available 
varies from member state to member state as to who holds the rights for the various territories and 
types of exploitation. Moreover, technological developments also create a new kind of economic 
environment for traditional players in the cultural industry. In the music industry, for instance, 
producing, re-producing, and distributing music is rapidly becoming cheaper, making it possible 
for many small and independent record companies to enter the market. Furthermore, information 
technology and the Internet allow musicians to offer their music directly to their 'customers', and it 
creates opportunities for new intermediaries to enter the market and offer a mix of new and already 
known services. It also allows people to buy music conveniently and cheaply, in digital or physical 
form. Such developments pose a threat to traditional intermediaries such as music publishers, 
record companies, and retail outlets. 
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Does the current state of the European copyright institution tend to support or hinder the 
production, exploitation and distribution of European cultural products? 
 
The fragmentation of the different cultural markets doesn’t allow a direct answer to the question.  In 
Europe, two different copyright concepts currently co-exist: the "author's right" and “copyright”: 

• "Author's right" – droit d'auteur in French – is founded on the idea, born in continental 
Europe, that a work of creation is intimately linked with its creator. The work cannot be 
separated from its author.  

• The "copyright" concept stems from the Anglo-Saxon tradition, according to which authors 
hold a property right to their creations, that can be traded on the basis of economic 
principles.  

 
Underlying this verbal blur are two differing conceptions of the author's right, on which the world’s 
legal systems are based.  Closely linked to this discussion are two approaches which are at the heart 
of current international copyright law. The first one establishes economic rights: authors need to be 
rewarded for their unique creative abilities. The second theory supports the intimate connection 
between author and work and states that authors should be given a moral right to limit the alteration 
and display of their works, even after they have transferred their economic rights to a third party 
such as a publisher.98 
 
European copyright institutions, systems and legislation have quickly evolved during the last 
decade  as they have tried to adapt to the challenges of the new technologies (and of piracy).   
However it is almost impossible to keep ahead of all the implications of the continuous stream of 
new technological innovation – and some people (the “pirates”) will always exist to take advantage 
of any gap between the opportunities afforded by the new technologies and the “constraints” 
imposed by equipment producers and content providers.  Copyrights holder and legislative bodies 
will also do their best trying to defend their own (and not always shared) interests.  Government 
bodies must also defend the public interest, and this is particularly important where it borders on 
freedom of expression. 
 
On one had, there are people such as Koelman who have argued that “technological protection 
measures expand the control of rights holders and potentially upset the balance”.99  On the other, 
however, the rights holders themselves argue that imbalance has already been caused by the 
unauthorised copying of musical and audiovisual works. 
 
The top target for pirates tends to be the best-known and top-selling international authors and titles.  
Basically, they counterfeit already heavily promoted titles.  However, more and more domestic 
artists, including those from the smaller European countries, are being pirated as the copying 
technology has become more mobile and CD-R has become more popular.100   So, there is an 
argument that European institutions have to defend copyright if they want to assist in the 
development of the production, exploitation and distribution of European cultural products. 
 
 
Is there a need for intellectual property regulation to be re-formulated in order best to cope 
with the technological progress? In the affirmative: how shall the legislator intervene? 
 

                                                 
98 See BATTISTI, M. (2000), for a larger discussion on this topic, and its impact on the management of copyright in Europe. 
99 KOELMAN, K. (2000), “A hard Nut t Crack: The Protection of Technological Measures”, EIPR, p. 279. 
100 In Spain, a recent survey shows than 69.1% of piracy records bought in the street were from Spanish repertoire, when in the legal market their 
represent the 56.3%.  
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Yes, but in the last decade there has already been a huge effort to update international legislation in 
order to protect intellectual property and copyright from the unfair use of the new technologies.  
The two WIPO Treaties, the Copyright Treaty and the Performances and Phonograms Treaty 
(WPPT), are the most significant update of international copyright laws protecting intellectual 
property in over 30 years. Their entry into force in Spring 2002, after been signed by over 30 
countries, will permit the prevention of the proliferation of music on the internet that has been 
pirated or where copyright has been infringed in other ways, and will encourage the development of 
new online subscription-based and alternative services. 
 
A different way of intervention is through “allowing exceptions”.  A good example is the 2002 
antitrust exemption for the simultaneous broadcasting of music.  The so-called "simulcasting" 
system of reciprocal agreements, which allows broadcasters to obtain record producers' rights to 
transmit terrestrial programming simultaneously over the internet into numerous countries on the 
basis of a single, multi-territory license has become increasingly popular. Such global broadcasting 
is complicated by the traditional system of territorial licensing. The European Commission has 
granted an antitrust exemption under Article 81(3) of the EC Treaty to European radio and 
television broadcasters who simultaneously broadcast music via the Internet. This decision means 
that television and radio companies will no longer need to obtain individual licences from copyright 
administration and collecting societies for each country. A single licence from any collecting 
society in the European Economic Area (EEA) will suffice and cover music broadcasts across most 
of the EEA, except for Spain and France. The International Federation of the Phonographic Industry 
had applied for the creation of a multi-territorial licence on behalf of copyright administration 
societies of music record companies. In addition, societies from Central and Eastern Europe, Asia, 
South America, Australia and New Zealand are also parties to the agreement. 
 
This is the first time that the Commission has issued a decision on collective management and 
copyright licensing concerning the commercial exploitation of music on the Internet. The 
Commission believes that the new licence will stimulate competition among the EEA societies 
granting the licences. There will be more choice and more price competition, and the decision will 
therefore contribute to the further development of the internal market. 
 
 
Which type of cultural sectors/creative works should be covered by this requirement and for 
what reason? 
 
Even though the music industry has been until now the most affected by digital piracy, the 
copyright problem is quite old.  The photocopying of books, specially textbooks, has been an 
important problem to many publishers since the end of the 1960s.  And now, the digital versatile 
disc (DVD) is expected to overtake CD-R as the world’s main recording media by 2006 (for films 
and music).  A DVD has ten times the data storage capacity of a CD-R, and it is now the standard 
digital system used by all movie studios for home distribution of films.  Today, the technically well-
versed are likely to be able to separate a movie file from its original carrier, the DVD – and thus be 
in a position to reproduce identical copies of the same movie by simply duplicating the digital 
information in the hard drive of a computer.  By so doing, unauthorised file distribution using peer-
to-peer networks can easily occur.   
 
 
As regards piracy and counterfeiting practices: 
Does the approaching enlargement of the European Union really constitute a serious threat to 
the competitiveness of the Western market? 
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Not really. The main problem in relation to enlargement is bootlegging.  The seizures of pirated 
discs at the EU's external borders soared by 349% to more than 40 million items in 2001. Most of 
them come from Asia, but many cross the East-West European border.  Russia and Poland, with a 
major pressing capacity – estimated at 185 and 180 millions of units, respectively – represent a 
clear problem to be solved.  ON the other hand, however, enlargement will help most of these 
countries to develop more effective law enforcement, and EU directives will have a more direct 
impact on their own legislation. 
 
The concept of copyright is often new for consumers and users from Central and Eastern European 
countries. Moreover, the recently enacted laws in the field of copyright are still fragile and, 
consequently, levels of piracy are often high.  Most of these countries have domestic music piracy 
levels over 50% (in units). Counterfeiting levels continue to remain a major problem, restricting the 
development of most of these markets, but Poland and Hungary had considerable success in 
reducing piracy levels in the late 1990s.  Anyway, in relation to the West, the levels of market 
penetration by CDs is still very low, so domestic piracy is mainly in the copying of cassettes.  
Exchanges of digital files are still restricted to a small group of people, and levels of penetration of 
DVD equipment, CD writers and PCs which are also equipped for the audiovisual market are still 
very low.  So, peer-to-peer internet distribution networks are not yet a major issue. 
 
 
How quantifiable is the economic damage due to this phenomenon? How could it be 
effectively fought? 
 
It is very difficult to estimate the economic value of piracy in the European Union.  The only 
information we have comes from rights holders (who could be said to have a vested interest). 
 
The global music piracy business is believed to have been worth about $US 4.3 billion in 2001, 
whereas it is estimated that the audio-visual sector loses $US 3 billion per year due to illegal 
downloading.101  IFPI, the International Federation of the Phonographic Industry, estimates that two 
in five recordings are pirate copies.  Worldwide, pirated CD-ROMs are now estimated at around 
450 million units (up from 165 million in 2000), and sales of pressed counterfeiting CDs were 
estimated at 500 million units (up from 475 million in 2000). Any estimation of the internet piracy 
is quite speculative.  IFPI says that 99% of music files available online are unauthorised, and around 
500 million files are available for copying at any one time on all the various peer-to-peer services 
that exists. But we don’t really know how much damage is represented by photocopying, which still 
remains the major, and the  massively popular, way to not pay rights to rights holders. Book 
publishers around Europe complain regularly about the extent of this damage to their income levels. 
 
 
What is the legal current situation in the EU? Are regulations on copyrights and on 
Intellectual Property sufficient for protecting against piracy? Is there a need for the EU to 
provide stronger laws, more effective enforcement and adequate deterrent penalties against 
piracy? Is the US model (RIAA) an effective example to follow?  
 
One of the most effective systems to protect copyrights and intellectual property is to quickly 
update current legislation to accommodate new technological challenges.  Besides the legislation 
aimed at covering copyright matters on a worldwide scale, the laws of the United States and the 
various European Union Directives deserve special attention in view of their impact on copyright 

                                                 
101 www.cisac.org 
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worldwide.  According to the specific needs of their region of origin, their objectives cover a wide 
range of items, such as the protection of databases or copyright protection in the digital age. 
 
In the European Union, the most relevant Directive in the field are:102 

• Directive 92/100/EEC of November 19, 1992 on rental right and lending right and on certain 
rights related to copyright in the field of intellectual property; 

• Directive 96/9/EC of the European Parliament and of the Council of March 11, 1996 on the 
legal protection of databases; 

• Directive 2001/29/EC of the European Parliament and of the Council of May 22, 2001 on 
the harmonisation of certain aspects of copyright and related rights in the information 
society. 

 
In the United States, the Digital Millennium Copyright Act (DMCA) (1998) seeks to update US 
copyright law for the digital age in preparation for the ratification of the World Intellectual Property 
Organisation (WIPO) treaties. Key among the topics included in the DMCA are provisions 
concerning the circumvention of copyright protection systems, fair use in a digital environment, and 
online service provider liability.   The United States recently began to discuss the new Consumer 
Broadband and Digital Television Act (it has recently been introduced in the US Senate).103  This 
new law will oblige the industry to agree on a copy-protection system to be embedded in all digital 
media devices, both hardware and software.  The system aims to hinder unauthorised copying while 
allowing legitimate uses. 
 
At this moment, the European Commission is working on a new Directive to harmonise Member 
State legislation on the enforcement of intellectual property rights (the Enforcement Directive).  
Europe’s major copyrights holders have urged the European Union to take bold measures in this 
forthcoming Enforcement Directive.104  The arguments used by this lobby group (comprising the 
main European film, video, music, business and interactive leisure software representatives) are that 
the lack of such legislation leads to the loss of jobs, the loss of funds to governments in tax 
revenues, and less money available to invest in new creative works. They have asked the European 
Commission to provide for: 

• genuinely deterrent penalties and damages, so that pirates can no longer write off such 
damages as a small operational cost;  

• reasonable presumption of copyright ownership, to avoid delays in court proceedings that in 
some cases allow pirates to escape justice; 

• the seizure and preservation of evidence of piracy, and to make available effective 
provisional measures allowing seizure and preservation of evidence before criminals can 
destroy it;  

• the right of information about manufacture and distribution, so that the original 
manufacturers or distributors of the infringing goods can be identified; and  

• Compulsory Source Identification codes (SID), so that the sources of manufacture of over 
100 million of pirated discs manufactured in Europe every year can be tracked down.  

 
But legislation, even though is very important and needed, is not by itself sufficient to change the 
situation.  There is a need for more effective enforcement, and for more adequate deterrent 

                                                 
102 For a most precise update, county by country, state of the signatures of ratification of relevant European Conventions on the field, see Iris plus, 
2002/5. 
103 The draft is available at http://www.politechbot.com/docs/hollings.s2048.032102.html 
104 Business Software Alliance (BSA), International Federation of the Phonographic Industry (IFPI), Motion Picture Association (MPA), International 
Video Federation (IVF), Interactive Software Federation of Europe (ISFE), International Association of Film Producers Associations (FIAPF). 
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penalties.  Some of the tools used are non-direct governmental instruments, or internal regulatory 
mechanisms to solve problems. One example of this is the new ISAN. 
 
In September 2002, the International Organization for Standardization (ISO) announced the 
approval of the International Standard Audio-visual Number (ISAN). ISAN can be regarded as the 
"licence plate" of an audio-visual work, containing the authoritative data to identify it.  Like the 
musical standard ISWC or the book standard ISBN, the ISAN concept includes both a standardised 
international numbering system for audio-visual works and a datbase for all such works.  It is 
estimated that the ISAN system will be up and running in April 2003. 
 
 
Evidence shows a tight link between (music) piracy and organised crime. To what extent can 
action plans at international level (eg Interpol, Anti-Mafia pools) be harmonised?  
 
International co-ordination among police forces and customs officers from around the world is very 
important and has a clear impact.  There is a clear link between counterfeiting and organised crime.  
Interpol set up its first ever conference on intellectual property crime in November 2001.  National 
policy specialists from over 30 countries met with different rights holders to discuss a co-ordinated 
anti-piracy strategy.  At the same time, the co-ordination and training of custom officers is very 
important because important components of pressed pirated discs are imported from other countries 
(in Asia and Eastern Europe). Seizures of pirate discs at the EU's external borders soared by 349% 
to more than 40 million items in 2001.  Pirated CDs account for nearly half the EU's estimated 2 
billion Euro pirate and counterfeiting business.  CDs (audio, games, software), DVDs and cassettes 
are the fastest-growing category of pirated goods, accounting for 42% of the total seized for 
2001.105  
 
 
How can piracy be made less profitable? Which kind of technical devices should be 
introduced to hinder the proliferation of piracy? 
 
This is very difficult.  Until very recently, watermarking technologies were thought to be one of the 
best solutions against piracy.  Most music right holders believed in the Secure Digital Musical 
Initiative (SDMI) as a good way to stop counterfeiting, and still believe in it.  However, a group of 
Princeton researchers have said “We believe their (Secure Digital Musical Initiative) general 
security model is inherently vulnerable to a number of attacks no matter how sophisticated their 
watermarking technologies become.  We can never say for certain, but we are confident that we can 
continue to develop attacks like we have if SDMI updates their technologies. This is essentially the 
situation of the "trusted" client in a hostile environment, a common problem in piracy prevention.  
Basically, an anti-piracy measure is enforced by a device or computer program belonging to an 
adversary who wishes to circumvent it, and who can take apart and analyze it. Such measures are 
usually quickly circumvented, and many attacks exist that involve the exploitation of the device 
itself.”106 
 
 

                                                 
105 IFPI Network, December 20002, issue 10, p. 7. 
106 CRAVER, S. et al. (2001). 
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Internet piracy is a major problem, since through the world-wide-web it is possible not only to 
copy music, but also to compress it and transmit it globally without loss of quality. On the 
other hand, however, the Internet might allow a stronger, more specific response to piracy. 
Which is the impact of the Internet in combating piracy?  
 
Internet service providers can implement filtering technologies now available in order to prevent 
copyright infringement.  Right holders are using them to push the internet providers who do not like 
the risks which accompany high levels of copyright infringement.  In 2001 alone, the IFPI and its 
national affiliated groups were responsible for the removal of approximately 1,000 unauthorised 
peer-to-peer music servers, and 28,000 web and FTP music sites.  Most of this success was possible 
using the internet as a way of combating piracy.  Even the U.S. District Court Judge in the Northern 
District of Illinois ordered the file-swapping site Aimster (a.k.a Madster) in October 2002 to 
implement filtering technologies to prevent the transmission of directly, indirectly, contributory, or 
vicariously infringed copyrighted works over its network.107 
 
 
Not all kinds of counterfeiting practices are the same (ie piracy, counterfeit, bootlegging); in 
which ways do these categories differ? How can the fight against them be specified and co-
ordinated? 
 
There are differents kind of piracy, from counterfeiting to bootlegging and peer-to-peer internet 
distribution networks. Counterfeiting and bootlegging have clear links with organised crime. 
 
 
Is the kind of piracy perpetrated by firms like Napster of the same order as the outright 
counterfeisance of CD copies (including labels, packaging, etc) purporting to be originals? 
 
No, as we answered in the preceding question, there are different types of piracy.  To obtain an 
unauthorised music or audiovisual digital file using peer-to-peer internet distribution networks, 
which is the kind of piracy perpetrated by firms like Napster, is perceived by many (especially 
young) Europeans as quite different to counterfeiting or bootlegging.  Peer-to-peer systems operate 
with the snowball effect.  A first user connects to other users in order to launch the request for a 
specific song or movie; the recipients then forward the request to their connections until the 
electronic file is found within the network. The transfer of files takes place between two private 
users and remains anonymous.  Given that this process entails almost no costs or effort, and that 
many young western Europeans have access to internet, CD writers, equipped PCs or other media 
players, it is very easy to obtain unauthorised music files.  
 
A recent survey by market research firm Jupiter suggests that unauthorised music file distribution in 
Europe has grown sharply. In total, 3.1 million more people were using peer-to-peer networks in 
March 2002 than in February 2001 when Napster was at its peak.  CD burning has also badly hit the 
European music sector.  In Germany, the number of blank CDs used to burn music was estimated at 
182 million in 2001, compared to 185 million CD album sales, according to a survey from March 
2002 by market research firm Gfk.  In Spain, 71 million albums were sold in 2001 compared to an 
estimated 52 million blank CDs used to burn music, according to a survey by Millward Brown/Alef. 
 
Howver, there are different ways to organise a peer-to-peer network, with some important legal 
consequences.  The Napster distribution system functioned merely as a platform for the exchange of 
MP3 copies between users.  But Napster participated directly in the process of searching or 
                                                 
107 IFPI Network, December 20002, issue 10, p. 13. 
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exchanging files within the network.  It’s central servers operated the index of files and had 
knowledge of infringement activities in its network.  Therefore, the Court of Appeals had held that 
without the support services provided by Napster, users could not have engaged in the illegal 
reproduction of copyrighted material. 
 
The result of these MP3.com and Napster cases is to push these new services to a more 
decentralized peer-to-peer system.  Fastrack, the most successful of these networks, facilitated and 
accelerated the process.  Each one of its users can obtain a copy of a file through an individual 
transfer directly from user to user, without a centralised server. This system is now beyond legal 
litigation in the United States. 
 
 
A.4  Exploitation and Entrepreneurship 
 
The term “publicity” refers to the professional exploitation of a product, company, person, etc., by 
advertising or popularising, as well as the material or information used for this.  Publicity is 
usually the most important factor contributing to the success of a cultural product or service.  
Publicity is all about letting people find out about a product so they will buy / consume it. 
 
 
Is the value added to cultural products and services by publicity and marketing exactly 
quantifiable? How big is it if related to the total value of the product/service concerned? 
 
Initial research has revealed no information on these questions.  
 
However, even if such information is found, it would prove difficult to quantify the value added to 
cultural products and services by on-line and by off-line publicity and marketing, insofar as, 
generally, these products and services are being advertised and marketed simultaneously in both 
environments. 
 
Moreover, the overall data that are available for the advertising sector are generally aggregated with 
marketing activities such as direct mail and market research as well as other forms of advertising, 
such as classifieds and listings. In terms of gross revenue, a substantial part comes from buying 
media space on behalf of clients. In terms of net income, an important part is realized from 
commissions on sales generated in total, where advertising plays a role alongside with marketing, 
web site creation and e-commerce management. Thus, economic analyses are difficult to undertake. 
 
Interactivity is an additional factor that blurs the line between advertising and direct marketing and 
makes economic evaluation increasingly difficult. Thus, television adverts increasingly carry a 
website address and a large share of all press advertising includes response coupons, Internet 
addresses, freephone numbers, etc. to encourage direct responses. 
 
 
Which kind of measures still need to be undertaken in order to maximize the return on 
advertising and marketing investments in cultural products and services? How can targeted 
markets and market segments be best identified? Which pricing and sales strategies should be 
developed? 
 
It is generally accepted that the development of e-commerce will trigger a boost in the general 
turnover of on-line advertising and marketing. However, it should be reminded that the use of 
Internet and new technologies has led to the following developments of advertising strategies: 
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a. Traditional advertising using as well on-line advertising space. 
b. New on-line advertising companies using as well traditional advertising space – print media, 

ambient adverts, TV and radio. (Paradoxically, the best solution for a dot.com to gain web 
site visitors is still to advertise its site to its potential customers through traditional media). 

c. Creation of new media agencies, which start to develop strategies specifically designed for 
the on-line environment. 

 
Empirical researches conducted so far have identified several points to be taken into consideration 
in the development of advertising and marketing strategies:  

a. On-line publicity and marketing are influencing not only on-line purchasing, but equally off-
line purchasing decisions, influencing therefore the whole consumer choice/purchasing 
behaviour; 

b. The Internet opens up new types of choice decisions which are not present in the off-line 
environment, such as browsing, searching, comparing and sampling. 

c. The fragmentation of the market created by new media provides the ability to target niche 
markets in a more economic way.  

d. Traditional forms of advertising are being supplemented, or even, in some cases, replaced, 
by the development of cross-promotional activities and various forms of sponsorships.  

 
More accurate predictions of consumer choice behaviour and identification of niche markets require 
the development of new choice models, based on the specificity of on-line markets, thus helping to 
targeting adverts and messages directly to pre-selected groups which are being identified through 
buyer analyses. 
 
The measures to be undertaken in order to maximize the return in on-line publicity and marketing 
investments in cultural products and services should start with comparative analysis and research of 
the differences in consumers’ behaviour in the on-line and the off-line environment. Analysis of 
click-through and view-through rates might prove very useful in understanding and predicting 
consumers’ behaviour and thus, in developing adequate advertising and marketing strategies. Thus, 
new methods of reaching customers are under development, such as direct mail, or through 
'narrowcasting' to specific audience sectors. In addition, the use of larger advertising sizes, 
including skyscrapers, has increased, while rich media usage is continuously growing. 
 
Technological developments, on the one hand, which provide for easier access, and the reduction of 
costs, on the other hand (flat monthly fees, metropolitan calls without charges, etc.), are likely not 
only to increase the number of people on-line, and the time spent on-line, but they may also impact 
on consumers’ behaviours and attitudes towards browsing, searching and buying on the Internet.  
 
 
Taken into account that the Internet is a worldwide net, which legal framework should 
publicity and advertising be subordinate to? To the laws of the publisher's country or to those 
of the target country? Is territoriality always the most suitable principle? 
 
There is, and there will continue to be for some time, a certain degree of uncertainty about whose 
rules apply to Internet advertising. As a general rule, the “country of origin” principle is applied – 
according to which the advertiser is subject to the rules of his own location, or the location of its 
server -. However, the question of whether this principle is still appropriate and adequate for a 
global means of communication such as the Internet is increasingly coming to the forefront of 
political and economic agendas. Several countries, in which this issue has been analysed, have 
started to develop more sophisticated principles for determining whether their rules can or should 
apply to particular Internet advertising made available to their nationals. Thus, two issues have been 
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under consideration: advertising (and marketing) which is merely capable of being seen or accessed 
from a given jurisdiction, and advertising specifically directed or targeted at an audience in that 
jurisdiction.  
 
Generally, advertisers wishing to avoid the laws of a given jurisdiction use disclaimers. It should be 
noted, however, that the effectiveness of a disclaimer can vary quite significantly from one 
jurisdiction to another in case of disputes, and that even the disclaimer language can be subject to 
legal analysis in a particular jurisdiction. 
 
Countries regulate advertising in rather different ways. Thus, in most countries specific rules are 
laid down in codes or statutes, while in others, case law and common law principles prevail. In 
some countries self-regulatory codes are mostly relied upon. However, in general, the prevailing 
approach is that of a combination of these various sources of regulation.  
 
Within the EU, in terms of cross-border obligations, several legal instruments are of relevance: 
 
1. Under the e-commerce Directive, the "Information Society Service Providers" – in this context 
this broad definition includes advertisers - are subject to the laws of the Member State in which they 
are established. Thus, the e-commerce Directive upholds the "country of origin" principle. At first 
sight it would appear that the "country of origin" principle is clearing any EU-based advertiser from 
having to take the laws of other EU states into account, even if they are addressing their ads to 
customers in those countries. However, there are significant derogations to be found in the Directive 
with respect to this principle. Thus, Member States may take measures to derogate from the 
"country of origin" principle as far as they apply to "contractual obligations concerning consumer 
contracts" or the "permissibility of unsolicited commercial communications by electronic mail".  
 
2. The Brussels Regulation108 deals with jurisdiction in civil and commercial disputes between 
litigants and provides for the recognition and enforcement, in the courts of one EU Member State 
(except Denmark), of judgments given in the courts of another State but do not deal with which 
country’s law applies to the substance of a dispute.  In the case of contractual disputes, this is the 
subject of the 1980 Rome Convention. However, the Brussels Regulation provides for special 
consumer rules: Articles 15-17 of the Regulation confer additional jurisdiction over a contractual 
dispute between a consumer and a business on the courts of the consumer’s country of domicile 
when certain tests are met. These articles replace articles 13-15 of the Convention and make certain 
changes. The rationale for special consumer rules is that the consumer is usually the weaker party, 
especially if he or she has paid in advance.  The consumer rules do not prevent consumers from 
suing under Article 2 or 5 if they so prefer. 
 
3. Like the Brussels Convention, the Rome Convention109 is used mainly in the commercial field, 
in resolving disputes between businesses. However, it also applies to consumer contracts and 
contains special provisions about them. Thus, in business to consumer contracts, which are covered 
by Article 5, the "mandatory rules" of the consumer's country of habitual residence will always 
apply whatever choice of law is made. 
 
4. As a direct consequence of the revision of the Brussels Convention and the adoption of the 
Brussels Regulation, the European Commission had the initiative to propose a Rome II Regulation 

                                                 
108 The Brussels Regulation replaces the 1968 Brussels Convention on jurisdiction and the enforcement of judgments in civil and commercial matters, 
and covers all EU member States with the exception of Denmark. The rules of the 1968 Brussels Convention were extended to the States belonging to 
the European Free Trade Association by the Lugano Convention, signed in 1988. The Brussels Convention was extended successively to all the new 
Member States of the EU. In 1997 the process of revision of the Brussels Convention was launched and in November 2000, the Council adopted the 
Brussels I Regulation, which entered into force on 1 March 2002. 
109 The Rome Convention, to which EU Member States are signatories, was adopted in 1980. 
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on non-contractual obligations. Non-contractual obligations are not dealt specifically by the 
above-mentioned texts. 
 
After receiving comments110 on its Green Paper, the Commission organized a hearing, which was 
held in Brussels on January 2003 and where a number of stakeholders were present. Following the 
Hearing, several industry organizations expressed their concerns to the Commission, asking for a 
thorough impact assessment and research before the Commission continues with making a proposal. 
In the "Communication from the Commission to the Council and the European Parliament biannual 
update of the scoreboard to review progress on the creation of an area of "freedom, security and 
justice" in the European Union (first half of 2003)" adopted in May 2003, it is stated that the 
Commission is planning a proposal for a Rome II Regulation in the second half of 2003. 
 
The Commission contention is that the proposals set forth in the Rome II Regulation aim to 
harmonise the rules with respect to the applicable law for non-contractual disputes, including 
advertising matters. Its stated objective is to ensure that courts in the EU apply the same law to 
cross-border disputes on non-contractual transactions. According to the Commission, the increase in 
cross-border exchange of goods and displacements of persons within the EU will result in an 
increase in cross-border disputes with regard to extra-contractual obligations and there is a high risk 
that the solutions adopted with respect to such disputes by the different Members States shall differ 
from one another.  
 
Under the proposed Rome II Regulation, the “country of destination” principle shall be applied in 
non-contractual disputes, therefore enhancing consumer protection.  
 
However, the "country of origin" principle is the cornerstone of the EU Internal Market. The 
approach envisaged by the draft proposal – “country of destination” would thus be in contradiction 
with the existing Internal Market legislation.  
 
Another important criticism is related to the principle of legal certainty and simplicity. Thus, the 
“country of destination” principle might be particularly damaging to the SMEs, with their limited 
human resources, as they would be required, in order to conduct cross-border advertising, to know 
the substantive provisions of the applicable law in all EU Member States. This might hamper the 
development and the operations of SMEs as well as the overall development of EU-based cross-
border e-commerce, marketing and advertising. On the other hand, the “country of destination” 
principle is evidently allowing for an enhanced protection of consumers. 
 
It is argued by several stakeholders that this EC initiative does not encourage existing or potential 
advertisers to explore the various new and innovative possibilities that the online environment can 
offer. Certain representative bodies of advertisers (e.g. EASA – The European Advertising 
Standards Alliance) have expressed the view that if EU on-line (and off-line) advertising industry is 

                                                 
110 Following the consultation on the preliminary draft proposal for a Council Regulation on the law applicable to non-contractual obligations the 
Commission received a number of contributions focusing on 12 major topics: 
• Interest of a Rome-II-Regulation for the EU 
• Scope of Application, in particular IP Rights (Art. 1) 
• Universal scope of application (Art. 2) 
• The general conflict of laws' rule (Art. 3) 
• Product liability (Art. 5) 
• Unfair competition and unfair practices (Art. 6) 
• Defamation (Art. 7) 
• Non-contractual obligations other than tort (Art. 10) 
• Freedom of choice (Art. 11) 
• Rules of conduct and safety (Art. 13) 
• "Ordre Public" (Art. 20) 
• Relationship with other community instruments (Art. 23) 
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to grow and enjoy the development and the success that the US markets have experienced, then a 
system of self-regulation is preferable.  
 
 
How is it possible to check whether publicity is truthful or not, since regulatory constraints 
differ from country to country? To this regard, what would be the value added by the 
introduction/development of a common European framework in this field? 
 
While it is true that regulatory constraints pertaining to advertising content differ from country to 
country, national regulations of EU Member States uphold nonetheless the same general principles: 
advertising should be legal, decent, honest and truthful, prepared with a sense of social 
responsibility to the consumer and society as a whole and with due respect to the rules of fair 
competition. Invariably, advertising national regulatory frameworks cover or impact upon, either 
directly or indirectly, on anti-trust/competition and unfair trade practices, consumer protection and 
advertising content, intellectual property rights, data protection and privacy.  
 
Some countries have developed rules and regulations which apply only, or expressly, to Internet 
advertising while in others, the rules and regulations applicable to traditional forms of advertising 
also apply to Internet advertising (e.g., the self-regulatory Advertising Code in the UK applies to 
both print and Internet advertisements).  
 
Generally, the ethical standards pertaining to advertising are being upheld and implemented at the 
national level in EU Member States also by national advertising self-regulatory organisations. This 
has been achieved through the establishment of a set of rules and principles of best practice to 
which the advertising industry voluntarily agreed to be bound. These rules and codes of conduct are 
applied by self-regulatory organizations set up for this purpose and generally funded by the 
advertising industry itself. Self-regulatory organizations are members, together with industry 
associations, of EASA (European Advertising Standards Alliance), which is a non-profit 
organisation based in Brussels.  
 
EASA was created in 1992 in order to promote cooperation within the EU at the self-regulatory 
level on all issues affecting cross-border advertising as a better alternative to detailed legislation, 
considering self-regulation as an effective mean to uphold high ethical standards in commercial 
communications. 
 
Among other missions, EASA ensures the management and coordination of the Alliance's cross-
border complaints mechanism so that cross-border complaints - through a specific procedure set 
up by EASA - are resolved speedily and effectively. In June 1992, it set up a system to provide a 
quick and effective means of investigating complaints across national frontiers.  The system applies 
to complaints about all advertisements - broadcast and non-broadcast - which appear in one country 
but originate in another.  It aims to ensure that European consumers have equal access to it and that 
their complaints are treated fairly and swiftly.  To date EASA has investigated over 250 cross-
border complaints. 
Thus, the advertising industry and the self-regulatory organizations have developed and 
implemented a common European framework with regard to advertising content and have 
developed harmonized codes of conduct, equally resolving cross-border protection of consumers. 
 
It is therefore rather difficult to identify the need for the introduction/development of a common 
European framework in this field - in the form of a binding legal instrument - and what would be 
the value added by such an approach.  
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It should be said, however, that a European common approach, in the form of strengthened cross-
border cooperation between the various national enforcement bodies is vital and that the 
cooperation of self-regulatory organisations shall be thus enhanced. 
 
 
Furthermore, many advertisements are written in different languages, so that their correct 
understanding depends on the customer knowledge of the foreign language. How can the 
legislator intervene to protect consumers from misleading (willful or otherwise), or unfair, 
publicity? 
 
It is an understatement to say that the Internet represents an extraordinary incentive for advertisers 
to look beyond national borders.  But as their cross-borders activities have increased, so too has the 
need for consumers to enjoy matching safeguards.    
The most important EU measure affecting advertising overall has been the Misleading Advertising 
Directive111 of 1984, which provided for minimum standards of protection against misleading 
claims in advertisements addressed to consumers within Community member states.   
 
According to Article 2.2 of the Directive, “misleading advertising” means any advertising which in 
any way, including its presentation, deceives or is likely to deceive the persons to whom it is 
addressed or whom it reaches and which, by reason of its deceptive nature, is likely to affect their 
economic behaviour or which, fort hose reasons, injures or is likely to injure a competitor. In order 
to determine whether advertising is misleading in nature, the following factors need to be examined: 

• characteristics of the goods or services;  
• price;  
• conditions governing the supply of the goods or the provision of services;  
• nature, qualities and rights of the advertiser.  

 
The correct understanding by the consumer of an advertising representation written in a foreign 
language, which is crucial in terms of consumer protection requirements, should however be treated 
differently, according to whether the given advert is actively targeting foreign nationals or not. In 
addition, a distinction should be made between wilfully misleading advertising – which falls under 
the definition set forth in the Directive 97/55/EC of the of 6 October 1997 amending Directive 
84/450/EEC concerning misleading advertising so as to include comparative advertising – and such 
advertising which might be misleading because written in a language unfamiliar to the consumer.  
 
Under the Directive, national rules and regulations have implemented adequate and effective means 
for the control of deceptive and unfair advertising in the interests of consumers as well as 
competitors and the general public. Although these rules and regulations have initially addressed the 
off-line misleading advertisements, most countries have extended them to on-line advertising. In 
some countries, advertising rules and regulations also extend to language requirements, in addition 
to content.  
 
Often the test for materiality with respect to misleading advertisements is whether the 
representation could influence a consumer to buy a product or service. This test is generally not 
limited to representations which could influence strictly on-line purchases, but includes on-line 
representations which could influence off-line purchasing decisions as well. Thus, it is important for 
advertisers and businesses that they disclose the differences between the various purchasing 
environments, as not disclosing these differences could be viewed as being materially misleading. 
                                                 
111 The Directive is a ‘framework law’, i.e., it sets out principles and allows each member state to implement them according to the self-regulatory or 
legal controls that are most appropriate to its own culture and national practices. 
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Deceptive, misleading, unfair, fraudulent advertisings that now appear on the Internet are not “new” 
forms of advertising, either in content or subject matter. The same types of illegal actions 
perpetrated in the print and broadcast media and/or effected through television infomercials, etc., 
are to be found on the Internet. To date, it appears that no deceptive practices specific to on-line 
communications have been developed. Nonetheless, digital technologies have made various 
deceptive practices easier to perpetrate and more difficult to discern by consumers. 
 
Equally important is that advertisers themselves are aware of the legal, regulatory and commercial 
consequences of certain advertising techniques on the on-line environment, given its cross-border 
coverage, and voluntarily abide by the ethical standards set forth in their codes of conduct. 
 
 
Nowadays it is common to send mass advertisements directly to customers' e-mailboxes 
(spam). Big organisations have automatic sorters that intercept and delete mass mails but 
small or individual users do not have this possibility. Although this practice does not 
necessarily constitute a legal transgression, it may result in an unsolicited invasion of one’s 
privacy. How (if at all) can this kind of publicity be regulated? 
 
Insofar that sending unsolicited advertisements do not constitute a legal transgression, this kind of 
publicity could be effectively dealt with by self-regulatory organisations. This could be also a 
solution for dealing with the “distant cousin” of spam, which is the viral campaign.  
 
 
A.5  Regulatory Framework 
 
For historical and cultural reasons, Europe has been a special case with its tradition of public 
service broadcasters and highly regulated media markets. The European audiovisual sector, and in 
particular broadcasting, has been the subject of specific regulation in the general interest, 
according to the European Commission. The Commission believes that responsibility should be 
assumed of protecting and encouraging a healthy audiovisual sector through legislation and public 
funding. Regulation has therefore been based on certain principles which are common to all 
Member States, such as freedom of expression and the right of reply, political pluralism, protection 
for authors and their works, promotion of cultural and linguistic diversity, protection of minors and 
of human dignity, consumer protection.  
 
 
Do national legislations generally aim to protect the European cultural sector/good 
concerned? 
 
This seems to be systematically the declared intention, but whether ultimately such legislation 
protects or limits is a key question.  Although national legislative decisions cannot but comply with 
EU directives, they are mostly aimed at protecting national cultural industries, with limited concern 
for their European counterparts. They nevertheless all agree on one point: the “aggression” comes 
from across the Atlantic. 
 
On the positive side, the protective measures taken by many of the EU countries and the subvention 
of media activity does promote indigenous production and media with national character, and has 
maintained a European media industry (at least television and film). Mechanisms of protection 
include, for example: 
• Lottery systems to subsidise film production (UK) 
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• Taxes on box office to finance structural funds, tax breaks to encourage private investment in 
content enterprises, quotas on broadcasting (France) 

• Tax levies to subsidise small scale independent publishers (Germany)112   
 
In the case of France, for example, government “investment” in film production has maintained 
employment and preserved French cinema, which might otherwise be severely challenged 
economically.  
 
On the other hand, such legislation seems to stem from a “besieged” mentality, establishing some 
Maginot lines at the borders of each country, rather than considering the European space as a source 
of opportunity. So it is unclear whether existing legislation is there to protect national identity, 
language, employment, or art.  And, the existence of such legislation has not prevented the 
decreasing market share for European cultural products in other European countries (with the 
notable exception of English Pop and Rock music).  
 
As the CEO of a major TV network confided to the authors: “All the European protective measures 
have not prevented, and may have fueled, an increasing polarization of each European national 
market for audiovisual products: there is now very little place besides the national production and 
the American one”113. 
 
For instance, the market share for French films in other European countries decreased over the last 
thirty years from 10% of the European market (outside France) to 4%. Italian movie production, 
once an important presence present on European screens, has all but disappeared outside of Italy.114  
 
 
Given that the current technological progress tends to foster the creation of a new trans-
border and global reality (the world-wide-web), which are the survival chances (if any) of a 
country-by-country regulatory framework? 
 
It would seem that regulatory frameworks serve multiple purposes.  On the one hand, such 
frameworks exist in part to give structure to the necessary legal regulation of media in each country.  
To the extent the laws differ among countries, this aspect of regulatory frameworks will continue, 
more or less successfully.  However, the larger intent of national frameworks has been to protect 
and promote national culture and, if possible, to allow one nation to distribute to others, without 
reciprocity.  This clearly cannot continue in the face of new technology.   
 
Communications technology is challenging the capacities of governments everywhere to enforce 
any regulation in the field.115 The three technologies most likely to greatly reduce the efficiency and 
effectiveness of country-by-country regulatory frameworks are Direct Broadcast Satellites (DBS), 
digital compression and the World Wide Web. These technologies will essentially make it 
impossible for countries to limit the number of programs produced by the US (or by any 
country).116 
 
Available for over a decade, DBS allows consumers to receive programming through a small 
satellite dish easy and inexpensive to install. Companies broadcasting into EU countries can be – 
and often are – located in a non EU country. Despite the “Television Without Borders” Directive 
                                                 
112 Shalini Venturelli: From the Information Economy to the Creative Economy: Moving Culture to the Center of International Public Policy – Center 
for the Arts and Culture.  
113 Interview was confidential.  
114 Alain Terzian : Le cinéma Français à l’horizon international de l’an 2000 – Report to the French ministry of Culture, 1995. 
115 Harvey B. Feigenbaum: Globalization and Cultural Diplomacy – Center for Arts and Culture 
116 Ibid 
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that extends the reach of national quotas to satellite broadcasting, “there is very little a country can 
do to prevent DBS transmissions.”117 
 
Digital compression, which substantially reduces the amount of information that needs to be 
broadcast, makes possible ‘television on demand’: viewers can choose at any time the program they 
want to see and retrieve it from a library. “National quota legislation in the face of ‘television on 
demand’ could well become meaningless as the technology proliferates”.118  
 
The World Wide Web has created media availability without regard for geography.  And, since the 
principal language of the web is English, such activity might be perceived – correctly or not – as a 
threat to the language and culture of EU member nations.  From this point of view, it would seem 
that movement toward “harmonisation” is positive.   
 
Technology is progressing at a rate faster than the rate at which consumers can adapt and purchase 
it.  As a result there is a lack of synchronicity between what is possible and what is practiced.  
Further, recent phenomena such as Kazza,119 the latest iteration of a Napster-like distribution 
network and court decisions surrounding it has challenged all operating assumptions in the music 
industry, not only in Europe, but world wide.  Such phenomena will, we believe, prove not to be 
unique.  Again, this suggests that national frameworks will not survive.  There must therefore be a 
question about whether an EU framework can survive.  
 
 
Should the national regulatory landscapes be further harmonised at European level? 
 
The simple answer is yes, but this implies that a harmonised regulatory framework would be less 
restrictive than those of individual nations.  We believe the challenge comes not only from within 
the EU, but also from the US and other parts of the world, such as the Pacific Rim.  The EU 
tendency to create European frameworks that encompass the peculiarities and constraints of each 
member nation is not the model that will work here.  What is needed is true harmonisation which 
would make distribution among EU nations and across the globe easier.  
 
 
Do the differences between the different definitions of a 'European' work create barriers to 
the trans-frontier production of European cultural (and in particular audiovisual) works and 
their circulation? 
 
The issues here call attention more to the EU and its regulations than to individual nations.  The 
debate about what is European is probably useful, when trying to support the creation of Italian 
cinema or German television, as examples in an economy in which investors outside the EU is 
playing an increasing and already significant role.   
 
It might be useful to separate the concept “culturally European” from the concept “financially 
European” as much of the debate occurs in the financial realm.  Today, European money 
underwriting an American script might be viewed, given existing regulations and definitions as 
“European.”   
 

                                                 
117 Ibid 
118 Ibid 
119Guillaume Fraissard : La génération MP3 cherche ses marques – Le Monde 19/06/00  
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For example, the recent film, The Messenger, deals with a very French subject, and the film script 
was based upon historic writing by a French author, the director and script writer was Luc Besson, 
but all the actors were American and the financing was mixed, and the film was shot in English.  
The debate must clarify such issues.   
 
 
Which kind of policy should the Commission adopt in order to harmonise the European 
cultural industry/market? Are national markets to be kept partly or completely liberalized / 
deregulated? 
 
It is hard to give a clear-cut answer to this question. On one hand, the professionals in the field 
seem to agree that more deregulation would allow them to grow. As the CEO of a major French 
radio network told the authors: “The legislation allow us to exist, but forbids us from growing. We 
are condemned to remain dwarves”120. 
 
On the other hand, deregulation seems to favor the importation of American audiovisual products.  
Following the wave of deregulation of the 80’s, the multiplication of broadcasters has seen 
countries that had known only public service broadcasting, or a handful of independent channels, 
accommodate dozens of private companies offering television shows. This proliferation of 
television broadcasters has resulted in a rapid increase in the number of channels, while the growth 
in television watching audience has remained steady. Fewer viewers per channels means that 
markets have become fragmented. Confronted with diminished audiences on which to base their 
advertising rates, companies have become more sensitive to the cost of programming (i.e.: licensing 
fee).121  
 
The net contribution to the creative environment – and the common cultural heritage – should also 
be considered where regulators are confronted with mergers of the owners and producers of cultural 
content. Market distorting mergers, coupled with policies that emphasise deregulation, can add to 
societal cost, and can dampen the vitality of the emerging economic frameworks.122 The “Creative 
Economy’ urges policy frameworks that discourage knowledge monopolies. 123 
 
 
With regards to the international co-operation: Are the WTO/GATS platforms adequate to 
best endorse the EU position? 
 
Whatever the difficulties involved in working with WTO/GATS platforms, it is essential to keep 
working in the frames they have set for at least 3 reasons: 
• There is no clear alternative 
• They will be the platforms used by the US government to attack the EU positions on the matter.  
• To date, the GATS allow enough margins to the EU (See answer to question 7).  
 
Moreover, the position of the US concerning the GATS has weakened, and might shift.  
 
The protectionist measures taken by the current American administration in favour of the US steel 
industry have changed the role of the US from prosecutor to defendant. 
 

                                                 
120 Confidential interview – translation Ravanas. 
121 Harvey B. Feigenbaum: Globalization and Cultural Diplomacy – Center for Arts and Culture 
122 Shalini Venturelli: From the Information Economy to the Creative Economy: Moving Culture to the Center of International Public Policy – Center 
for the Arts and Culture.  
123 Ibid 
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Moreover, some new ideas are growing among American cultural policy experts: 
• The US may be able to live with some cultural exceptions through existing flexibilities in the 

General Agreement on Trade Services (GATS).124   
• There is not necessarily a need for rigid opposition to the forms and exceptions advocated by the 

European Union and the Canadians.125 
• The US should show more sympathy for the cultural dilemmas that other countries experience 

in the face of American popular culture.126  
• Maintaining diverse sources of cultural products and services, on a global as well as national 

level, provides value added for American consumers and producers while allowing other 
countries to produce their distinctive cultures as a valued public good.127 

 
As Gigi Bradford, former Executive Director of the Center for Arts and Culture puts it: “Since the 
terrorist attacks of September 11, 2001, […] Americans better understand how Culture affects the 
way we are viewed by some people in other parts of the world. We must ask how we can nourish a 
truer picture of American values, American culture and American democracy”.128  
 
Public protests at meetings of the World Trade Association in Seattle and Genoa, where 
demonstrators often conflated “globalisation” with “Americanisation”, as well as the bombings of 
several MacDonald’s restaurants around the world, have also revealed the need for a deeper 
understanding of culture’s role in global interactions129 among American officials, and the 
population at large.  
 
Is short, the idea that globalisation is clearly about more than commerce130  and that culture is an 
expression of national identity, and as such is to be promoted and protected as a public 
responsibility131, are probably not as foreign as they used to be to the American public.  
 
 
What exemptions, if any, should one seek, under the competition rules of the EU, for the 
cultural products and its industry? 
 
Arguably, none.  
 
From a legal or juridical point of view, an exemption is defined as an exception to the 
implementation of a rule. As such, there is no need for an audiovisual exemption to the rule since 
audiovisual services are included in the General Agreement on Trade of Services (GATS) 
negotiated in 1994 under the supervision of GATT. 132 
 
However, the ambiguity lies in the fact that the members of the European Union, as most other 
members of the World Trade Organization (noting that the WTO grew out of GATT), did not sign 
any agreement concerning audiovisual deregulation, but rather limited themselves to a commitment 
to transparency, i.e. the obligation to inform the other signatories of the Agreement of the measures 
taken on the matter. 133 
 

                                                 
124Kevin Mulcahy: Cultural Protectionism vs. Cultural imperialism - Center for Arts and Culture 
125 Ibid 
126 Ibid 
127 Harvey B. Feigenbaum: Globalization and Cultural Diplomacy - Center for Arts and Culture 
128 Gigi Bradford, Executive Director, Center for Arts and Culture - Web site of the Center for Arts and culture. 
129 Ibid 
130 Thomas L. Friedman : The Lexus and the Olive Tree - Farrar Strauss Giroux 1999 
131 Kevin Mulcahy: Cultural Protectionism vs. Cultural imperialism - Center for Arts and Culture 
132 I. Pingel-Lenuzza : Les mesures européennes d’aide à l’audiovisuel sont légales – Le Monde 05/20.02   
133 Ibid 
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As such, without exceptions to the Agreement, the EU has the necessary leeway to favor its 
audiovisual industry. That would of course change if the ongoing negotiations at the WTO were to 
define audiovisual products as mere services. In that case, the strict respect of the most favored 
nation clause would be required. In the absence of such assimilation, the measures taken by the EU 
are legal, if not necessary efficient and effective. 134 
 
 
Is there a need for further development of international agreements? On which sectors and on 
which issues?  
 
The importance in the matter is to enlarge the debate to nations other than the EU members, to 
include countries facing the same challenges and sharing European concerns about American 
dominance.  
 
Prior to the North American Free trade Agreement (NAFTA), the Canada US Free Trade 
Agreement contained provisions whereby trade in cultural goods and services could have been 
restricted.135 South Korea, which is in the process of renegotiating a trade agreement with the US, 
has tried to resist American pressures to remove its audiovisual quotas. However, Kim Sung-su [the 
acclaimed South Korean film maker] declared that “if we want to make good movies {in South 
Korea] we still need “crutches” to face the overwhelming competition”136  
 
 
A.6 European Union & United States: Content & Context 
 
 “Culture is the means by which we begin to understand our experience, our hopes, desires and 
fears—and to see them in a context of society from family to nation and world.  It is through culture 
that we build identity, that essential component of humanity, and community. And it is through it 
that we communicate our ideas, feelings, insights, our very selves, to others. Culture allows us to 
learn and develop as people. Its place in us is so fundamental that it is impossible to imagine a 
person, or a human society, in the absence of culture”.  
François Matarasso. Forward to Recognising Culture. UNESCO Publications 
 
Terminology and Understanding 
In making comparative analyses between the cultural sectors in the European Union and the USA, it 
is important to remember the fundamental differences in basic terminology and understanding of 
cultural goods and services between the two continents. 
 
The concepts of "cultural goods" and "cultural services", which appear clearly distinct, are 
sometimes difficult to dissociate. In fact, differences in interpretation are quite profound and 
probably one of the greatest sources of misunderstanding between the US and Europe.  The 
combination of both terms is commonly referred to as "cultural products", and the sector that 
produces them as the “cultural industries”. UNESCO has defined them as follows:  
 

Cultural goods generally refer to those consumer goods that convey ideas, symbols, and 
ways of life. They inform or entertain, contribute to build collective identity and influence 
cultural practices. The result of individual or collective creativity - thus copyright-based - 
cultural goods are reproduced and boosted by industrial processes and worldwide 
distribution. Books, magazines, multimedia products, software, records, films, videos, 

                                                 
134 Ibid 
135 Harvey B. Feigenbaum: Globalization and Cultural Diplomacy – Center for Arts and Culture 
136 I. Pingel-Lenuzza : Les mesures européennes d’aide à l’audiovisuel sont légales – Le Monde 05/20.02   
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audio-visual programmes, crafts and fashion design constitute plural and diversified 
cultural offerings for citizens at large. 
 
It is traditionally understood that cultural services are those activities aimed at satisfying 
cultural interests or needs. Such activities do not represent material goods in themselves: 
they typically consist of the overall set of measures and supporting facilities for cultural 
practices that government, private and semi-public institutions or companies make available 
to the community. Examples of such services include the promotion of performances and 
cultural events as well as cultural information and preservation (libraries, documentation 
centres and museums). Cultural services may be offered for free or on a commercial basis.  

 
These definitions are acceptable up to a point, but differing economic and social factors in the USA 
and Europe still present problems in their usage. Americans often find Europeans elitist about 
cultural matters and Europeans for their part, find the relentless American obsession with the 
marketplace, vulgar.  Of course, this is partly explained by western Europe’s long history of private 
and public subvention for arts and cultural activity. 
 
Another problematic term in connection with culture is the term “cultural policy”.  It is rarely used 
in the USA, yet in other parts of the world is increasingly recognised as a major force in the 
development of civil society. 
 
It is also interesting to note that commercial cultural goods and services such as film and television 
programmes, recordings and books constitute the 'cultural industries’ in Canada and most parts of 
Europe (although they tend to be known as the 'arts industries' in the UK) while in the United 
States, the 'entertainment industry' is the generic term to describe these activities. 
 
The role of UNESCO 
The world organisation charged with the guardianship of culture and cultural policy is UNESCO. 
At their Intergovernmental Conference on Cultural Policies for Development in Stockholm in 1998, 
they confirmed the importance of bringing culture ‘in from the margins’ and to the heart of policy-
making for sustainable development. This was also the paradigm shift advocated by the World 
Commission on Culture and Development, who added in an accompanying report: 
 
It was acknowledged that UNESCO, guided by its experience over the years in the formulation of 
policies on books and reading, should extend its efforts to the other cultural industries involving 
creative activities protected by copyright, such as cinema, audiovisual and multimedia.  
 
The objectives were clearly specified:  
• To encourage the establishment of mechanisms to coordinate action taken by national 

administrations and the private, professional sectors, with a view to developing the appropriate 
legislative and fiscal structures  

• To organise international exchanges of information in that field;  
• To foster the adoption of regional and sub-regional cooperation strategies for the production and 

distribution of cultural goods and for the training of the professionals involved.  
 
The Action Plan that was adopted at UNESCO’s Intergovernmental Conference insisted that 
"cultural goods and services should be fully recognized and treated as being not like other forms of 
merchandise". In an age of globalisation, this shows how important the stakes are.  
 
UNESCO takes its responsibilities in cultural area very seriously, and in furthering this objective, 
has established a new Cultural Policies for Development programme. 
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The new programme will be based on:  
• The monitoring, collection and dissemination of knowledge and information and forging links 

between the research and policy-making communities.  
• The provision of capacity-building services to Member States and other actors in the cultural 

policy domain  
• The reinforcement of advocacy and reflection on cultural policies for development. 
 
UNESCO’s definitions of cultural activity naturally place its altruistic and developmental role 
before any commercial one, and is further proof – if proof was necessary – of how complex are the 
social as well as economic factors surrounding all aspects of cultural production. 
 

The first obstacle encountered in the elaboration of cultural statistics that are susceptible of 
capturing  and  describing the entire cultural field, of helping the decision makers in the 
definition of cultural policies, and of explaining the complex mechanisms of cultural life is 
the definition of Culture itself.  Approaches are many and often mix the aesthetic, 
ethnological, economic, social or political viewpoints making it difficult to reach a true 
consensus on the definition of the cultural field and its boundaries. Another  characteristic  
of  the  cultural  field  is  to  group  very  heterogeneous  activities  that originate  from  the  
major  sectors  of  the  economy: industry,  commerce,  services,  and handicrafts.  
Consequently, it does not have the coherence of an economical sector, not in its structures, 
its activities nor its products. The two major characteristics of the cultural field, the 
difficulty in defining it and the multitude of  miscellaneous  activities  that  constitute  it,  
mean  that  any  approach  must  be  based  on choices.  Results  vary  according to the  
adopted approaches  and  definitions.    They  partly explain  the  differences  in  the  
development  level  of  national  statistics  and  their  excessive heterogeneous  nature.    
This  is  a  major  obstacle  and  a  source  of  constant  preoccupation when viewed from a 
point of common work137. 

 
Gender Issues and Influences 
With the fast expansion of the cultural sector, come issues of gender, employment practice and 
sustainability. Data is hard to find on this topic but the European Research Institute for Comparative 
Cultural Policy and the Arts (ERICarts) has initiated a transnational research project in co-operation 
with Finn-EKVIT (Helsinki), Mediacult (Vienna) and the Observatorio das Actividades Culturais 
(Portugal) to investigate the gate-keeping systems in the cultural labour markets and the impact that 
gatekeepers have on the career. Their report is expected at the end of 2003.  We have been unable to 
find comparable studies undertaken in the USA. 
 

One of the reasons for its exponential growth over the last 20 years has been explained by the 
increase of women working in various professional fields. Recent transnational empirical 
studies have indicated, however, that their representation in various occupations and at 
different stages of cultural production can range from below 10% (e.g. in some of the music 
professions) to over 60% in fields which are today deemed "feminised". 138 
 
Such studies have also shown that there is a diminishing share of women towards the top of 
administrative and artistic hierarchies of decision-making across Europe. For example: in the 
field of music, female conductors are rare exceptions; women represent on average 23% of 
theatre directors, 20% of film directors, 25% of art museum directors and 15% of senior 

                                                 
137 Ms Jeannine Cardona. Département des Études et de la Prospective. Ministère  de la Culture et de la Communication, France  
Cultural statistics in Europe : situation  and outlook  
138 ERICarts background paper to ‘Culture-gates’ 
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broadcasting production executives. These findings are contradicted by the consistently higher 
percentage of female graduates in art academies and conservatories across Europe.139 

 
 
Is it possible to identify genuine strengths and weaknesses of the European performance in 
the cultural industry, compared to the USA? 
 
Essentially, it is the very diversity of European cultural industries that is both its greatest strength 
and also its greatest weakness – at least when competing with the USA. It is sometimes easy to 
forget that historically, much of the creative talent that gave the driving force to the US film and 
music industries in particular, were European émigrés.  
 
Generally speaking, all cultural industries face the challenge of international competition. There is a 
de facto monopoly from multimedia conglomerates, which control an increasingly large share of the 
global consumer markets for cultural products. The guiding principles that can guarantee fair 
commercial development for any product are access to markets, diversity of choice and 
competitiveness. The lack of appropriate policies hinders access to markets for cultural products 
from a large number of countries: lack of incentives for creators; low level of investment; lack of 
confidence in their embryonic cultural industries and training of their management and the lack of 
promotion mechanisms for their products. 
 
The distinct advantages that most of the US cultural industries have over their European 
competitors is the hegemony of the English language as a global lingua franca, and the greater 
potential for venture capital as tax sheltered investment 
 
The distinct weakness of the European cultural industries is its geographic and linguistic diversity 
with few shared tax regimes operating at European level. 
 
 
Which factors enable cultural works / products / performances to succeed? Are they exactly 
quantifiable? How would it be possible to boost them? 
 
In purely commercial terms, success must be based on global reach.  The US generally has done 
this more effectively than in Europe because of their historical headstart in creating transnational 
corporate structures during the 60s and 70s, and their subsequent dominance of global market 
places through mass advertising and brand loyalty. Language is undoubtedly a major factor here, 
and while part of Europe’s great strength’s has been its celebration of linguistic and cultural 
diversity, this feature has prevented it from competing directly with the USA. 
 
If Europe accepts that it is unlikely to be able compete effectively with the US in film and music 
related industries, it should note several positive trend indicators since the dot.com bubble burst in 
1999, and most of them concern the internet  
 

These incremental improvements could eventually put the entire industry on a sounder 
footing. Underpinning Chapter Two of the consumer internet is the gradual emergence of a 
more robust communications and technology platform. Residential broadband is beginning to 
emerge as a mass-market service. In the US, for instance, about 27 per cent of homes that 
have an internet connection now log on through a cable modem, DSL line or other high-speed 
link, according to Forrester Research, a research company.  

                                                 
139 Ibid 
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In Europe, broadband is taking longer to arrive, in part because households were much 
slower to adopt dial-up internet access in the first place. But if the adoption curve follows that 
of the US, Europe could have broadband links in about a third of internet-connected homes 
within three years, according to Forrester Research.  
 
The emergence of broadband represents a far more robust market than is generally perceived. 
Hard on the heels of these networks are new consumer technologies that promise to bring 
about a long-predicted phenomenon: the convergence of personal computers and consumer 
electronics equipment in the home.  
 
Home networking - making it possible to download music files or films over the internet, store 
them on a "home server" and then distribute them throughout the house at high speed - 
attracted most of the attention at the annual Consumer Electronics Show…. The idea may not 
be new. But what has changed is that there is now mass-market equipment to run these digital 
networks.  
 
Personal computer hardware and software companies such as Hewlett-Packard and 
Microsoft on one hand, and consumer electronics companies such as Sony, Philips and 
Matsushita on the other are beginning to produce the devices that will bring about this 
"digital convergence". But the manufacturing of these devices has as much to do with the 
arrival of broadband internet connections as with the emergence of new enabling 
technologies. Chief among these is the short-range wireless (WiFi) networking technology 
that has made it cheap and easy to link the PC in the home office to the television in the living 
room.140 

 
"By connecting [audio-visual], PC and mobile devices, we will create a huge platform for the 
creation and enjoyment of rich digital content"141 
 
 
How can the remuneration of original creative efforts be maximised? Can new technologies 
contribute to increase it? 
 
It is hard to see how remuneration for European creative efforts can be maximised while access to 
and performance in global markets remains relatively small in comparison to the USA. 
 
New Broadcasting technologies e.g. ‘split screen’, ‘walled garden’ and interactive technologies 
linking PCs with broadcast output could give Europe the edge if they are developed strategically. 
 
 
Co-productions might be suitable ways to expand intra and extra-European cultural markets, 
while respecting national and regional cultures. Should there be an increased harmonisation 
of financing schemes for co-productions? 
 
Even with initiatives that the EU has adopted over recent years in this regard, it is hard to see how 
see how this will happen in the short-term without a major challenge to the principles of 
subsidiarity. 
                                                 
140 Financial Times.  Jan 17, 2003 
141 Kunitake Ando. President ,  Sony Corporation 
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The project to deepen European economic integration has a long history. With the Single European 
Act in the early 1990s, Europe was charged with bringing down barriers to the free movement of 
capital and labour – and these were considered the prerequisite for a single currency.  
 
As far as film production is concerned, it is probably true to say that a European film industry only 
exists as a political ideal and has no concrete basis in reality. As a Europe of nations, the European 
Union is composed of 15 national industries – and about to become 25 or more. 
 
However, much of the film business in Europe operates outside national boundaries, helped along 
by European funding mechanisms, such as MEDIA and Eurimages, and through a myriad range of 
co-production arrangements, incentives and tax breaks. This intermingling of national film 
industries is what is generally meant when the European Commission or European producers refer 
to a single market in film.  
 
Under this ambiguous European production scenario, it is hard to imagine Europe competing 
effectively with the US until two fundamental questions are answered, namely: where is the 
dividing line between national and European film production, and, if such a line could even be 
found, is it possible that national interests (in a sector where linguistic chauvinism is a powerful 
imperative) could ever be set aside to create a genuinely integrated European film industry. 
 
The current subsidy and incentive systems are another obstacle to greater integration at a national 
and European level. National subsidies and incentives are jealously guarded, and even with EU 
support for film production, harmonisation and unrestricted access to Member State’s own national 
funding appears to be a distant – if not impossible – dream 
 
 
Is a further regulatory intervention needed? 
 
With a broad range of cultural industries growing at exponential rates in several countries – 
particularly where broadband internet access is available and strongly promoted, it is probably 
deregulation rather than further regulation that is the key issue here, and in countries where 
national telecoms providers are resisting opening their monopoly or near-monopoly positions to 
greater competition, competition is slower. 
 
However, there are still areas where regulatory intervention at a European level may be necessary. 
For example, the sale of US movie rights to European pay-TV has contributed considerably to 
increased revenues for the US “majors”. 
 

The sale of such movie rights to pay-TV companies - estimated to have exceeded $US1.5bn 
last year - has become an increasingly important revenue stream for studios such as Walt 
Disney, Warner Brothers, Universal and Paramount.  
 

Sharply rising demand for satellite and cable TV services - and particularly movie channels - 
contributed to a threefold increase in European distribution revenues during the 1990s.  

 
The contract and duration terms for those rights, however, have attracted the attention of the 
European Commission. Seven leading studios have been asked to co-operate in an inquiry 
into the exclusivity arrangements, release schedules, payments and length of movie rights.  
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Pay-TV companies including Britain's BSkyB, Canal Plus of France, Telepiù in Italy and 
Sogecable in Spain have also been asked to contribute details of their movie arrangements.142 

 
From the point of view of Europe’s originators and publishers of cultural content, they argue for an 
increased regulatory framework and they respond vigorously to charges that further regulation will 
stunt cultural diversity, inhibit competition, undermine the role of smaller actors and stifle the 
development of the information society.  
 

Copyright guarantees diversity and will stimulate competition in the information society. It is 
the small players - artists, authors, small companies and consumers - who stand to benefit 
most from strong copyright. Creators will have nothing but copyright protection to ensure 
that their efforts are rewarded. Millions of consumers will have easier access, through the 
Internet and other media, to different and disparate cultural works. Artists, authors and 
producers will be able to reach a huge European public without intermediaries or the 
technical limitations and physical borders which today inhibit them - but only if they are 
given the right conditions to do so… Strong copyright gives the consumer quality, choice and 
value. As regards what consumers can do now in the analogue world - for example, making 
tapes at home or for the car, or buying books in a shop - absolutely nothing will change.  
 
In the digital environment it's true that things are different, because digital technology 
changes the whole interaction between providers of works and their consumers. In this new 
environment, digital copying gives the consumer a perfect "clone" that replaces a retail sale. 
Furthermore, the information society will to a large extent eliminate the distinction between 
commercial and private activities. Direct delivery to individuals, like a host of other new 
commercial activities, will in future often take place in the privacy of the home. There will be 
tailor-made services where the consumer can pay exactly for what he wants and no more. 
Everybody wants to license that kind of use, and digital technical controls will allow them to 
do so against such a licence. In fact in the new environment, digital private copying will hurt 
rights holders: it will substitute for retail sales, erode the livelihoods of creators and leave 
consumers with few original works left to buy.  

 
Copyright protection will be rendered meaningless if it is not accompanied by a legal right to 
stop technical measures being circumvented. To be most effective this right should be the 
same for all categories of works. However, rights holders do not want to outlaw or force the 
redesign of all equipment which could be used to circumvent technical protection systems. 
They only want to outlaw equipment which is designed with the intention to circumvent. This 
will pose no problem for legitimate manufacturers or distributors of computer or other 
equipment. It will only catch those that are producing or marketing devices that are intended 
to be used for circumvention. As for the threat to innovation, the real threat will be if the 
technical measures on which the creativity of content providers depends are left exposed to 
easy circumvention by pirates and hackers. 143 

 
Protection against piracy is obviously a major issue both in Europe and in the USA, and content 
providers are losing huge revenues to the practice. 
 
There has been a huge increase in home CD burning by individuals in recent years. 
The International Federation of the Phonographic Industry (IFPI) estimates that over 20 
                                                 
142 Financial Times.  Jan 15, 2003  
 
 
143  The Publishers Association. 2002 
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million adults in Europe have downloaded music from the internet, and of them, 45% have 
burned music onto a blank CD. This activity, which can only increase with further uptake of the 
internet, has correspondingly prompted content owners to develop copyright protected CDs in a bid 
to combat increasing piracy. This securing of CDs restricts the customer’s ability to copy the 
content to another CD or to an MP3 file. Virtually all record companies have either begun to release 
copyright protected CDs or have confirmed that they intend to do so in the future. Until now, 
retailers in general have not been properly consulted about what approaches might be problematic 
in the marketplace.  
 
As a representative body of entertainment retailers, GERA-Europe is very aware of the need 
to protect and enforce copyright on the content it sells and therefore supports the fight to 
combat piracy at EU level 2. There are approximately ten different technologies that prevent 
consumers from ripping or burning CDs, all of which purport to be transparent when played on a 
typical CD player. All involve software which interacts with the operating systems of PCs or 
videogame players like the Sony Playstation. Some work by preventing CD-ROM drives from 
recognising the tracks. Others overlay tracks with digital noise that makes them unlistenable if the 
track is copied. Others disable or interfere with the copying commands.144  
 
Harmonisation of VAT is another issue which has brought together a coalition of European authors, 
composers, music publishers, collecting societies, artist managers and entertainment retailers as 
well as independent and major record companies. They claim cultural discrimination against music 
that sets VAT on sound recordings as high as 25% in some countries while other cultural goods 
have rates as low as 5%. They argue that recorded music is unfairly treated in comparison to other 
cultural products and services that currently benefit from reduced VAT rates such as books, 
magazines, cartoons, entrance tickets to cinemas, museums and zoos.  
 
In the light of the adverse impact of piracy, they want to see a reduction of VAT on sound 
recordings in order to stimulate sales and to encourage young people’s first and possibly only 
access to European culture. In comparison to the USA, the cost of CDs and DVDs is 
disproportionately higher in Europe, and while VAT rates are undoubtedly a factor, they are 
unlikely to be the only one. A recent report by the Office of Fair Trading in the UK could not find a 
plausible reason for the high price of CDs in Britain compared to the US – even when VAT was 
taken into consideration. 

 
 

European films, even those of quality, face strong difficulties in reaching broad markets, 
whereas US films usually have guaranteed access to them. Yet, are the US and the EU 
'realities' comparable?  If yes, in all cases or just under certain conditions? Which ones? 
 
Both EU and US films benefit from considerable state subsidies – at a national level and, in Europe, 
at an EU level  - even though this is not always readily admitted.  In 2000, the World Trade 
Organisation estimated that the US Foreign Sales Corporation supports US exporters to the tune of 
$3.5 billion a year.  The US counter that EU annual subsidies total more than €90 billion145. 
 
 
Cultural diversity and heterogeneity might be a focal point for the European film industry to 
bridge the gap to the US counterpart; is it possible to quantify parameters for EU films based 
on the richness of the European cultural heritage which still have success? 

                                                 
144 Press release. GERA-Europe. 2002 
145 Source: European Cultural Digest. Aug 2000 
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The following keynote address by Ruth Hieronymi, Member of the Committee of Culture Youth, 
Education, the Media and Sports of the European Parliament, and Rapporteur for the MEDIA Plus 
Programme and Co-President of the Intergroup on Film and Audiovisual Policy provides a good 
overview of the current situation in Europe. 
 

“Europe's cinematographic heritage is unique and gives witness of its great cultural 
diversity. The enlargement by countries of Central and Eastern Europe will make the 
European Union even richer in this sense. Contrary to the 1950s and 1960s, which were 
characterised by successful European productions, the trade deficit with the United States 
has rapidly increased since the 1980s. In the period from 1995 to 2000 alone it lose from 
4.8 billion U.S. dollars to 8.2 billion U.S. dollars. The share of U.S. films as regards overall 
entries in E.U. cinemas ranged around 70% with 77.4% in 1998 and 66% in 2001, which 
indicates that 2001 was a relatively successful year for European films.  
 
The circulation of European Films  
During this year the number of European films screened in E.U. cinemas increased by 23% 
as compared to 2000. Although it was primarily due to an upswing that national 
productions experienced in their country of origin, rising by 27% as compared to the 
previous year, the screening of European non-national works also increased by a healthy 
21%. Yet this most recent success has to be put in context with the still very dominant 
position of U.S. productions. Spelled out in absolute numbers, in 2001 U.S. films were seen 
by 600 million viewers, while European works were viewed by approximately 200 million 
viewers in their country of origin, and non-national European works by about 100 million 
viewers. Therefore there is no clear trend towards European films in general. 
 
Support measures in place 
 The reasons for the problems of the European film are evident: diversity of languages, 15 
national promotion and distribution systems and a lack of risk capital imposing severe 
competitive disadvantages on European productions as compared to U.S. films. In order to 
reduce these disadvantageous factors, the MEDIA Plus Programme was created in 1991.  In 
the years 2001-2005 the MEDIA Plus Programme aims to overcome the above-mentioned 
weaknesses with 400 million euro giving an important impulse by supporting the promotion 
of films outside the country of origin, European festivals and networks in the film industry 
and pilot projects in digital television. The continuously positive development that has been 
observed since 1996 in the screening of European non-national films shows that the MEDIA 
Plus Programme bears fruit, although the general dominance of U.S. films is still 
overwhelming, as stated above. Next to the MEDIA Plus Programme, an important role is of 
course still played by national film support schemes. In this regard it was vital that the 
European Commission in its communication of 26 September 2001 examined and approved 
the film support programmes in the member states according to the provisions of EU 
competition law. This is a guarantee for European films. A very valuable contribution in the 
attempt to overcome the chronic lack of risk capital is now being made by the European 
Investment Bank. In the framework of its i2i programme 600 million euro are available for 
the period 2001-2003, of which 400 million euro have already been attributed this year. 
 
Future instruments for old problems  
Next to the measures employed today new ways have to be examined, not least by the 
member states. The European Parliament made a number of useful and promising proposals 
in this sense in its decision of July 2nd 2002 calling for a reduced rate of indirect taxation. 
Taking their responsibility for the principle of subsidiarity seriously, member states also 
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need to strengthen their financial enlargement for the European film in national support 
measures, as well as regards contributions to MEDIA. Furthermore, both member states 
and the European Union have to reinforce their efforts for the safeguarding of Europe's 
great cinematographic heritage. Pilot projects in the framework of the MEDIA Plus 
Progmmme would be helpful in this respect. Finally, in the medium term a general demand 
by the European Parliament is of course die introduction of qualified majority voting in this 
field. 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 242

 
B. Bibliographies 
 
 
B.1  Bibliography as contained in the Brief 
 
1 
EUROPEAN PARLIAMENT, Resolution on new frontiers in book production: electronic publishing and printing on 
demand, 2000/2037(INI), with regard to the Report A5-0005/2001), 1.2.2001. 
 
KYRIAKOU, D., Technology and Employment Revisited: against pessimism, IPTS Report, Nr.53, 2001 
 
ERNST-VOGEL, M., "Media Asset Management (MAM). Vision und Herausforderung der digitalen Medienwirtschaft", 
Fernsehund Kino-Technik, 55. Jahrgang, Nr.5, 2001. 
 
PRICEWATERHOUSECOOPERS, Global Entertainment and Media Outlook: 2000-2004, September 2000. 
VIDAL, G., Les industries culturelles à l'heure du numérique 
 
GOLDHAMMER MEDIENBERATUNG/MEDIENFORSCHUNG, T-Commerce 2005, Berlin, August 2000. 
 
TREIBER, H./MARTINOLI M., Digital technology and its impact on the EU entertainment and media sectors, Interim 
Study, Working document for the STOA Panel, Workplan 199999/JURI/01, April 2000. 
 
Les industries culturelles et l’internet, (étude réalisé par le Département des études et de la prospective en collaboration 
avec le Centre national de la cinématographie la Direction du développement des médias), 2000 
 
EUROPEAN COMMISSION, The EU Action Plan: Satellite communications in the Information Society. Recent activities, 
present situation and outlook, Commission Staff Working Paper, 16.2.1999, SEC(1999) 250. 
 
About the print industries: 
EUROPEAN PARLIAMENT, Report on new frontiers in book production: electronic publising and printing on demand, 
Committee on Culture, Youth, Education, the Media and Sport (Rapporteur: Barbara O'Toole), 10.1.2001, (A5-
0005/2001, 2000/2037(INI)). 
 
EUROPEAN PARLIAMENT/EUROPEAN COUNCIL, Decision No 508/00/EC of 14 february 2000 establishing the Culture 
2000 programme,  Official Journal L 63, 10.3.2000, p.1; on the Culture 200 programme 
 
DIEBEAN, W./B. GARRISON, Market Types and Daily Newspapers: Use of World Wide Web 
Technologies, 2000 
 
HUESCA, R./B. DERVIN, Hypertext and Journalism: Audiances respond to Competiting News Narratives, 1999. 
HARPER, C., Journalism in a Digital Age, 1998 
 
EUROPEAN PARLIAMENT/EUROPEAN COUNCIL, Decision No 2085/97/EC of 6 October 1997 establishing a programme 
of support, including translation, in the field of books and reading (Ariane),  Official Journal L 291, 24.10.1997, p.26. 
 
 
2 
EUROSTAT, Industry, Trade and Services. Statistics on Audiovisual services (Time series 1980-1998), 18.4.2001. 
 
EUROSTAT, Industry, Trade and Services. Cinema Statistics. Strong Growth in Cinema-Going, Theme 4-2/2001, 
European Communities, 23.1.2001. 
 
EUROPEAN COMMISSION/EUROPEAN INVESTMENT BANK, New Financial and Banking Instruments for the Audio-Visual 
Media, IP/00/1489, 19.12.2000. 
 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 243

DUCATEL K./J.C. BURGELMAN/M. BOGDANOWICZ, Employment outlook and occupational change in the media content 
industries (2000-2005), Institute for Prospective Technological Studies (IPTS), Seville, September 2000 (EUR 19658 
EN). 
 
EUROPEAN PARLIAMENT, Digital Technology evolution and its impact on the EU Entertainment and Media sectors, 
STOA Study, Brussels, 17.7.2000. 
 
EUROPEAN AUDIOVISUAL OBSERVATORY, Statistical Yearbook. Film, Television, Video and New Media in Europe, 
1999-2000, Strasbourg, Spring 2000. 
 
EUROPEAN PARLIAMENT, Women Professionals in the Media in context of New Technological developments, STOA 
Working Document, Luxembourg, February 2000. 
 
EUROPEAN PARLIAMENT, Cultural Industries and Employment in the Countries of the European Union, Education and 
Culture Series EDUC 104A, DG IV Working Paper, October 1999. 
 
OREJA, M. (EUROPEAN COMMISSION), The Digital Age. European Audiovisual Policy, Report from the High Level 
Group on Audiovisual Policy, October 1998. 
 
EUROPEAN COMMISSION, Culture, the Cultural industries and Employment, Commission Staff Working Paper, 
14.5.1998, SEC (1998) 837. 
 
European Audiovisual Conference "Challenges and Opportunities of the Digital Age". Birmingham, 6-8 April 1998, 
Working Group 1 "Employment and the Audiovisual Industries", Final reports, 10.6.1998. 
 
EUROPEAN COMMISSION (DG CULTURE AND AUDIOVISUAL POLICY), The European Film Industry under Analysis. 
Second Information Report, 1997. 
 
 
3 
For general legal texts in force in the European Union and new proposals. 
 
EUROPEAN COMMISSION (DG Internal Market), Etude sur la gestion collective des droits d'auteur dans l'Union 
Européenne 
 
La gestion collective des droits d'auteur et des droits voisins. 
 
EUROPEAN COMMISSION, Certain legal aspects relating to cinematographic and other audiovisual works, Commission 
Staff Working Paper, 11.4.2001, SEC(2001) 619. 
 
EUROPEAN COMMISSION, Commission Opinion pursuant to Article 251(2)(c) of the EC Treaty, on the European 
Parliament's amendments to the Council's common position regarding the proposal for a Directive of the European 
Parliament and of the Council on the harmonisation of certain aspects of copyright and related rights in the 
information society, 29.3.2001, COM(2001) 170 final, 1997/0359 (COD). 
 
BATTISTI, M., L'avenir de la gestion collective des droits d'auteur en Europe, 66th IFLA Council and General 
Conference, Jerusalem, 13-18 August 2000. 
 
GAUDRAT, P., La législation face à la technologie: l'exigence de législation sur le droit d'auteur devient-elle moindre?, 
Colloque: Gestion et utilisation légitime de la propriété intellectuelle, Strasbourg, 9-11 juillet 2000. 
 
DOLFSMA, W., "How will the Music industry weather the globalization storm?", First Monday, vol.5, Nr.5, May 2000. 
 
EUROPEAN AUDIOVISUAL OBSERVATORY, Focus Copyright Law in the Digital Age, 2000. 
 
European Audiovisual Conference "Challenges and Opportunities of the Digital Age". Birmingham, 6-8 April 1998, 
Working Group 4 "Intellectual Property Issues", Final reports, 10.06.1998. 
 
EUROPEAN AUDIOVISUAL OBSERVATORY, Public Aid Mechanisms for the Film and Audiovisual Industry in Europe. 
Comparative Analysis of National Aid Mechanism, Strasbourg, 1998. 
 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 244

BURKE, A.E., "How effective are international Copyright Conventions in the Music industry?", Journal of Cultural 
Economics, vol.20, Nr.1, pp.51-66. 
 
As far as Piracy is concerned: 
 
IFPI 
 
RIAA 
 
IFPI, IFPI Music Piracy Report, June 2001. 
 
EUROPEAN COMMISSION, Follow up to the Green Paper on combating counterfeiting and piracy in the Single Market, 
30.11.2000, COM(2000) 789 final. 
 
EUROPEAN COMMISSION, Combating Counterfeiting and Piracy in the Single Market, Green Paper, 1998. 
 
 
4 
EUROPEAN PARLIAMENT/ EUROPEAN COUNCIL, Directive 97/55/EC of the of 6 October 1997 amending Directive 
84/450/EEC concerning misleading advertising so as to include comparative advertising, Official Journal L 290, 
23.10.1997, p.18. 
 
WARD G., Publishing in the Digital Age. How digital technology is revolutionising the world of books, magazines, 
newspapers and printing, Bowerdean, 1998. 
 
 
5 
Related to the EU "Safer Internet Action Plan" 
 
Related to planned and ongoing studies by the European Commission. 
 
Relevant texts of Community law in the audiovisual field 
 
EUROPEAN COMMISSION, Certain legal aspects relating to cinematographic and other audiovisual works, Commission 
Staff Working Paper, 11.4.2001, SEC(2001) 619. 
 
INTERNATIONAL RESEARCH ASSOCIATES (INRA)/BIRD&BIRD, Study on the impact of television advertising and 
teleshopping on minors, realised for the European Commission, March 2001. 
 
EUROPEAN COUNCIL, Presidency report and conclusions from the expert meeting "Children and young people in the 
new media landscape", Stockholm 12-13 February 2001  
 
EUROPEAN COMMISSION, Evaluation Report from the Commission to the Council and the European Parliament on the 
application of Council Recommendation of 24 September 1998 concerning the protection of minors and human dignity, 
27.02.2001, COM(2001) 106 final. 
 
EUROPEAN PARLIAMENT, Report containing the European Parliament's recommendations to the Commission on the 
negotiations conducted within the WTO framework on the Built-In Agenda, 28.2.2001, A5-0076/2001 2028/2001 (INI). 
EUROPEAN COMMISSION, Combating trafficking in human beings and combating the sexual exploitation of children and 
child pornography, 21.12.2000, COM(2000) 854 final. 
 
EUROPEAN COUNCIL, Cultural/Audiovisual Affairs, 2311th Council meeting, Brussels, 23 November 2000. 
HARCOURT, A., The European Commission and regulation of the media industry 
 
KELLER D./S. VERHULST, Parental Control in a Converged Communications Environment. Self-Regulation, Technical 
Devices and Meta-Information, Final Report for The DVB Regulatory Group, Oxford University, October 2000. 
 
Statement of Prague Audiovisual Seminar on "Audiovisual policies and cultural diversity in a enlarged Europe", 5-6 
October 2000, Prague, October 2000. 
 
Conclusions of the Second Audiovisual Conference of the Euro-Mediterranean Partnership: "A framework for the 
dialogue of images", Rabat, 14-16 September 2000, September 2000. 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 245

 
EUROPEAN AUDIOVISUAL OBSERVATORY, Radio and Televison Systems in Europe. 2000/2001, Strasbourg, 2000. 
 
EUROPEAN COMMISSION, Principles and Guidelines for the Community's Audiovisual Policy in the Digital Age, 
14.12.1999, COM(1999) 657. 
 
EUROPEAN AUDIOVISUAL OBSERVATORY, Legal Guide to Audiovisual Media in Europe. Film, television, video and new 
media, 1999. 
 
EUROPEAN COMMISSION, Study on Parental Control of Television Broadcasting, 19.07.1999, COM(1999) 371 final. 
 
EUROPEAN COMMISSION, The EU approach to the WTO Millennium Round, 14.7.1999, COM(1999) 331 final. 
 
EUROPEAN COMMISSION, Audiovisual Policy: Next Steps, 14.7.1998, COM(1998) 446 final. 
 
European Audiovisual Conference "Challenges and Opportunities of the Digital Age". Birmingham, 6-8 April 1998, 
Working Group 2 "European Support for the Audiovisual Industry", Final reports, 10.06.1998. 
 
European Audiovisual Conference "Challenges and Opportunities of the Digital Age". Birmingham, 6-8 April 1998, 
Working Group 3 "The Right Regulatory Framework for a Creative Media Economy in a Democratic Society", Final 
reports, 10.06.1998. 
 
EUROPEAN AUDIOVISUAL OBSERVATORY, Radio and Television Systems in Southern Europe, 1998. 
 
EUROPEAN AUDIOVISUAL OBSERVATORY, Radio and Television Systems in Central and Eastern Europe, 1998. 
 
EUROPEAN AUDIOVISUAL OBSERVATORY, Radio and Television Systems in Northern Europe and the Baltics, 1998. 
 
EUROPEAN AUDIOVISUAL OBSERVATORY, Radio and Television Systems in the EU member states and Switzerland, 
1998. 
 
UNESCO, Cultural programmes on European public television channels: comparative approach recommendations, 
published with the support of the European Commission, 1998 (Doc. code: CLT.98/WS/11; Cat. Nr: 113404). 
 
EUROPEAN COMMISSION, Illegal and harmful content on the Internet, COM (1996) 487. 
 
 
6 
MARSH, J.B.T, Cultural diversity and the Information Society. Policy options and Technological issues, Interim Report, 
Project Nr. EP/IV/STOA/2000/13/02, 19.3.2001. 
 
MARSH, J.B.T, Cultural diversity and the Information Society. Policy options and Technological issues, Scoping Paper 
Discussion Draft, Project Nr. EP/IV/STOA/2000/13/02, 19.12.2000. 
 
EUROPEAN PARLIAMENT, Globalisation of the media industry and possible threats to cultural diversity, STOA Project 
Brief, Workplan 2000-00/C13-CULT/01, March 2000. 
 
EUROPEAN COMMISSION, Report on the results obtained under Media II Programme (1996-2000), 16.3.1999, 
COM(1999) 91 final. 
 
 

B.2  Additional Materials 
 
ÁLVAREZ MONZONCILLO, J. M. (1997), Imágenes de pago, Madrid: Editorial Fragua.,  
 
BATTISTI, M. (2000), L'avenir de la gestion collective des droits d'auteur en Europe, 66th IFLA Council and General 
Conference, Jerusalem, 13-18 August. 
 
http://www.ifla.org/IV/ifla66/papers/140-184f.htm. 
 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 246

 
BURKE, A.E. (1996), "How effective are international Copyright Conventions in the Music Industry?", Journal of 
Cultural Economics, vol.20, Nr.1, p. 51-66. 
 
CABRERA BLÁZQUEZ, F.J. (2002), “In Search for lost Rightsholders: Clearing Video-on-Demand Rights for 
European Audiovisual Works”, Iris plus, n. 8. 
 
http://www.obs.coe.int/medium/intl.html.en 
 
CABRERA BLÁZQUEZ, F.J.; NIKOLTCHEV, S. (2002), “State of Signatures and Ratifications of Relevant European 
Conventions and other International Treaties Relating to the Audiovisual Sector”, Iris plus, n. 5. 
http://www.obs.coe.int/medium/intl.html.en 
 
CABRERA BLÁZQUEZ, F.J.; NIKOLTCHEV, S. (2002), “Movies Online: Balancing Copyright and Fair Use”, Iris 
plus, n. 4. 
 
http://www.obs.coe.int/oea_publ/iris/iris_plus/iplus4_2002.pdf.en 
 
CABRERA BLÁZQUEZ, F.J.; HELBERGER, N.; NIKOLTCHEV, S. (2000), “Copyright and Related Rights in the 
Audiovisual Sector”, Iris plus, n. 2. 
 
http://www.obs.coe.int/medium/intl.html.en 
 
CRAVER, S. et al. (2001), SDMI challenge FAQ 
 
http://www.cs.princeton.edu/sip/sdmi/faq.html 
 
BERGMANN, F. (2001), “Napster & the Music Industry”, Global & Management. 
 
www.fraber.de/gem/Napster%20and%20the%20Music%20Industry%20010617.pdf 
 
BUSTAMANTE, E. (Coord.) (2002), Comunicación y cultura en la era digital, Barcelona: GEDISA. 
 
CIMEC (2002), La incidencia del delito de la piratería discográfica en España, Madrid: SGAE. 
 
http://www.sgae.es/html/contee/contee0107.htm# 
 
DOLFSMA, W. (2000), “How will the Music Industry Weather the Globalization Storm?”, First Monday, vol.5, Nr.5, 
May. 
 
www.firstmonday.dk/issues/issues5_5/dolfsma/ 
 
EUROPEAN COMMISSION (2001), Certain legal aspects relating to cinematographic and other audiovisual works, 
Commission Staff Working Paper, 11.4.2001, SEC(2001) 619. 
 
EUROPEAN COMMISSION (2001), Commission Opinion pursuant to Article 251(2)(c) of the EC Treaty, on the 
European Parliament's amendments to the Council's common position regarding the proposal for a Directive of the 
European Parliament and of the Council on the harmonisation of certain aspects of copyright and related rights in the 
information society, 29.3.2001, COM(2001) 170 final, 1997/0359 (COD). 
 
EUROPEAN AUDIOVISUAL OBSERVATORY (2000), Focus - Copyright Law in the Digital Age. 
 
EUROPEAN AUDIOVISUAL CONFERENCE (1998), "Challenges and Opportunities of the Digital Age". 
Birmingham, 6-8 April 1998, Working Group 4 "Intellectual Property Issues", Final reports, 10.06.1998. 
 
EUROPEAN AUDIOVISUAL OBSERVATORY (1998), Public Aid Mechanisms for the Film and Audiovisual 
Industry in Europe. Comparative Analysis of National Aid Mechanism, Strasbourg, 1998. 
 
EUROPEAN COMMISSION (2000), Follow up to the Green Paper on combating counterfeiting and piracy in the 
Single Market, 30.11.2000, COM(2000) 789 final. 
 



THE COMPARATIVE STUDY OF THE CULTURAL PRODUCTS AND SERVICES INDUSTRY EU-USA 
 
 

   PE 347.843 247

EUROPEAN COMMISSION (1998), Combating Counterfeiting and Piracy in the Single Market, Green Paper, 1998. 
 
EUROPEAN COMMISSION (1997), Green paper on the convergence of the telecommunications, media and 
information technology sectors, and the implications for regulation: Towards an Information Society Approach, 
Brussels: European Commission, COM(97) 623. 
 
FRITH, S. (1996), Performing Rites: On the Value of Popular Music, New York: Oxford University Press. 
 
GALLOUL, M. (1997), "Les industries culturelles contre le droit d'auteur", Sciences de la Societé: Industries culturelles 
et société de l'information, Toulouse: Presses Uiversitaires du Mirail, núm. 40. 
 
GAUDRAT, P (2000), La législation face à la technologie: l'exigence de législation sur le droit d'auteur devient-elle 
moindre?, Colloque: Gestion et utilisation légitime de la propriété intellectuelle, Strasbourg, 9-11 juillet 2000. 
 
IFPI Network. The newsletter of the International recording industry. (numbers 8, 9, 10). 
 
www.ifpi.org 
 
IFPI (2002), IFPI Music Piracy report 2002, London: IFPI. 
 
www.ifpi.org 
 
IFPI (2002), The Recording Industry in Figures. London: IFPI. 
 
LAMPE, C. (2000), “Who Owns Electronic Rights?”, Iris plus, n. 10. 
 
http://www.obs.coe.int/medium/intl.html.en 
 
NEWMAN-BAUDAIS,  (2002), The distribution of European Union Films in Europe Outside National Markets, 
European Audiovisual Observatory. 
 
http://www.obs.coe.int/online_publication/expert/disfilms_ue.html 
 
OBSERVATOIRE EUROPÉEN DE L'AUDIOVISUEL (2001), Annuaire statistique. Cinéma, télévision, vidéo et 
noveaux médias en Europe. Edition 2001, Strasbourg: Observatoire Européen de l'Audiovisuel. 
 
REID, H. (1993), ASCAP & BMI -- Protectors of Artists or Shadowy Thieves? 
 
www.woodpecker.com/writing/essays/royalty-politics.html 
 
RUSHTON, M. (1998) "The Moral Rights of Artists: Droit Moral ou Droit Pécuniaire?" Journal of Cultural 
Economics, volume 22, number 1, pp. 15-32. 
 
Screen Digest, September 2000. 
 
SHAPIRO, C.; VARIAN, H.R. (2000), El dominio de la información: una guía estratégica para la economía de la red, 
Barcelona: Antonio Bosch. 
 
TOWSE, R. (1999), "Copyright and Economic Incentives: An Application to Performers' Rights in the Music Industry," 
Kyklos, volume 52, number 3, pp. 369-390. 
 
VOGEL, H.L. (1998), Entertainment Industry Economics. 4th edition. Cambridge: Cambridge University Press.



 

   PE 347.843 248

VOLUME OF 
EMPLOYMENT IN: 

Large 
Institutions 

Medium/Small 
Institutions 

Micro-
Businesses & 
Sole-Traders 

Intermittents/ 
Informal & 
Unemployed & 
Volunteers 

 

 
CRAFTS & 
DESIGN 

 

 
MUSEUMS & HERITAGE 

& GALLERIES  

 
PERFORMING 

ARTS 

 

 
AUDIOVISUAL & 
BROADCASTING 

 

 
PUBLISHING 

 

 
MULTI-
MEDIA 

 

 
ART MARKET 
ANTIQUES & 
HERITAGE 

OTHER STATE 
BENEFIT SUBSIDY 

CULTURAL 
PUBLIC SUBSIDY 

 

 
MUSIC 



 

   PE 347.843 249

 


