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Cultural and Creative Industries 

Executive Summary  
 
1. This note reviews a European Commission study, ‘The Economy of Culture in Europe’, 

prepared by KEA European Affairs.  
 
2. The study analyses an important area of economic and cultural policy. It is conceptually 

rigorous and contains a great deal of useful data. Overall, it provides a good reference 
point for the EU’s and member states’ further work. 

 
3. Although it is recognised worldwide that culture, creativity and innovation are core 

factors in social and economic development, very few countries have managed to 
integrate these concerns into a single coherent approach, or to incorporate them into 
mainstream policy-making.  

 
4. The European Union has been slower to address these issues than individual member 

states because (1) it does not have full powers over culture and creativity and (2) its 
Lisbon Agenda takes an old-fashioned view of innovation.  The effect is to make the 
European project less relevant to what is actually happening in Europe and in other 
countries (US, China, India). 

 
5. The note review the study’s new theoretical framework based on a ‘radiation process’.  

It proposes a centre consisting of ‘non-industrial cultural products and surrounded by a 
first circle consisting of cultural industries, a second circle of activities whose outputs 
are functional and a third circle of ‘related industries such as equipment manufacturing 

 
6. The idea of a core of activities reflects current thinking in the UK, US, Japan and China. 

However, there are problems in deciding which activities should be in the core and 
which in the circles outlined in the report. 

 
7. The study’s proposals needs to be developed further, taking all views into account, in 

particular to clarify a European view of culture, creativity and innovation. 
 
8. This note makes several points on international experience, labour policy, public value, 

cultural diversity, intellectual property, the role of government in a creative economy 
and user-generated content. 

9. Over several decades, the EU has faced the challenges of many new technologies (eg, 
ICTs) and economic models and successfully incorporated them into its policy 
processes.  It needs to deal with the new economy in a similarly strategic manner. 

 
10. The priorities for the EU should be: 
 

• Provide political leadership 
• Modernise the Lisbon agenda 
• Restructure EC responsibilities accordingly 
• Collect data on creativity and culture 
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11. The following tasks seem specially important: 
 

• To clarify the relationship between culture, creativity, innovation and 
economic growth 

 
• To strengthen Treaty competencies for creativity and to consider doing so 

for culture 
 
• To rework the Lisbon agenda to include contemporary views about culture, 

creativity and innovation  
 

• To establish a European agency to collect and analyse data on the creative 
economy 

 
• To carry out a Creativity Audit of all EU policies to ensure they support 

culture, creativity and innovation 
 

• To organise the Commission’s responsibilities so that creative and cultural 
activities are given full and equal treatment with conventional 
manufacturing and services 

 
12. The first step is to establish a Task Force that would consider how these priorities may 

be taken implemented. The Task Force should be asked to report within 12 months. 
 
13. The study is a welcome first step on this road. 
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Cultural and Creative Industries 

Introduction 
 
14. The European Commission has published a study, ‘The Economy of Culture in Europe’, 

prepared by KEA European Affairs with the support of Turku School of Economics and 
MKW, Munich.   

 
15. This note reviews the study.  It provides a background to the issues, assesses the study 

and recommends a political strategy. 
 
16. The study is a welcome analysis of an important area of economic and cultural policy. It 

is conceptually rigorous and contains useful data. It would be a remarkable achievement 
at any time, but especially given the lack of previous European studies, the absence of an 
agreed concept and definitions, and the scarcity of reliable data. Overall, it provides a 
useful reference point for EU’s and member state’s further work. 

 
 
Background 
 
17. It is recognised worldwide that culture, creativity and innovation are core factors in 

social and economic development.  Yet very few countries have managed to integrate 
these several concerns into a single coherent approach (though Singapore, for one is 
certainly trying), or to incorporate them into mainstream policy-making.  

 
18. There are a number of reasons. The first is that culture, creativity and innovation have 

their own rich and separate histories, and even different philosophies and ethics.  
Moreover, they each cover a wide range of activities that are intrinsically different in 
their social role, markets, business models and technology. Culture encompasses pop 
music and museums.  Creativity encompasses computer programming and fashion.  
Third, culture is treated as both a contributor to economic growth and as a public good.  
Creativity and innovation have the same split personalities. For example, creativity is 
sometimes seen as a special case of business innovation and treated in economic terms, 
with the artistic and creative elements being regarded as secondary and even treated with 
suspicion.  But it is also used to refer to artistic and cultural activities that have a 
business dimension, although some artists treat these business issues with as much 
suspicion as some business people treat the arts. 

 
19. The concept of the creative economy is an attempt to make sense of these disparate 

activities and policies.  It is a concept in evolution and appears in many guises. The way 
forward is partly through integration and partly by creating new, coherent models.  
These models must be based on sound thinking which, in turn, must be based on the way 
in which people actually think, work and live. 

 
20. The European institutions have been slower to address these issues than have some 

individual member states.  The reasons are well-known. The EU’s competence in 
cultural policy is less robust than it is in economic policy.  The EU only gained 
competence to develop actions on culture with the Maastricht treaty in 1993.  Even 
today, it is not comprehensive. Amsterdam Treaty article 151 (4) says ‘the Community 
shall take cultural aspects into account in its action under other provisions of the Treaty, 
in particular in order to respect and to promote the diversity of its cultures.’ Its powers 
are thus curtailed first by giving culture a secondary role and secondly by the reference 
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to cultural diversity (see #46). One solution to this problem is to give future priority to 
creativity. 

 
21. The Lisbon Agenda is another problem.  While correctly identifying knowledge as a 

major determinant of economic competitiveness, it takes an unduly restricted view of 
innovation and fails to give due weight to creativity and culture. Opposition to Lisbon 
has grown over time.  Or, if not opposition, then disengagement from the European 
Project as symbolised by Lisbon. As the study says, ‘The Lisbon strategy does little to 
address the challenge of building a creative Europe.’  Far from pointing to the future, 
Lisbon looks too often at the past.  Few creative activities deal primarily in knowledge 
and certainly not in the kind of knowledge that is promoted by the Lisbon agenda.  The 
result is a skewing of Europe’s priorities away from the personal and creative and 
towards the corporate and innovative at the precise time when developments in the US 
and elsewhere are in the other direction.   

 
22. The EU Lahti summit in 2006 did not help. Prime Minister Matte Vantage said he 

wanted a “more company-driven innovation policy”.  This is appropriate in ‘old’ 
economies pre-occupied with knowledge and centred on firms, but it is insufficient in 
economies based on personal creativity, design and novelty. 

 
23. Regarding the cultural and creative sector’s indirect contributions to Lisbon, the study 

says they (1) foster innovation, (2) are crucial for the take-up of ICTs, and (3) play a role 
in local development (page 135).  Is this all?  The list only serves to emphasise that the 
European Commission regards the creative and cultural sectors as secondary rather than 
core in themselves.   

 
24. As a result of these intrinsic complexities and its constitutional framework, the EU has 

been conspicuously absent from many of the debates on the creative economy in recent 
years.  Although innovation has long been central to EU economic policy, culture has 
been sidelined, creativity has been restricted to culture, and both have been excluded 
from economic debates. The tension can be seen in EU debates on state aid for 
broadcasting and film, on intellectual property, on competition policy and on much else.  

 
25. In analysing why and how the EU might address these areas, there are interesting 

parallels with its treatment of previous emerging issues.  The European Commission was 
early to embrace the potential of information technology, as can be seen in the 
establishment of the Task Force on IT which led to a new DG-XIII on 
Telecommunications, Information Market and Exploitation of Research.  It was quick to 
pick up on the idea of the Information Society, and developed a raft of initiatives, high-
level groups, networks and initiatives.  Up to this point its work had a heavy technology 
and regulatory thrust.  But it was also quick to see that Europe’s audiovisual industry 
needed the same kind of networking and joint action as had Europe’s IT sector, and so 
set up the MEDIA programme partly on the model of its successful ESPRIT programme.  
Perhaps we need a MEC, a programme of Measures to Encourage Creativity.   

 
26. It is to be hoped that this study will lead to mark a new stage in EU policy-making. 
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Definitions 
 
27. The study rightly starts by defining its terms. Defining ‘culture’, ‘cultural industries’ and 

‘creative industries’ is difficult and there are no agreed definitions.   
 
28. The study seeks to tie down a new definition or ‘delineation’ of ‘culture’, ‘creativity’ 

and their respective activities and industries.  It seeks to define ‘industrial’ and ‘non-
industrial’ processes and innovation.   

 
29. The study introduces a new framework based on a ‘radiation process’ (page 53).  It 

proposes a centre consisting of ‘non-industrial cultural products (ie, ‘the arts field)’.  
Moving outwards, the first circle consists of industries whose outputs are exclusively 
cultural (ie, cultural industries).  The second circle consists of activities whose outputs 
are functional, which the study assumes are not cultural, but which incorporate elements 
from the core and the first circle (examples include creative industries and activities). 
The third circle, borrowing from WIPO’s1 categorisation, consists of ‘related industries 
such as the manufacturing of equipment whose function is wholly or primarily to 
facilitate the creation, production or use of works and other protected subject matter.’ 

 
30. The idea of a core of activities, which then permeates various sectors to produce direct 

and indirect effects, reflects current thinking in the UK, Japan, the US and elsewhere.  
Such an approach is more convincing than the lists of ‘cultural industries’ of the 1960s 
onwards and the creative industries of the 1990s. The idea of a gradation makes sense. 

 
31. However, it is difficult to decide what should be at the centre.  What is the core, the 

source, of art, culture, creativity, innovation and so on? On this the study is ambiguous.  
In II.1.1. it presents ‘A model of the cultural industries centred around the locus of origin 
of creative ideas…’.  This locus of creativity makes sense.  But later in the same section 
the study gives ‘the arts field’ as an example of the core. Surely arts is a specific activity 
with its own formats, economics, technologies and business models and should be in the 
first circle, not the core?  There is a better case to put creativity at the core and to put 
activities and industries that have an economic function in the radiating circles. 

 
32. The word culture is complicated (as the study acknowledges). It has two meanings. It is 

used as a broad definition encompassing the arts, tangible and intangible heritage, as, for 
example, in the title of ministries of culture). This is culture as aesthetic, which plays a 
highly important role in many creative sectors and is the usage found in cultural 
heritage.  It also has a much wider meaning as the commingling of origins, history, 
kinship, language, identity, beliefs and even food and technology, affecting what people 
say and do. In this sense it affects the context of manufacturing as much as of art. 

 
33. It is not obvious that culture is as benign as the report implies and should be used as a 

‘tool’ (page 29).  There is evidence either way.  Culture can bring joy and pleasure.  It 
can cause loneliness and dissension. The study says culture promotes European 
integration (page 1). This is true. But, it can also divide us. Likewise, creativity is not 
benign.  

 

                                                 
1 World Intellectual Property Organisation 
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34. Function.  The study allocates ‘cultural industries’ to the first circle and ‘creative 
industries and activities’ to the second circle because the latter’s outputs are functional.  
It is not obvious that creativity is necessarily functional.   

35. The study makes a distinction between industrial and non-industrial activities. Such a 
distinction is crucial to our understanding of culture, creativity and innovation and also, 
of course, to the application of economics.  The phrases ‘cultural industries’ and 
‘creative industries’ have taken a strong hold in Europe, though much less so in other 
regions.  The term ‘industry’ is useful in some sectors (eg, music, film, software) but 
less so elsewhere (eg, literature, art, fashion) and even in the former group a lot of 
today’s most interesting work is not ‘industrial’ at all.  Music may be industrial from an 
old-fashioned perspective but its new manifestations on the Internet are not. The whole 
point of the huge expansion of audio-visual material on the Internet is that it is non-
industrial.  Indeed, there is an increasing scepticism about the use of the words ‘industry’ 
and ‘industrial’ as the primary description of creative and cultural activities. One of the 
key characteristic of the creative economy is that it involves a new way of working 
which is individualistic, small-scale, non-repetitive and often intangible and non-
quantifiable. 

 
36. Innovation. Creativity needs to be differentiated from innovation and we agree with the 

study’s approach. The film, music, performance, publishing, TV/radio programming, 
fashion, advertising, graphic design and art markets thrive off creativity and are seldom 
innovative.  The wider design, marketing and branding industries flourish more through 
creativity than innovation.  We need to keep the differences in mind when talking about 
public intervention by means of education, regulation, intellectual property, fiscal policy, 
R&D allowances, industry classification and business support. 

 
37. Some of these comments may seem pedantic but, as the study says, we need definitions 

that are generally accepted (e.g. by citizens and business) if we are to have sensible, 
comprehensible policies.   

 
38. The EU could play a leading role in developing a robust definition of these terms.   
 
 
Data Issues  
 
39. The report has useful data on ‘Mapping the Economy of Culture in Figures (Chapter III) 

and in ‘The Indirect and Non-Quantifiable Contribution to the Lisbon Agenda’ (Chapter 
IV).  These two chapters contain a considerable amount data on expenditure, 
employment, assets and other areas as well as ICTs, tourism, etc. They are particularly 
useful in showing where and how the creative economy varies from the rest of the 
economy.   

 
40. It would be useful for further work to be done on fiscal policy.  The EU has only partial 

responsibility in this area, but some tax policies (VAT, levies, tax credits) are highly 
relevant.  Social security policies and unemployment policies are also important, as the 
study says. 

 
41. The study’s analysis and parameters will provide a useful basis for future work and 

policy-making at both EU and member state levels. 
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42. The study has several recommendations for the future data collection and these are dealt 
with below.  

 
General Points 
 
43. International experience.  Creativity and innovation operate on a global scale.  This is 

most marked where language is less important (art, design, architecture, crafts, fashion).  
In many sectors, the technologies are universal, even if business models show cultural 
differences.  So a study of culture and economics has to take account of what is 
happening in the US, Asia and elsewhere. It should be remembered that, while 
governments think in terms of international competition, many creative talents think 
more in terms of collaboration. The rise of the creative economy therefore gives added 
impetus to the EU’s relationship with Third Countries. 

 
44. Labour policy. Few governments have begun to address the issues raised by the new 

ways of working in any systematic manner and the report is welcome for asking some 
pertinent questions.  It says the new workers and new entrepreneurs ‘question new socio-
political relationships beyond the “Welfare State” era’.  We need to delve further into 
this.  There is tendency among some researchers to see the increasing reliance on self-
employed people as welcome; they talk of the creative entrepreneur.  Others say being 
creative is ‘precarious’ and the state should provide a safety net.  What are the new 
economic models?  What are the implications for education and social security?   

 
45. Public value.  One of the key questions facing public authorities in the creative economy 

is how to conceptualise the public interest.  This is most obvious in conventional 
examples of public service broadcasting and museums.  There is a view that these 
services should be funded purely for their cultural benefits and that economic issues are 
irrelevant.  There is another more recent view that even activities funded on cultural 
grounds should also be required to fulfil social conditions (for example, enabling access 
and benefiting the local community) or to generate jobs.  Where should we draw the line 
between public good and private welfare? What does economics tell us? What does 
cultural policy tell us? The study suggests the principle of public value (page 122) may 
be helpful. 

 
46. Cultural Diversity.   The concept of cultural diversity was propelled into the spotlight 

when an alliance of countries, led by France and Canada, used it to support their 
opposition to the World Trade Organisation (WTO) liberalisation of audiovisual markets 
and threats to cultural products as part of the Doha Agenda. Remarkably, UNESCO 
responded quickly and within two years approved a Convention on Cultural Diversity in 
2006 that went into force in early 2007.  Cultural diversity has become an important 
reference point in debates about a country’s cultural self-determination.  Two points may 
be made.  First, cultural diversity is an important factor in all creative societies.  Second, 
it is both a positive and a negative factor.  It emphasises local differences over absolute 
quality.  The study raises the point on page 30: ‘Is cultural diversity a competitive asset 
for Europe?’  There are good arguments on both sides.  In music, for example, we 
benefit culturally from local music played locally.  But having hundreds of local 
collecting societies adds to costs and decreases efficiency. The EU needs to consider this 
further. 
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47. Intellectual Property. The study makes reference to intellectual property (IP) such as 
copyright, patents and trademarks.  The way we generate, use, share and get rewards 
from ideas is critically important culturally and economically.  The Commission should 
organise itself to provide a new framework for intellectual property policy.  It should 
take the public interest as its starting point, and seek to balance ownership and access.  It 
should consider IP not only as law, but as regulation whose aim is to enhance Europe’s 
culture, creativity and innovation. It should question whether DG Internal Market which 
can only deal with internal market issues is the best policy framework. IP policy should 
surely take account of a wide range of cultural, creative and other factors. The study 
appears too eager to assume that stronger rights are automatically better for creativity.  
The art, architecture, craft, fashion and dance sectors and the development of the 
Internet, both here and in the US, would suggest this is not the case. 

 
48. The role of government.  The role of government in a creative economy is different from 

that in a traditional manufacturing and services economy.  The reason is to do with the 
nature of work, the cost of capital and the rate of success.  Work is more fragmented and 
flexible, capital is more fluid and the rate of success is lower.  Governments that like to 
support big, visible infrastructure projects, science parks and factories tend to be less 
enthusiastic about people exploring their creative imagination.  In addition, many artists 
are opposed to government bureaucracies.  The study says, ‘The “cultural and creative 
sector” feels that governments do not really care.’  This is polite! Many creative people, 
whether poets or newspaper editors, do not like governments and the feeling is often 
mutual.  

 
49. User-Generated Content.  The report argues correctly that the creation of content 

(words, sounds, images) is the driver of digital infrastructures, technology and services.  
Once established, however, digital capacity is exploited in all sorts of ways, including 
many that are unexpected.  Today’s huge expansion of digital creativity, often on a 
private, personal and non-commercial basis, may have little economic impact, but has a 
huge social and cultural impact.  The EU should ensure its future actions support and do 
not restrict this development.  

 
 
Challenges 
 
50. The study’s final chapter proposes ‘A Strategy for A Creative Europe’ and lists several 

challenges. 
 
51. Challenge 1. Making Culture and Creativity an EU Priority. The study shows 

convincingly that the EU should put a higher priority on culture and creativity.  Culture 
is already an EU concern but should be given higher priority.  Treaty article 151 (4) 
needs to be strengthened.  Creativity, as yet, is not really an EU concern at all. The study 
shows persuasively that it should be.  

 
52. Challenge 2. Harnessing the Digital Shift.  People throughout the world are using the 

Internet to share, enjoy, re-use and exchange music, films and stories, to get information 
and to meet each other.  Most of this is outside traditional ‘industrial’ structures and 
indeed outside traditional thinking about culture and the ownership of ideas through 
intellectual property.  
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53. Challenge 3. Fostering a Creative Education. The new ways of working have significant 
effects on education, both in what people want to know and how they want to  know it.  
The study correctly gives equal attention to people’s ability to learn outside formal 
education processes.  

54. Challenge 4. Supporting Creative Territories.  Every region and every city in the world, 
from Staffordshire to Shanghai, is promoting itself as a creative place where creative 
talent feels at home.  There is a worldwide rush to attract educated, talented creative 
people.  Europe scores high on most indicators, although it is facing challenges from 
China and elsewhere in Asia.  

 
55. Challenge 5. Ensuring Consistency between EU Internal and External Actions. It is 

proposed convincingly that the EU should put more effort into co-ordinating its internal 
polices with its position in UN agencies (UNESCO, WIPO), WTO, OECD and regional 
trade blocs. The study gives the highest priority to the UNESCO Convention on cultural 
diversity although other areas may be equally important (e.g., education, trade, R&D, 
regulation, intellectual property).   

 
 
Recommendations 
 
56. I: Establish a Stronger Quantitative Evidence Base for Policy-makers: I. A: Statistics 

(page 208). Throughout the world, the collection of good data, sometimes called 
‘mapping’, is the second policy priority (the first being political leadership).  Current 
data on European culture and creativity has many weaknesses.  First, we are some way 
from agreeing definitions, as already indicated. Second, a lot of creative activity is part-
time and unpaid and unquantified.  Third, good data requires either (1) government data 
that is known to be correct because false data is a punishable offence (eg, company 
reports) or (2) independent intermediaries which collect and then provide the data back 
to the people who have supplied it and where false data is commercial suicide.  But 
governments seldom collect relevant data in this field and there is little commercial 
demand for data (compared notably to the US).  Nonetheless, good information is the 
prerequisite of good policy-making, and the situation in Europe needs to be improved 
urgently.  

 
57. The study recommends a new organisation to provide ‘pan-European economic 

intelligence’ as suggested by the EU Leadership Group on Cultural Statistics (page 209).  
We suggest the European Commission carry out a feasibility study to consider its 
appropriate remit, scope, constitution, activities, financing and location. There may be a 
useful lesson close to home in the European Audiovisual Observatory (EAO) which was 
set up to provide standardised, transparent and accurate data on TV and film and, 
although initiated by the Commission, operates under an agreement with the Council of 
Europe.  The feasibility study for the EAO could be a useful reference. It is to be hoped 
the Commission moves swiftly on the study’s recommendation. 

 
58. The study also recommends a European Cultural Network (page 209).  It proposes a 

private-public partnership.  More work needs to be done on its functions and funding 
and how it would relate to the new organisation. The study refers, as a model, to 
Americans for the Arts, a US non-profit organisation which produces a remarkable 
amount of data which is better than anything produced in Europe. It must be emphasised, 
however, that the market conditions for a European version do not yet exist. 
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59. Establish An Index to Measure and Monitor Creativity. The study proposes a Creativity 

Scoreboard (page 210).  Whereas the first recommendation seems mostly directed at the 
cultural sector, the second seems mostly pointed at the creative and innovation sectors 
(the scoreboard’s definition of culture includes ‘hardware equipment’). The study points 
out that the EU is already implementing innovation scoreboards to cover technology and 
science and mentions several examples of creativity scoreboards. It would certainly be 
useful if the EU developed its own scoreboard. The study does not indicate whether the 
scoreboard should be provided by the new organisation already proposed (see above, 
#57) or by some other body; the former seems preferable. Again, the next step is a 
feasibility study on the contents. 

 
60. The relationship between the proposed data organisation, the proposed Cultural Network 

and the proposed Creativity Scoreboard needs careful analysis. 
 
61. II: Integrating the Cultural and Creative Sector into the Lisbon Agenda.  Culture should 

certainly be treated as a EU priority, and that means incorporation into the Lisbon 
agenda. Creativity should be treated similarly. The study suggests the Lisbon agenda 
should include: (1) the increase and improvement of investments in creativity [putting 
the focus on production] and (2) the improvement in creation, production, distribution, 
promotion and access to cultural activities and content. It lists several measures that 
might follow in terms of EU support programmes, notably the i2010 initiative, Internal 
market policies, and education policy.  These are welcome.  For example, DG Internal 
Market’s intellectual property should not only support strong copyright standards, but 
also take account of the public interest and, where they conflict, take the appropriate 
action (eg, digital media, databases).   

 
62. The basic principle is easily stated. The EU needs to involve the people and 

organisations working in the new economy in its work on the future of the European 
economy. It needs to update Lisbon. 

 
63. III: Support the Digital Shift.  The study treats digital media as a major priority, saying 

that ‘the growth of the cultural and creative sector will be fuelled by innovation in 
technology’ (page 213). This statement echoes the study’s underlying theme that culture, 
creativity and technology are inextricably intermixed.  This is true not so much in terms 
of sectors (Europe is world-famous in sectors where the role of digital technology is 
relatively small such as traditional performing arts) but because the Internet is generating 
new modes of global collaboration and learning. 

 
64. IV: Address the Chronic Underfunding of Cultural and Creative Industries.  It has long 

been a complaint that people and companies working in the creative economy are under-
funded.  In almost all cases, that meant either that governments did not provide enough 
subsidy; or that private ventures could not get the start-up or developments funds they 
wanted, usually because banks and investors did not understand them. These 
recommendations focus on the latter.  

 
65. Two points may be made.  First, it is unavoidable that the new economy is ‘chronically’ 

short of upfront funds.  People who use their creative imagination, whether film-makers 
or designers, unavoidably go through a period where they are unfundable in terms of 
external risk finance.  They must cash-flow their own dreams.  Governments and private 
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investors step in at their peril.  It is only when their ideas become fundable that creative 
people can sensibly look for new finance. Second, over the past few years many creative 
people have acquired new business skills, investors have become familiar with the 
creative economy, and (a few) governments have learned how to spend money wisely.  
Europe is some way behind the US, but matters are improving fast.  In addition, the EU 
and many member states provide substantial funds for urban regeneration, which is often 
skewed towards the creative economy.  In some countries, the main issue is not the 
shortage of finance, but a lack of business skills and experience.  Nonetheless, there is 
room for improvement in the European institutions’ expertise in this area, as the study 
points out, and its recommendations for a Creative Industries Bank should be 
considered.  

 
66. V: EU Regional Policy to Boost Creativity.  The study recommends EU Structural Funds 

be used to support ‘traditional art and heritage sectors and cultural industries’, and that 
the European Commission monitor this activity and highlight best practice. This makes 
sense. EU Structural Funds are a useful way of supporting new jobs and have significant 
multiplier effects on local economic growth. The application of these funds in some 
regions has already demonstrated this. 

 
67. VI: Support Cultural Diversity in Europe and Internationally. The study recommends 

the EU take a more active role in promoting European artists overseas. It says EU and 
other non-US artists have difficulties in accessing the US market due to ‘structural 
problems’.  If these structural factors actually do discriminate against non-US people, 
action should be taken bilaterally or through the WTO.  It recommends the EU apply 
preferential treatments for cultural products.  It urges active support for the UNESCO 
Convention on Cultural Diversity and this seems appropriate. 

 
68. VII: Key Steps to Create Coherence and Engage with the Sector.  The study says the 

European Commission is not organised in such a way as to engage with creative and 
cultural sectors.  This is true.  It recommends an ‘entity’, possibly a task force, within the 
Commission that coordinates the activities and policies impact on the cultural and 
creative sector. It goals would be (1) ‘a better interaction with the cultural and creative 
sectors and focus on the sustainability of this sector in Europe as well as on the 
maximisation of the economic and social contribution the sector can bring to the 
European project and (2) a comprehensive and coherent implementation of article 151.4.  
There are obvious parallels with the Task Force on telecommunications and information 
policy that led to the establishment of the previous DG-XIII.  It is to be hoped the EU 
establish a Task Force on the Creative Economy. 

 
 
Conclusions 
 
69. The study should lead to a strengthening of the EU’s competence, expertise and 

understanding of the role of culture and creativity in today’s society. We consider the 
EU’s priorities should be: 

 
• Provide political leadership 
• Modernise the Lisbon agenda 
• Restructure EC responsibilities accordingly 
• Collect data on creativity and culture. 
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The following tasks seem especially important: 
 

• To clarify the relationship between culture, creativity, innovation and 
economic growth 

 
• To strengthen Treaty competencies for creativity and to consider doing so 

for culture 
 
• To rework the Lisbon agenda to recognise the central importance of 

creativity 
 

• To establish a European agency to collect and analyse data on the creative 
economy to address the current information deficit 

 
• To carry out a Creativity Audit of all EU policies to ensure they support 

culture, creativity and innovation 
 

• To organise the Commission’s responsibilities so that creative and cultural 
activities are given full and equal treatment with conventional 
manufacturing and services 

 
70. The EU has faced radically new economic shifts and new technologies before and has a 

wide range of proven tools at its disposal to develop appropriate policies.  It is in danger 
of falling behind in this area.  Action is overdue. 

 
71. The first step is to establish a Task Force that would consider how these priorities may 

be taken implemented. The Task Force should be asked to report within 12 months. 
 
72. The study is a welcome first step on this road. 
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