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Responding to the challenge of rebuilding a resilient, sustainable, 
beautiful and more socially inclusive Europe, while facing a climate 
crisis and a pandemic, the New European Bauhaus has been 
launched as a comprehensive programme to break down silos and 
go beyond innovation within specific sectors.  

In its efforts to foster collaboration between arts, technology, 
science, social and cultural enterprises, citizens and institutions, the 
New European Bauhaus wishes to be open to insights, ideas and 
constructive criticism. 

This study combines knowledge gleaned from a literature review of 
the most up to date publications dealing with innovation in the 
technology and arts sectors with understanding gained from 
interviews with players from a diverse range of industries, 
professional sectors, institutions and societal groups. 
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I 

Executive summary 

A bold transition toward a society that is fairer, socially inclusive, and environmentally, culturally and 
economically sustainable, and that is preserving and is inspired by art and culture, requires cultural, 
cognitive, entrepreneurial, institutional and social change.  

The New European Bauhaus (NEB) offers a great opportunity for Europeans to build such a future 
for the next generations. The solution is not straight forward, however. It will come as the result of 
the intertwining of many different sectors, skills, and types of expertise, and with the contribution 
of many societal groups and players.  

Born at the intersection between science, technology, arts and social development, the New 
European Bauhaus will be fully realised only if the dialogue between all these players is 
genuine, fruitful and open. Initiated by the need to find a response to the major challenges 
affecting global and European society as a result of the ecological and climate crisis and the 
pandemic, the New European Bauhaus is seen as a welcome opportunity to bring together all those 
who can help to identify and develop feasible solutions for their communities. 

While focusing initially on the challenge of renewing the built environment from the foundations 
up, in order to lower its ecological impact, the New European Bauhaus has quickly embraced the 
concept of including design, arts, new materials, science and technology, digital tools and 
computational skills, problem solving, innovation in decision making and in social processes 
and many more sectors in a thoroughly creative effort to design a better future for the Europe of 
tomorrow. 

In recent years, research into innovation has focused strongly on the role of creativity, and cultural 
and social ventures, in addition to technology and science, in shaping truly innovative future 
scenarios and experimenting with promising solutions. After decades of focusing first on traditional 
industries and then on a strong service-oriented economy, the emphasis is now on the creative 
industries as one of the most compelling sectors representing a key for development and innovation 
in the near future. The promise of the knowledge economy will come to nothing if a purely 
technocratic approach is taken. It is only when arts and culture co-create and co-design with science 
and technology that significant and effective change can happen. At times of crisis, creativity must 
be brought into planning at an early stage in order to come up with inventive and yet achievable 
solutions. 

This study brings together insights from a number of scientific research papers and reports 
on current experiences of cross-pollinating the cultural and creative sector with the tech one, 
in the European Union and beyond. It also offers the ideas, contributions and perspectives of 
a selected number of European players with key expertise in the above mentioned fields. 
Taken together, the contributions of this study offer a more nuanced snapshot of how the New 
European Bauhaus could contribute to the achieving the goals of the European Green Deal.  

The first section focuses on the background and the methodology behind the study, explaining 
its rationale and the steps undertaken to collect insights and combine useful observations, 
suggestions and visions.  

The second section organises the literature review into five main chapters, highlighting the 
challenges, needs, ideas and potential solutions coming from the papers and reports studied.  

• Authors from different countries and backgrounds suggest that for an effort like that of 
the New European Bauhaus to succeed, a new way of seeing and doing must be set in 
place. This means defining the scope of the effort thoroughly, so as to actively prototype 
complex cultures of public discourse and decision making, looking at and fostering a 
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much deeper exchange between different fields – such as those of design, engineering, 
economics and also from the social sciences, cultural domains and so on. This new way 
of looking ahead can only come from participatory and transdisciplinary 
approaches based on methodologies and processes that draw citizens from very 
diverse backgrounds, regionally, culturally and economically, into a creative 
process, without risking a loss in diversity. 
 

• The second pillar of the literature review looks at the importance of fostering an open 
solution society. Here, the main point is that societies facing significant uncertainty, as is 
the case at present, need to be more innovative, flexible and adaptive, so as to find, 
recognise and apply new kinds of solution. There are no one-size-fits-all solutions but the 
process of innovation is one that keeps being refined as long as improvement is 
possible. 
 

• The third pillar focuses on the challenge and the approach taken to assess and scale up 
innovation. The replicability and scaling up of creative and social enterprises is looked at 
carefully, as these sectors are strongly interconnected, and dependent for their survival 
and success on the social and cultural conditions. These conditions usually differ 
dramatically from one region to another, from big urban settlements to peripheral areas, 
and between countries with less or more bureaucratic organisation. 
 

• The fourth focus in the literature review is on what can be learned for sustainable and 
innovative development from the natural ecosystem, where organisms tend to be 
interconnected in a non-linear way. The ecosystem framework can prove substantially 
useful in understanding the complexity and dynamics of the leading forces and factors 
driving contemporary organisations.   
 

• Finally, the fifth key concept offered by the literature review is the need for an 
interdisciplinary approach to innovation. While often used as a buzzword, inter-
disciplinarity and even trans-disciplinarity are approaches that should allow the breaking 
down of the silos and vertical disciplinary categorisation that currently underpins 
economic, productive and even institutional organisation. It is not enough to call on the 
arts sector to beautify a technological invention. Arts and technology, as well as all the 
other dimensions underlying the design of new solutions, need to be engaged in the 
process of innovation together from the start in a sincere collaborative fashion. 
Furthermore, institutions should facilitate this co-design approach rather than make 
it difficult through regulations and funding that seem to rely on a rigid classification of 
activities and disciplinary sectors.  

The literature review is reinforced and integrated in the third section of the study by a set of sixteen 
interviews with a very broad range of experts. Organised loosely into five domains, the 
interviews share many common areas and concepts in terms of suggestions, insights, views and 
even concrete ideas for the development of the next steps of the New European Bauhaus process.  

• The first two interviews focus on the background and philosophy behind the New 
European Bauhaus movement and its historical roots. This initial bundle moves from 
the original idea inspired by the German physicist and climatologist Hans Joachim 
Schellnhuber to the Portuguese engineer and artist Luis Miguel Girao who has worked 
extensively to highlight the role and potential of the intertwining of science, technology 
and art in innovation for previous EU projects and other global efforts. 
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• The second group of interviews focuses on the sector that was initially considered central 
to the development of the NEB, that of the built environment, with the contribution of 
architects Mario Cucinella, Alessandro Melis and Jos de Krieger. All three call for a way 
to look at the spatial environment that takes into consideration long-term impacts, the 
possibility to slot into a circular economy framework, and the need to converge with other 
creative sectors and skills.  
 

• The third bundle is that offering the points of view of the creative industries. There is a 
special focus on the fashion sector, with designer and engineer Lisa Lang, CEO of the 
German Fashion Council, Scott Lipinski, and a series of considerations on the cultural 
values associated with our creative and cultural sector and their specific needs, with 
Creative Business Cup director Rasmus Wiinstedt Tscherning.  
 

• Fourth is a discourse on design and new materials, looking into the enormous potential 
of developing many new applications from wood and its derivatives, with the Head of bio-
economy programme at the European Forest Institute, Pekka Leskinen, and CEO of Stora 
Enso, Annika Bresky. The founder of the design and architecture studio Conceptual 
Devices, Antonio Scarponi, then explores the need for disruptive ideas. 
 

• Fifth comes a series of reflections and suggestions to make the entire NEB process 
more inclusive, truly participatory and disruptive, without settling for little 
incremental innovation, or entering the domain of greenwashing without embracing real 
change as it is deeply needed. Through the words, the constructive criticism and the 
examples offered by Milan Chief Resilience Officer Piero Pellizzaro, artist and scientist 
Gloria Benedikt, expert in participatory methods and project manager at the Danish 
Board of Technology Frederik Langkjær, artists Salvatore Iaconesi and Oriana Persico, 
and the leader of the Global Advisory Services at Arup, Carol Lemmens, the focus is on 
how true innovation can happen in cities and communities and which ingredients and 
processes need to be put in place to ensure real engagement, participation and a solution 
that is owned by all players in the field.  

The study closes with a summary of the conclusions and policy options that are deducted from 
the literature review and from the interviews, divided in three steps: scope and goals; processes; and 
action to be taken.     

Scope and goals 

It is fundamental – overall – to clarify further the scope of the NEB to define a clear and shared vision. 
There is still a clear gap when it comes to what can be envisaged, defined and represented as NEB. 
Furthermore, there is no NEB movement recognised by the creative/cultural community.  

Institutions could enhance the potential of disruptive ideas by allowing them to come through even 
when they are not yet able to bring a massive audience and support with them. More open space 
should be left for transgressive proposals that are truly disruptive and might lead down previously 
unknown routes.   

The NEB should support a more eco-systemic approach, with new types of funding schemes, less 
classified in silos and more capable of crossing a wide array of sectors and disciplines. To achieve 
real ecological, economic and social changes, the overall vision must go beyond the segmentation 
of knowledge and all areas within the cultural and creative industries must be mobilised and their 
forces pooled. The Commission could create opportunities to lead these processes in the domains 
of fashion and digital art, philosophy and design, music, cinema and theatre. 
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Digital data must be utilised as a very effective tool that can be used to identify gaps and areas of 
intervention, leading to a real and informed sustainability, on the side of institutions, industries and 
also citizens.  

Processes 

Resources must be put into play because creative and intellectual work must not be considered second 
rate. The economic value of arts and culture must also be recognised. The cultural sector should see a 
relevant increase in funding in what is considered 'a critical time for artists, creators, intellectuals', 
dramatically worsened by the Covid-19 crisis. 

Design can help and contribute to the much needed cognitive transformation.  

A more integrated approach throughout Europe, in product production and consumption, should be 
promoted. There are inefficiencies associated with the lack of coherent size systems for clothes and shoes 
as well as for small appliances such as plugs, which are different in almost every country. On a higher 
level, regulations differ from a fiscal point of view and also in terms of the forms that ventures, 
enterprises, professionals can use to work in one country or another. This makes it very difficult, especially 
for small companies, to work at a genuinely European level, because of having to navigate bureaucratic 
difficulties that might hinder the effort of starting or exporting a new venture from one region to another.  

Designers and architects call for research and investment in materials that can be produced directly 
within the European Union, even restoring, innovating or finding new applications for older products or 
for the combination of diverse materials.  

The final issue here is communication: for Europe to be transformed in an eco-systemic way requires new 
words and new ideas. Models must also be found for audience development and engagement that are 
not simply based on corporate templates.  

Action 

The New European Bauhaus Lab should interact with a defined number of territorial institutions, creating 
a dynamic virtual web of collaborations, enhancing transparency, participation and disruptiveness.  

A prominent role must be given to young people: European spaces and places must be defined by those 
who will live in the future. Young people must be put in a position to define their own future, with tools, 
spaces and support. The vision of the NEB must not be a path outlined only by those who are now mature 
and have an already established position. It should part of school pathways, and of the educational 
experience. NEB must be a place of intergenerational confrontation. 

Academia: a discussion table should be open to anyone included in the process to define how NEB 
curricula or masters should be arranged. Eventually a network of NEB universities and research centres 
(including private ones) could be established at global level. 

A ground-breaking consultation should collect the opinions of people across the EU on the NEB via focus 
groups. Another option would be to close the current existing gap between the wishful thinking around 
the NEB and its concrete implementation in terms of EU policies.  

The creative industry is very much at an earlier stage and is still in the process of setting up associations 
and networks. Not only does it need funding, it must also to be supported in the establishment of fair 
agreements and bridges, as well as by special programmes to open up new opportunities.  

Better, disruptive dissemination campaigns are necessary. There are still no clear and effective practical 
tools, including toolboxes or guidelines, that can be used to practically convert NEB principles in concrete 
planning. One key action would be to partner up with existing cultural creative and specialised media, 
from both the arts and the science, technology and environmental sectors to create spaces for debate 
and discussions to ignite, feed and facilitate the public discussion. 

https://ec.europa.eu/commission/presscorner/detail/en/ip_21_4626
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1. Introduction 

1.1. Background and rationale 
'Europe is looking to the future with hope and determination. And the New European Bauhaus (NEB) 
fits perfectly into this outlook'. In her 31 December 2020 State of the Union address, President of the 
European Commission, Ursula von der Leyen, launched the environmental, economic and cultural 
project that will shape Europe's immediate and long-term future by combining design, 
sustainability and inclusiveness.  

100 years ago, the original Bauhaus movement became a beacon of interconnection between art, 
architecture and industry in an effort to find solutions that would be innovative, beautiful and useful. 
In the current, very critical historical moment, the European Commission has launched a new 
movement – inspired by that iconic one – to strengthen the core of European values while 
responding to the urgent needs and challenges that have emerged from the combination of 
ecological and climate crisis, and the pandemic.  

The New European Bauhaus is being shaped as a creative and interdisciplinary movement nurturing 
new thinking, breaking silos and building a bridge between the worlds of science, technology, arts 
and culture. It aims to foster 'beautiful, sustainable and inclusive ways of living and to use them to 
inspire our way forward'. The New European Bauhaus brings a cultural and creative dimension 
to the European Green Deal, demonstrating how sustainable innovation offers tangible, 
positive experiences in our daily lives. To get there, The New European Bauhaus is calling all 
creative thinkers, creators, innovators, artists, scientists, engineers, architects, 
entrepreneurs, and trainers to contribute across society and different sectors.  

Built at the intersection between the cultural and creative industries, social enterprises, 
technological and scientific industries and research efforts, the New European Bauhaus is part of the 
broader framework of European values based on democracy, human rights, inclusiveness, 
sustainability, trust and social wellbeing. 

The definition and creation of the New European Bauhaus plays out over three phases: co-
design, delivery and dissemination. The goal is to reshape the way we live and inhabit the 
21st century by planning and rebuilding accessible spaces, looking for environmentally and 
economically sustainable solutions and supporting enriching experiences.  

The initial design phase led to a call for proposals that bring concrete ideas that can obtain EU funds 
at a national and regional level. A clear priority in the co-design and delivery phases was that of 
engaging with a very broad range of diverse players, beyond the rich niche of designers and 
architects that are already involved in the movement. This is a prerequisite to ensure that the New 
European Bauhaus project isn't exclusively focused on the built environment but rather contributes 
to a wider spectrum of change and transition that involves and engages all of European society.  

This study emerges from the specific need to adopt a broad view and perspective, and 
therefore incorporates an approach that looks for sources, insight and ideas from a plurality 
of areas of knowledge and experiences. Two main sources of inspiration were used to help 
widen the scope of the New European Bauhaus beyond the initial stage.  

The contents of this study are meant to actively contribute to a change in attitude and approach, 
ensuring that we are on the right track to building the Europe of tomorrow without leaving anyone 
behind and without focusing on a narrow range of activities, sectors and interests, such as the ones 
dedicated exclusively to production and construction.  
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Some of the concepts and suggestions emerging out of this study are outlined in the final policy 
brief section, which acts as a useful collection of building blocks for the next New European Bauhaus' 
future development. 

1.2. Methodology  
This study begins with the creation of a review of the existing knowledge in terms of the 
potential and challenges in crafting the New European Bauhaus. In this specific historical 
moment, Europe is undergoing a much-needed green transition to reduce the negative impacts of 
the climate crisis while supporting sustainable and inclusive development for present and future 
generations. At the same time, it is also facing a period of recovery and reconstruction in the wake 
of the devastating pandemic that has affected the entire planet.  

These very ambitious processes can only emerge from the successful combination of cultural and 
creative contributions; technological and scientific knowledge; and economic and entrepreneurial 
approaches from a very diverse range of cultural and professional backgrounds. There is high 
demand for the design adaptation and experimentation of novel pathways without forgetting the 
long-established tradition of European societal values. A new Europe that is more inclusive, more 
accessible, more knowledgeable, and more integrated.  

Whereas economic development requires bold innovation, social development needs that 
innovation to be brought forward in a way that considers the needs of communities and people 
living in different European regions, territories and situations.  

The intertwining of art and technology for the development of a creative, thriving and 
sustainable Europe has been the focus of previous projects such as the Science, Technology and 
the Arts Initiative (STARTS) of the Digital Single Market of the EU. In 'The Historical Relationship 
Between Artistic Activities and Technology Development', a STOA study published in 2019 by Luis 
Miguel Girao and Maria Céu Santos of Artshare, the authors write 'Art and technology are now more 
intertwined than they have ever been. Modern technology is having a significant impact on recent 
art. Contemporary artists are using new materials and techniques to produce artworks. Artists today 
are continuously experimenting with new technologies in different forms. They find new ways to 
use old mediums as well as inventing new ones'. Furthermore, they specify 'The current intertwining 
of art and technology is not just another new phenomenon in the policymaking world. It is 
grounded in a long-standing historical cycle'. 

This study starts with an analysis of existing publications and reports that specifically give 
indications, insight, ideas and recommendations on how to exploit the high potential of the 
creative and cultural industries in the interaction and cross feeding with science and 
technology within the European region, space and society. The literature review includes 
scientific and academic databases, papers and books that offer overviews and analyses of original 
experiences that may inspire and reinforce the overall scope of the New European Bauhaus 
movement and project. A selection of about 20 contributions - either scientific papers, reports or 
articles – was used to highlight five key concepts that are considered milestones and feed into the 
second phase of this study and its overall conclusions. 

The study then goes on to interview 16 experts, from a very broad range of fields, that are 
involved in the process of building the New European Bauhaus and contribute to its 
development by offering constructive criticism, case studies and new ideas, as well as actual 
skills and expertise.  

The names and profiles of the experts, described at length at the beginning of section 3, have been 
shared with and approved by the Scientific Foresight Unit of STOA that commissioned this study. 
The interviewees come from the fields of co-design and tech innovation, cultural and creative or 



The Green Deal ambition: Technology, creativity and the arts for environmental sustainability 

  

3 

social entrepreneurship, arts and science, architecture, city making, fashion, eco-design, and the 
development of new materials. Special care has been put into finding experts who can represent 
diverse geographical and cultural perspectives. All experts have been interviewed by either video 
call or email, and all were asked to share examples, concrete case studies, and suggestions so as to 
obtain a portfolio of relevant proposals.  
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2. Review: Insights from research and reports  
Scientists have led the rise in awareness about the impact of current economic and development 
models on the climate and environment. Their recognition of the urgency and need for change in 
the way we build, consume, travel and even work, has played a crucial role in these issues becoming 
widespread. Europe has embraced this challenge through its new Circular economy action plan, 
one of the main building blocks of the European Green Deal. This new phase doesn't come around 
abruptly but builds on a vast array of research results and local, national and global experiences.  

The last couple of decades have seen a surge in green industries, and an enormous amount of 
innovation in the fields of new materials, greener technologies, and renewable energy. At the same 
time, more research, publications and books have emerged focusing on the intertwining of art and 
technology, and the collaboration and co-creation of cultural and creative industries with tech-
based and science-based ventures. A lot of effort has gone into renewing entrepreneurial 
approaches and the definitions of business models, particularly within small and medium-size 
enterprises (SMEs), in the start-up world and in any area of cutting-edge business development. 
The use of the agile approach and of design-driven technologies for the creation and development 
of new products, in all types of industries, from small and large ones to commercial and non-profit 
enterprises, has also led to a substantial shift from a purely market-oriented philosophy to a more 
human and environment centred one.  

'The global economy is ever more influenced by the power of creativity. Indeed, we have begun to 
speak of the creative economy – which is the most modern phase of economic development', writes 
Hans d'Orville in the Cadmus Journal in 2019. 'After the agricultural, industrial and service economy, 
we are now in the middle of the ascendancy of the creative economy – both in individual countries 
and worldwide'. A creative economy that needs to be rooted in 'technological creativity, scientific 
creativity, social creativity, political creativity, and last but not least business creativity'. 

The following is a selection of authors and publications that constitute the most recent and 
useful readings on the topic – whilst recognising that there are many other valuable contributions 
out there – and draws five key take away points to help inspire the road ahead. 

2.1. New ways of seeing and doing 
'The New European Bauhaus itself may be articulated as a few jewel-like small islands, perhaps, each 
a new entrepôt within an existing sea of European expertise, talent, and culture. Yet given its 
potency as an idea, it can indeed help imagine a new continent, a Green Deal for another green 
world'. These are the words with which Christian Bason, Rowan Conway, Dan Hill and Mariana 
Mazzucato end their paper, 'A New Bauhaus for a Green Deal', published in November 2020.  

The authors present and discuss their three angled approach to the NEB: Imagination of the Green 
Deal, Delivery of the Green Deal and Participation in the Green Deal. Their initial point refers to the 
need to get the right scope and to define a coherent design process starting with a clean canvas. 
They argue that it isn't a technological problem, since we 'have almost all the technology we need 
for any version of the Green Deal'. Their most urgent concern regards our European identities and 
the way we engage in 'shared decisions about shared futures, how we use public space to 
understand the public purpose, how we contest and co-create'.  

In other words, they say, the New European Bauhaus could and should actively prototype 
complex cultures of public discourse and decision making, looking at and fostering a much 
deeper exchange between the fields of design and economics.  

https://ec.europa.eu/environment/strategy/circular-economy-action-plan_it
https://ec.europa.eu/info/strategy/priorities-2019-2024/european-green-deal_en
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More explicitly, 'we need a new ground game in place across Europe to foster institutional and 
systemic change,' and in order to get there it is important to 'not shirk from complexity and 
contestation, but embrace it [by] accessing art and design's capacity for purposefully holding 
ambiguity and uncertainty'. Design, art and architecture should not only be used to change and 
modify the environment we live in but to produce 'new ways of seeing and doing, which in turn 
inform and invent new cultural and political practices,' since they have the ability to 'produce 
systemic change for big picture challenges, aligned around public purpose and societal value, and 
are immersed within the richer palettes of related artistic and cultural practices'. 

To reach this objective, the four authors look at participative and transdisciplinary approaches as 
the methodology and the process that can draw citizens into a creative process without risking a 
loss in diversity. In contrast, there is an urgent need to understand that 'shared, diverse and thriving 
cultures and identities are not only as important as choices about carbon, broader environmental 
and public health, or material and technology, but that these aspects are intrinsically linked, each a 
potential answer to the other […] Yet our key institutions have become dominated by technical 
silos, with sensibilities framed around cost rather than value; mundane efficiency over quality'. 

Finally, the four experts look into the New European Bauhaus mission as that of a 'systemic, 
behavioural and cultural change' that is based on a reshaping of the culture of decision 
making. 'The Green Deal is a question of the imagination of Europe. This, indeed, requires a new 
school of thought and practice'. A new school that needs to foster a network of communities of 
practice 'connecting art, design, architecture and technology with culture, commerce and 
community, within spaces built for contestation as well as conviviality'. 

When focusing on the needs of communities, social entrepreneurs can play a very interesting and 
innovative role. In the framework of a new 'green, sustainable, inclusive and beautiful society' for all 
European citizens, social entrepreneurs can see and develop an opportunity that has 'sufficient 
potential for positive social impact to justify the investment of time, energy, and money required to 
pursue it seriously,' as described by Ayse Guclu, Gregory Dees and Beth Battle Anderson in their 2002 
paper, published by the Centre for the Advancement of Social Entrepreneurship magazine of the 
Duke School of Business.  

'Sound entrepreneurial ideas respond to genuine needs', explain the authors. Whereas business 
ventures respond to consumer needs, social entrepreneurs should be looking for promising ideas 
based on a thorough understanding of social needs. This may require an array of approaches and 
methods based on broad engagement, proper commitment to the discussion, and open and 
transparent streams of information. Another interesting clue comes from Guclu et al., who argue 
that sometimes there is a danger, when assessing the diagnosis of social needs, of over-emphasising 
the negative and highlighting how, 'some argue that the social sector concentrates too much on 
needs and that better ideas emerge out of a focus on assets'. 

2.2. An open solution society 
One of the pioneers and globally recognised scholars who has shaped the field of social 
entrepreneurship, Duke University professor Gregory Dees, based his entire career on studying and 
showing how the theory and practice of entrepreneurship and innovation has to be framed 
and blended into a social mission to deal with contemporary global challenges. In most of his 
work, Dees deals with the challenge faced by entrepreneurs and innovators, both in the profit and 
non-profit sector, in bringing forward change while making the world a better place for all, and not 
just a select few. While obviously not referring directly to the New European Bauhaus movement, 
which he predated, Dees' writings contain many insights that might be of interest in the shaping of 
practices, both for the delivery and the dissemination phases.  
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In 'Towards an Open-Solution Society', published in the Stanford Social Innovation Review in its 
10th Anniversary Essays special volume of 2013, Dees specifically focuses on the need to find a path 
to great adaptability for our times and on what triggers the ability of societies to shape this higher 
degree of adaptation. 'Societies around the world are facing significant social problems for which 
they often do not have (or at least have not implemented) effective and affordable solutions. As they 
struggle, they also face significant uncertainty and rapid changes (from population shifts to 
technological advances) that result in new, complex, and shifting problems, and that open the door 
to new kinds of solutions. To navigate these choppy waters, they need to be more innovative, 
flexible, and adaptive'.  

To get there, we need to go in the direction of an open-solution society through 
entrepreneurial exploration but within an 'institutional framework that helps us assess, 
evaluate and appropriately scale the most promising of the experimental efforts'.  

Acknowledging, the fact that the world is 'nuanced and complicated,' Dees highlights the need to 
avoid thinking that there might be a 'one-size-fits-all' solution to very diverse kinds of problems and 
therefore advocates for an approach that assesses and recognises the strengths and weaknesses of 
each situation whilst also relying on a portfolio of solutions that might, once properly evaluated, be 
scaled to fit the needs of the people involved. What is particularly important is to stress the fact that 
this needs to be 'a continuous process of refinement and adaptation. Innovation is not finished as 
long as improvement is still possible'. 

A similar approach can also fit the entire sector of the cultural and creative industries, which is 
defined by the UK Department for Culture, Media and Sport (DCMS), as those industries 'that have 
their origin in individual creativity, skill and talent and which have a potential for wealth and job 
creation through the generation and exploitation of intellectual property'. Cultural industries are a 
'synthetic phenomenon that closely linked culture, economics and social policy'. write Yuriy Bilan 
and colleagues in 2019 on Creativity studies, adding that 'These types of activity are largely 
contradictory: a free search for artists, focused on values such as spirituality, self-expression, beauty, 
etc.; a pragmatic business initiative, focused on the personal and corporate benefits; state and 
regional governance, focused on strengthening and development of the nation, country, territory'. 

An interesting case study, in a discussion paper published in 2009, Kathrin Müller, Christian Rammer 
and Johannes Trüby, from the Leibniz Centre for European Economic Research of Mannheim, 
analysed over 2000 Austrian creative industries and used an empirical approach to assess their role 
in the economy's innovation performance compared to that of other companies from other sectors. 
Their findings confirm that the creative industries contribute to innovation in other sectors of the 
economy in a way that is strongly linked to the concept of open innovation: 'Successful innovation 
most often requires the combination of a firm's own innovative resources with external inputs'.  

Inputs that can range from external knowledge (technology developed by other organisations) to 
specialised research and development services and ideas. The creative industries offer 'a diverse 
bundle of creative products and services which can be integrated into the innovation process 
of other businesses'. Products that can range from ideas and innovation to R&D support and 
product design.  

Furthermore, creative industries are also consumers, and thus elicit a strong demand for innovation 
upscale, since they need new applications, technologies and services. Most importantly for our 
discourse, creative industries do not easily fit into the standard concept of innovation since their 
products and services are usually designed to meet a specific demand, they have a certain degree 
of originality and represent the result of individual creative work. In the end, according to this study, 
'creative enterprises turn out to be significantly more innovative than enterprises from other 
knowledge intensive sectors'. 
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2.3. Assessing and scaling innovation  
In 'Scaling Social Impact – Strategies for Spreading Social Innovation', written in 2004, Dees 
warns against the trend of replicating and more specifically scaling social innovation without a deep 
and honest evaluation of that approach. Too often, writes Dees, social entrepreneurs, foundation 
officers and policymakers tend to frame the problem 'in terms of either replication, the diffusion and 
adoption of model social programmes, or, more recently, scaling up, which commonly entails 
significant organisational growth and central coordination. While neither of these concepts is 
inherently ill-conceived, failure to place them within a broader strategic framework can blind social 
sector leaders to promising options and bias them toward a limited set of strategies'. 

While there are many questions to be asked in the process of assessing social innovation, on the 
basis of many studies and experiences, Dees indicates that there are three common forms for 
scaling. These are not necessarily to be kept as distinct and separate approaches, since there are 
some overlaps and blurred lines to be taken into consideration, but they are characterised by 
different core aspects. The first form is that of the organisational model, defined as an 'overarching 
structure for mobilising people and resources to serve a common purpose'. The second concerns 
social innovation which is disseminated and scaled in the form of a programme, and therefore 
through an integrated set of actions serving a specific purpose. The third approach is that of framing 
innovations in terms of principles that provide 'guidelines and values about how to serve a given 
purpose'. The advantage of the latter form is that it allows for sufficient flexibility in the way 
principles are applied, thus making them useful in situations of great diversity. 

A similar set of problems is reflected in the considerations on what make Cultural and creative 
industries viable and sustainable in the long term. 'It is well acknowledged that the capacity of 
CCIs to result in economically sustainable cultural enterprises and thus to benefit territories, 
depends on several factors' write Francesca Imperiale and her colleagues at the University of Salento 
in a paper published on the Journal of Risk and Financial Management in 2021. While analysing the 
Cultural and creative industries sector to describe their main determinants for success and long term 
sustainability, the authors define the sector as 'rapidly evolving, strongly influenced by technology 
and by the processes leading to content and products'. Given their immense potential as 
developmental factors, Cultural and creative industries are receiving growing attention by the 
policy-making sector, since they are considered an opportunity for local economies and social 
wealth. However, the authors highlight, in this 'attempt of culture and creative instrumentalism' 
there is the tendency to turn to fast-policy or Xerox policy making, as other authors name it, which 
basically are policies that are copied from one place to the next with very little adaptation or 
acknowledgement of regional, social, economic differences between one context and the next.  

The factors behind the success of the cultural enterprises are very diverse: there is a 
dimension issue; the organisational structure one; the nature of the creative product and the 
entrepreneurial character. Cultural industries can be very big players but, much more commonly, 
are usually small or even micro ones. They operate in a very fluid way, going from formal to informal, 
from for-profit to not-for-profit, from public to private and sometimes commercial, from product-
oriented to consumption-oriented. They tend to have a temporary and not a fixed workflow and a 
project-based prototyping structure which makes their replicability and scaling very complex. 
Finally, they tend to lack entrepreneurial skills, a point raised also in section 3 by many interviewees. 
Because of their dependency on networking and cross-sectoral expertise, as well as on the need to 
gain market visibility and funding opportunities, these ventures tend to locate near 'creative hubs', 
in large urban environments. A good combination of local networking, great economic advantages 
in terms of lower costs and support offered by the institutional environment could change this trend 
and create the right conditions for creative industries to emerge also in peripheral areas. Some 
interesting findings and indications for this diversification of approaches, to nurture the creative 
industries in areas where they could provide great contribution to local development, such as in 



STOA | Panel for the Future of Science and Technology  

  

8 

peripheral areas of the western countries or in countries with economies in transition, are to be 
found in the cited articles by Yuriy Bilan et al., in 2019, and by Francesca Imperiale et al., in 2021.  

2.4. Learning from the ecosystem framework  
Ecology and nature can be a blueprint for a sustainable and innovative development model. In a 
2008 Stanford Social Innovation Review essay entitled 'Cultivate Your Ecosystem', co-written by 
Dees and Paul N. Bloom, another scholar of social entrepreneurship at Duke, the authors highlight 
the possibility of borrowing insights from ecology to be applied in the field of social innovation by 
using an ecosystem framework. We suggest that a similar approach can work in general for any 
innovative contemporary entrepreneurship approach, be it responding to social or market oriented 
needs.  

'Long ago, biologists discovered the limits of studying living organisms in isolation. Biologists gain 
a much deeper understanding only by considering the complicated relationships between 
organisms and their environments,' write the two authors. 'Human societies are just as complex as 
ecosystems, with many different types of players and environmental conditions'.  

These parallels have been well highlighted by scholars in management, innovation, and social 
organisations. 'Proponents of an ecosystems framework stress the value of understanding the 
complexity and dynamics of the wide-ranging forces an organisation faces'. To achieve long-lasting 
change and make it more systematic, social entrepreneurs should 'create a map of their ecosystem 
that identifies all of the players and environmental conditions along with the relationships between 
them,' while defining the ultimate intended impact of their organisation, project and piece of 
innovation.  

One important step in this process is that of identifying both players – individuals or already 
established organisations – and environmental conditions. It is useful to draw the analogy with 
ecology and analyse players in terms of their role: they can be resource providers, competitors, 
complementary organisations and allies, beneficiaries, opponents and/or problem makers, 
bystanders or even a combination of these depending on any given situation.  

While looking at environmental conditions it is crucial to understand their role and impact on 
individuals and organisations since they will determine the types of organisms that can 
thrive, those that will not survive, and those that will have to change or leave. Laws, 
regulations, demographics, economy, and culture all affect players and their relationships 
with one another.  

Ensuring that this mapping exercise doesn't amount to a merely theoretical experiment with no 
practical use, Bloom and Dees highlight that 'mapping ecosystems should be a dynamic process 
that results in strategic insights. An ecosystem map should be a living document that is modified as 
social entrepreneurs gain insights about the players and the environmental conditions that have or 
could have a significant impact on their efforts. Social entrepreneurs should push beyond the 
obvious to consider the factors that influence the behaviour of other players and also consider the 
direction of change in environmental conditions'. 

2.5. The need for an interdisciplinary approach to innovation  
'All too often, art and culture are perceived as an add-on once the basic infrastructures of society 
have been put in place – like decorative icing on the cake'declared Merete Sanderhoff, Senior 
Advisor at the National Gallery of Denmark, in an interview published by Europeana. Sanderhoff 
believes that 'In the New European Bauhaus, art and culture are fundamental to building truly livable 
societies where we take better care of nature and each other, because – to quote Elizabeth Holstein, 
a young Danish entrepreneur who I'm very inspired by – 'Creativity is fundamentally problem-



The Green Deal ambition: Technology, creativity and the arts for environmental sustainability 

  

9 

solving'. That's why, according to Sanderhoff, the New European Bauhaus represents 'A chance for 
the cultural sector, in the widest sense of the word, to show that art and culture – and the liberating, 
participative forces inherent in making them digital – are key to building societies that are 
sustainable not only from a technical point of view, but also on a human level'. 

A key approach to keep together art, culture, technology, business, social development and 
science is to build a dialogue, an engagement process that allows for different actors and 
stakeholders and experts to work towards a common goal. Such a dialogue doesn't happen 
spontaneously but needs to be built, nurtured and developed by all actors involved. But who 
is due to start, launch, lead or even allow this innovation process and this type of dialogue? 'In many 
public sector organisations there are few or no formal processes for conducting the innovation' say 
Helle Vibeke Carstensen and Christian Bason in a 2012 contribution published in the public sector 
innovation journal. Managers and employers may be highly skilled in their specific fields but 'few of 
them have formal skills in creativity or innovation'. Innovation, continue the two authors, needs to 
focus 'on co-creation, on Open collaborative processes, iteration, active user involvement, 
visualisation, prototyping, test and experimentation'. One way the way to innovative processes can 
be paved is that of promoting innovation labs, a number of which have been established during the 
first two decades of this century in different countries, sometimes led by governments, sometimes 
by other institutions or organisations. An innovation lab is fundamentally a collaborative space and 
effort where 'multiple stakeholders can engage in interaction, dialogue, and development activities'. 

One of the pioneers was the Danish initiative MindLab, established in 2002 in Copenhagen as part 
of the ministries of Business and Growth, Employment, and Children and Education. Animated by a 
team of ethnographers, designers, and public policy specialists, MindLab had the mission of 
involving citizens and businesses in co-designing new public solutions until its sudden closure in 
2018.  

MindLab was covering a range of key policy areas focused on placing citizens' needs at the forefront 
of policymaking. Innovation strategist Thomas Prehn, director of MindLab, expressed his view on 
inertia in a 2015 interview released with the Centre for Public Impact: 'It's not easy to win the inertia 
that sometimes characterises organisations, both in the public and private sector, that can be 
reluctant to embrace change'. It is this inertia, 'much of which is deep-rooted,' that makes it harder 
for innovation to thrive. According to Prehn, the only approach is to work on a 'twin-track approach 
- one that focuses on specific projects, as well as a broader push to drive cultural change'. On the 
scaling issue, Prehn is also very clear: 'Scaling cultural change is more important than specific 
projects, and if we succeed in delivering a tangible and resilient change in culture within five years 
then there probably won't be the need for a MindLab anymore'. 

There is little doubt that innovation as intended within the framework of the New European Bauhaus 
requires an interdisciplinary approach, and not simply one that tends to combine skills and expertise 
in building new projects.  

'The desired partnerships between art and commerce reflect a much bigger push by governments 
and businesses to highlight the critical importance of innovation and creativity to effective 
competition in a global marketplace,' writes Peter Skippington in his chapter entitled, 'Innovation 
and Creativity as Drivers of Contemporary Society', in the book 'Harnessing the Bohemian', 
published in 2016. Skippington goes on to state that: 'Businesses also progressively understand that 
innovation may offer their sole sustaining competitive advantage, and that future survival depends 
on their capacity to identify and capitalise upon new ways of thinking, meeting demand and staying 
ahead of their knowledge competitors'.  

There is no doubt that this change of mind and this new understanding of 'the role of innovation 
and creativity in the knowledge economy' has emerged out of the immense transformation brought 
about by the digital revolution. Access to the digital space has not merely brought new 
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opportunities and markets but rather a substantial cultural shift towards the realisation that 
technological propagation in communities is a means with which to respond to needs and provide 
compelling benefits for these same communities.  

'There is agreement both that the foundation of all innovation is the generation of ideas and that it 
is people who develop, carry, react to and modify ideas towards fruition', continues Skippington. 
There is a need for a more integrated and interdisciplinary approach to ignite innovation and 
economic and social development and therefore a 'creative class' of people.  

This leads to 'communities adopting strategies to attract and retain creative workers who have the 
potential to generate new approaches, new strategies and new products. It is about organising 
one's community to reinvent itself for the new, knowledge-based economy and society; preparing 
its citizens to take ownership of their community; and educating the next generation of leaders and 
workers to meet global challenges', concludes Skippington.  
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3. Findings from experts on the field 
In this section there are 16 interviews to experts from a very broad array of fields, expertises, regions 
and past experiences. We have organised the interviews in five thematic bundles to make them 
easier to follow. However, each one of our experts is responding and offering ideas and insights on 
common themes, contributing to a much more nuanced and complex overall view of the discussed 
topics.  

• Background, inspiration and potential for the New European Bauhaus 

Hans Joachim Schellnuber – the spark behind the NEB idea, he calls for a process unifying art, 
circular economy and social inclusion. He advocates a core focus on built environment and everyday 
objects with a call for artist contributions to shape a completely different living environment. 

Luis Miguel Girao –  a consultant, artist and digital innovator, he has thoroughly studied the 
historical intertwining of art and technology and science. Innovation is a disruptive process and 
we need that disruption to build something that is relevant, to look ahead in a wider and more 
open perspective.  

• How to fix the built environment 

Mario Cucinella – the New European Bauhaus offers an opportunity to bring a very different look 
at the way we live in our cities and the way our cities are planned. We have to frame the building 
sector, its impact on the environment and on our lives, not as a specialised segment but with an 
holistic vision. 

Alessandro Melis – the New European Bauhaus great contribution can be that of extending the 
taxonomy of architecture in a transdisciplinary and social sense. We need a systemic approach with 
the convergence between technology, science and art.  

Jos de Krieger - The spatial transformation that is upon Europe and the world is enormous and 
architecture and design will play an important role in making this happen in a way that is both 
sustainable and beautiful. 

• Creative cultural industries and fashion 

Lisa Lang – In her view, disruption and innovation happen at the intersection of discipline and 
industries and that's where policies should be more accessible to connect with the creative sector 
and to break silos. 

Rasmus Wiinstedt Tscherning – European creative industries can become role models and be at 
the forefront of social, cultural and economic development contributing to innovation in all aspects 
of society.  

Scott Lipinski – It is crucial to broad the scope and make sure that the current efforts are not merely 
focused on architecture and built environment. He advocates for a call to mobilise all creative skills, 
minds and disciplines. 
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• Design and materials  

Pekka Leskinen: Sustainable forest management is a critical prerequisite to get to a mature circular 
economy. The key idea should be to minimise material and energy inputs, maximise resource 
efficiency, and keep materials in the 'loop' as long as possible, before energy recovery. 

Annica Bresky – One of the key materials to design and produce a very wide range of products in a 
sustainable and circular way is wood. Combined with digital tools, wooden materials offer solutions, 
which are renewable, low carbon, strong and lightweight.  

Antonio Scarponi – He is hopeful that one day design will shift focus from the industry of 'desires' 
to one of 'aspirations'. While we face the immense challenge of how to survive, he calls for the 
possibility that one day design will make people aspire to a better self and a better society. 

• Social, cultural and economic processes and initiatives 

Piero Pellizzaro – The New European Bauhaus offers a great opportunity to overcome a techno-
centric approach and create a more structured dialogue with those who conceptualise the idea of 
living in the sociological and philosophical spheres, while employing this important exercise for its 
practical application in the design and definition of urban space. 

Gloria Benedikt – She works towards the goal to figure out how partnerships between artists and 
scientists can inspire a cultural shift toward sustainable thought and action. There is a need for a 
cognitive transformation for an emotional connection.  

Frederik Langkjær – Engagement processes, designed and deployed by involving citizens and 
stakeholders right from the initial steps, can give everybody the sense of ownership that is needed 
in city planning. 

Salvatore & Oriana – They warn against the risks of focusing only on a solutionist strategy and call 
for a speculative vision of the future that deals with the complexity and look for radical changes to 
be living in dignity with others and with the biosphere. 

Carol Lemmens – From a big global firm comes the effort of designing a strategy to address the 
circular economy in such a way that it really changes existing business and drives radical innovation. 
After the initial study, the firm moved to converting ideas by realising experimental projects. 
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3.1. Hans Joachim Schellnhuber: Rethinking our living places and 
spaces 
Hans Joachim ('John') Schellnhuber is a German 
atmospheric physicist, climatologist, founding director of 
the Potsdam Institute for Climate Impact Research (PIK) and 
former chair of the German Advisory Council on Global 
Change (WBGU). He is known for his work on the concept of 
tipping points. 

As founding director of PIK, he led the institute from 1991 to 
2018. From 2001 to 2005, he was also research director at 
the Tyndall Centre for. Climate Change Research in Great 
Britain and is currently a member of the Pontifical Academy 
of Sciences, the German National Academy Leopoldina, the 
US National Academy of Sciences, the Academia Europaea, 
and the Academy of Athens. He has received numerous awards, among which, the German 
Environment Prize (2007), the Volvo Environment Prize (2011) and the Blue Planet Prize (2017) and 
has served as scientific advisor to a number of eminent political and religious leaders, including the 
German Chancellor Angela Merkel, European Commission President José Manuel Barroso and 
Ursula Von der Leyen, and Pope Francis. Schellnhuber has also contributed in various ways to the 
Intergovernmental Panel on Climate Change (IPCC) that received the Nobel Peace Prize in 2007. 

Q1. How did this idea of the New European Bauhaus start? What is its genealogy?  

Its genealogy is Heterogonie der Zwecke (how an idea evolves from the original motivational 
pattern).  

The New European Bauhaus is an emerging cultural wave where design, environment, science, art 
and architecture meet. It is inspired by the Bauhaus movement, born in 1919 in a German art school 
in Weimar, which became famous for approaching design as a way to unify the principles of mass 
production with individual artistic vision, combining aesthetics with everyday functionality. Walter 
Gropius, the founder of Bauhaus, was fond of the idea of creating a Gesamtkunstwerk 
(comprehensive artwork) where all of the arts would eventually be brought together.  

The idea of the New European Bauhaus is, in effect, to unify art, the circular economy and 
social inclusion – with a core focus on the built environment and everyday objects – to achieve 
decarbonisation, social equality and long-term prosperity. It aims to develop an innovative 
cultural approach to support the ecological transition and a dynamic, cross-fertilised set of ideas 
and visions that will redefine Europe and the way Europeans live their everyday lives to build 
healthier, climate-proof, socially inclusive environments.  

Q2. If Europe and the world want to achieve net zero emissions, we need to reduce 
emissions coming from buildings, transform the way we inhabit our homes and our cities, 
and rethink mega infrastructure, energy infrastructure and mobility infrastructure. How can 
a new cultural wave help achieve this decarbonisation goal? 

I was constantly thinking: what can we really do about climate change? We have the Paris 
Agreement, but we are still not doing enough to implement it. What we need is a cultural revolution. 
The opportunity came two years ago when Ursula Von Der Leyen, just before her nomination as 
President of the European Commission, participated in a conference where I was giving a lecture on 
the impact of climate change. She sat through the whole talk, which lasted for almost an hour. After 
that, we had a very good conversation – she was extremely interested in the climate issue. 
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One of the elements that emerged from our discussion was the building sector. In order to stabilise 
the climate and keep global warming below two degrees Celsius, we need to improve the energy 
and mobility sectors. We already have solutions such as renewable energy, solar, wind and 
sustainable transport.  
 
Q3. One of your solutions is a rebranding of the old Bauhaus, pushing for a new vision of 
the built environment and of design in general, a new concept where science, design, 
architecture, materials, art, social inclusion, well-being and beauty go hand in hand. How 
has this revolution unfolded? 

What we had overlooked – what I call the elephant in the climate room – is the built environment. 
We must remember that approximately 40% of global emissions come from constructing, operating 
and demolishing buildings. Not just homes, but all kinds of infrastructure. Many people focus on 
topics like global aviation, which accounts for only 2-3% of global emissions. But no one says a thing 
about steel and concrete structures that create tremendous amounts of greenhouse gas emissions, 
or about the built environment, which accounts for more than 50% of all waste. 
 
I began giving countless talks about replacing concrete and steel with wood and bamboo or clay. 
Traditional materials in Europe are fantastic. We have fantastic experience in manufacturing with 
artistic approaches. We know how to build in a better way but have somehow all forgotten. In 2019, 
I decided to bring together several influential personalities in Germany and across the EU, 
convincing them to establish what I called Bauhaus der Erde (Bauhaus for the Planet), a private 
initiative that quickly became very influential. 
 
Q4. Were you surprised to see that many of the ideas you presented to President Von der 
Leyen featured in her first State of the Union address on 16 September 2020, when the New 
European Bauhaus was officially announced?  

I was both very surprised and pleased. She picked the exact idea that was most important to me. 
This is clearly an opportunity to change urban planning, construction and manufacturing – to 
change the way we build and live in cities. But it needs to be a comprehensive cultural project. Why? 
Because this is a unique opportunity to bring attention, momentum and desirability to the 
European Green Deal. It has become an extremely popular concept and recently we held a high-
level roundtable in Brussels with famous architects, designers and artists,that registered over 8,000 
attendees. Around 22,000 people have subscribed to the newsletter on the new European Bauhaus. 
These are unusually high numbers for the bureaucratic (and boring) initiatives of the European 
Commission. It is therefore becoming a tremendous success story. And, although I played a small 
part in it, it is Ursula, with her gravitas and her drive, who pushed it to the foreground. 

Q5. Now the entire New European Bauhaus concept has been absorbed by designers, 
intellectuals and architects from all over Europe. People are contributing with ideas, 
projects, research and exhibitions. If you visit the Venice Biennale of Architecture, it is 
obvious that architects are already working on transforming their views.  

Many people in Germany were willing to leave cities to find a good place to live during the COVID-
19 pandemic. It does not mean that people will abandon cities – soon we will return to normal. But 
it tells us that people want a good place to live. Healthy homes, healthy cities, where trees absorb 
CO2 and building materials are sustainable and healthy. Think about wood – you can store CO2 for 
100 or 200 years in it. Artificial intelligence (AI) can help us build prefabricated constructions from 
wood that can be assembled and disassembled easily. We are entering a new age of constructing 
and operating buildings because digitalisation is changing everything. We talk about autonomous 
cars. What about autonomous houses with sophisticated sensors that can adapt to ambient 
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temperature, humidity and the presence of people, minimising consumption? What about 
intelligent neighbourhoods or villages where communities share energy or other resources? This is 
an age where we need to combine high tech and no tech, AI and nature. 

Q6. One of the elements that will characterise the New European Bauhaus is the use of 
natural, regenerative materials like wood and clay. How do we make these supply chains 
sustainable? 

The forest development models created at the Potsdam Institute, some of the best in the world, 
show that forested areas in Europe and the entire northern hemisphere are growing. So we are 
actually growing more timber than we are consuming. The tragedy is the slash-and-burn 
deforestation that is happening in Brazil, Indonesia and Congo. We destroy forests to produce 
soybeans and palm oil, but we could use sustainable methods of forestry and agriculture to 
produce biomaterials. In the southern hemisphere, where hardwood is very rare and grows very 
slowly, the answer might be bamboo. The world-famous architect Shigeru Ban, who won the 
Pritzker Architecture Prize, is pushing for the large-scale use of bamboo in the Global South. You can 
now build multi-storey buildings made of bamboo, a very elastic and robust material. It grows very 
fast, up to 40 metres high, within six years. 

The other pillar is the circular economy, which focuses on how to reuse and recycle end-of 
lifeconstruction materials. Today, 95% of car parts can be reused, recycled or remanufactured. We 
can't say the same for buildings. Of course, materials like timber, for example wooden furniture, can 
be recycled much more easily than concrete and steel. A large part of our waste is construction 
waste. Therefore, shifting to biomaterials would be a great opportunity to redefine building 
circularity. Furthermore, we have to consider how we can use buildings more flexibly. Spaces must 
adapt to different social uses, to new functions over time, without the need to constantly rebuild 
them. 

Q7. Is one of the main challenges reimagining public spaces? 

We need to experiment and reimagine. Think of a city like Seville, where people spend a large 
amount of their time on the streets. We need to make those spaces beautiful, healthy, green. Many 
public squares were turned into car parks in the 1960s. We need to lead a reconquista and reclaim 
urban spaces from cars. We need to rethink suburban communities. Outside many European city 
centres, there is a social and cultural wasteland: no cinemas, no hospitals, nothing. We have to 
create polycentric areas, where amenities are accessible to everyone by foot or public 
transport. Rethinking transport will definitely be a central part of this. 80% of transport we are 
currently using will become obsolete in the near future. We need to focus on high-speed trains 
across Europe to avoid using cars and planes, strengthen public transport and enhance the user 
experience. 

Q8. Will creativity and redesign be more important than a new way of building? 

As a physicist and a mathematician, I have learned that I can only convey my theories if I come up 
with a good metaphor or narrative. For example, I introduced the notion of tipping points in the 
climate system to underline the potential impact of climate change. We need to use our imagination 
and come up with visions and ideas of what the European private and public space should look like. 
It will be much greener; it will be shaped differently; it will combine high tech and no tech. It will 
look less masculine, and more feminine; it will be much more colourful. That's why we need artists 
and creatives. When I grew up in the 1960s, everybody imagined that the future would look dark 
and cold, with grey and blue tones, sleek and masculine, built from steel and concrete. That notion 
of modernity is completely obsolete. We need a new notion of modernity, closer to nature, much 
more colourful and livelier. 
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3.2 Luis Miguel Girao: Leading an open process to innovation 
Luis Miguel Girao has a Ph.D in artistic modulation of consciousness 
through bioelectromagnetic stimulation, and is the founder and CEO 
of Artshare. 

Artshare is a Portuguese company enabling businesses and 
institutions to fully utilise technology through creativity and 
innovation. Artshare aims to develop solutions that combine art and 
technology for the development of processes, products and services 
based on human needs and values.  

The Artshare innovation cycle promotes collaborative, immersive and 
disruptive activities stimulating the digital transformation of public 
and private companies and institutions. L.M. Girao is also the author of the in-depth analysis 'The 
historical relationship between artistic activities and technology development' for the Science and 
Technology Options Assessment (STOA) unit of the European Parliamentary Research Services 
(EPRS), May 2019.  

Q1. What opportunities do you see emerging from the New European Bauhaus initiative? 

I am actually very happy about the existence of NEB, contributing to it and having concrete 
examples of what can and can't be done. My only preoccupation as a citizen is that continuity should 
be based on experience and what has or hasn't worked in precedence.  

I did a lot of work that follows the same line of thought as the NEB with the Science, Technology and 
the Arts initiative (STARTS) 8 years ago, which can be considered a predecessor of the NEB and 
contributed to it. I find it a bit strange that there is a new initiative that goes on top of an already 
existing one as this represents a lack of continuity between European governance bodies. It's as if 
we always start from square one. Even when I worked with the Commission in Brussels to create 
STARTS there were already people highlighting the existence of similar projects back in the 80s. I 
think it's a matter of continuity that should come both from the Commission and some of the 
external experts and actors involved in these projects that are now also involved in NEB.  

I did a previous study for STOA where I demonstrated the historical intertwining of art and 
technology and science. What I was trying to demonstrate is that when we are in trouble, as a 
species, we always go back to the arts. It's a natural cycle because that's what artists are for. Artists 
are creators, artistic thinking is to create. When something is destroyed, it needs to be rebuilt and in 
that case, we necessarily need artistic thinking.  

Even when looking at our prehistory, technological evolution was always preceded by advances in 
artistic expression. From the moment we were able to express ourselves in an abstract manner, that 
is when we were able to further develop our technological skills.  

This notion of artistic thinking is inherent, and the NEB is a reflection of that. The NEB also emerged 
because of the historical centennial commemoration of the founding of the original Bauhaus in 
2019. Historically speaking, the creation of the old Bauhaus occurred in a very similar period to the 
one that we are in at the moment. It was after or during a pandemic. Walter Gropius was contacted, 
and he then involved several artists. It is important to note that all those people were bankrupt, they 
were very poor and could hardly afford to buy anything. Therefore, the opportunity to enter the 
Bauhaus gave them housing and a chance to work and develop their art, projects and social 
activities. And now we are in a similar situation, where lots of artists have suffered because of the 
pandemic. The NEB should also be aware of this. I fear that a lot of this money will go towards 
funding institutions, universities, cultural institutions, and research centres. Of course, they are also 
in a difficult economic situation because of the crisis. And there will be much more of this because 

https://www.europarl.europa.eu/RegData/etudes/IDAN/2019/634439/EPRS_IDA(2019)634439_EN.pdf
https://www.europarl.europa.eu/RegData/etudes/IDAN/2019/634439/EPRS_IDA(2019)634439_EN.pdf
https://starts.eu/
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the economic crisis hasn't really started yet and it is going to be very tough. I fear that money will 
not reach the artists. I am convinced, and I work in the direction of making sure that, we fund artistic 
thinking. We should focus on funding the European arts, otherwise we don't have culture. 

It was during the Bauhaus that design was born as a discipline. Sometimes we forget it. The arts and 
crafts movement were not only present in Germany, but also in the U.K. and all over the world. But 
the Bauhaus was the manifestation of all this, and design was born as a discipline out of artistic 
practice. I think the biggest conceptual mistake would be trying to replicate what was valid a century 
ago expecting the same outcome. We don't know what will come out of it. We should be open to 
understanding what is going to emerge after the crisis and be ready to quickly fund a Bauhaus the 
same way it was funded back then.  

Nobody knew that design was going to be born. There were some ideas, people were starting to 
work, there was lots of funding from the state and the artists, no longer poor and hungry, had the 
time to work and interact with other disciplines as well. At this point design was born as a 
profession and as an alternative to engineering. Just like engineering, design is based on solving 
a problem. Although design and engineering solve problems with different methodologies, I think 
of them as parallel alternatives.  

Artistic thinking has nothing to do with that. It has to do with rethinking the problem, 
breaking everything, seeing what is essential, thinking it over, and so on. And that's what is 
needed. My fear is that the NEB may not go in this direction and won't invest enough in this 
approach. For instance, Cluster 2 of the Horizon Europe programme is very big and includes 
2.2 billion euros and it explicitly focuses on design to solve specific problems. However, these 
problems are often created by the economic system we have developed, so we should really look 
into it with a wider and more open perspective in order to truly avoid crisis and poverty.  

Q2. The New European Bauhaus comes from the Green Deal framework. How does it link 
innovation and sustainability with concepts such as a beauty and inclusivity? 

I think it's very important to focus on the notion of aesthetics. In the old Bauhaus, there was this 
notion of the form that follows function. It does not mean that something beautiful works. No, it 
means that something that works is beautiful. And that is an aesthetic change. After the artistic 
exultation of the 19th century, the notion of aesthetics changed. It is important to highlight that 
artists and the artistic world do not want to be functional, they don't want to work within ties and 
deadlines. They do not necessarily want to be pleasant or useful. It's very difficult to work with artists 
and that's where the NEB is taking a risk. If the right conditions are not in place, it might not work.  

And then we have the issue of sustainability in the innovation process. If we want to make 
something that lives, that is a living organism, then we need to focus on the notion of the organism. 
We need organisms to change the environment, and organisms need culture. So, in the end, 
culture is about sustaining life and aesthetics is about creating life. And life is inherently about 
sustainability and survival. These processes of innovative sustainability are mostly about 
creating organic, well-functioning systems. We can see that in biology, and in the science of 
complex systems. We can go through many different areas of knowledge to arrive at the same 
conclusion: what we need are stable organisms. We need to be able to live together in a balanced 
way.  

The question here is to be able to detect what is relevant and sustain it. Not to simply state that 
something is relevant, that something is innovative. Innovation is a disruptive process, and it's 
an economic process. And we need that disruption to build something that is aesthetically 
relevant. We need it to create culture, to cultivate organisms, people, and institutions that are 
sustainable. If they manage to engage in dialogue and grow together, then they will become 
complementary, and we will survive.  
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Q3. You mention that there is a need for the right conditions to favour this process. What 
are these conditions?  

It's always easier to point out what's not working. It's like in sculpture. You're not building a shape 
from a piece of material: you're revealing a shape. If you do it incorrectly, you can break the block 
and it's all over. The main condition to favour the NEB process is to be able to have the 
institutional ability to let it be and not interfere too much. I think the NEB should fight against 
institutionalisation. Institutions are dysfunctional by nature and yet we put a lot of effort into them. 
I think that effort should not go into institutions and we should be more focused on SMEs. We should 
let the microbes live.  

We had a surge in start-ups and accelerators, right? But traditional start-ups and accelerators do not 
work, they are complete black holes from a financial point of view. There is a new model, that of the 
start-up studio, which is working better. Their secret is that they don't do much, they are truly an 
open space, bringing people together who have different capabilities. And then themes, ideas, 
actions, and possibilities emerge. I think that the NEB should focus on this.  

One problem is that of working on the notion of creative industry and trying to transform creative 
people into entrepreneurs. It's a mistake. You cannot make an artist become an entrepreneur: artists 
want to create something new and then move on. You need to put them together with good 
managers and entrepreneurs who are capable of recognising a good idea and making money out 
of it to pay back the artists as well. That is what happened with the old Bauhaus. I think it's really 
important not to be institutionalised, not to be too bureaucratic. We already have an ecosystem of 
companies and activities that are dependent on the EU Commission and new projects. But we need 
to make space for newcomers with a different and open approach. 

  



The Green Deal ambition: Technology, creativity and the arts for environmental sustainability 

  

19 

3.3 Mario Cucinella: An opportunity for re-development 
Mario Cucinella (1960) is an Italian architect, designer and academic, 
known for his research into the environmental sustainability of buildings. 
After a collaboration with Renzo Piano, he opened his own studio - Mario 
Cucinella Architects (MCA) - in 1992 in Paris and then in 1999 in Bologna. 
He currently employs around 90 professionals with a wide range of skills, 
from architecture and engineering, to urban and territorial planning and 
industrial design. The mission of the studio is to prodcue low 
environmental impact creations with a particular attention to the most 
careful use of energy1.  

Q1. How do you interpret the New European Bauhaus initiative, 
which is still an ongoing process?  

The NEB seems to me to be a call for help from the world of art, architecture and design to 
interpret an idea of Europe as a place, unique in the world, where environmental and social 
policies linked to the quality of people's lives are being brought forward. With the NEB Ursula 
von der Leyen hopes for an aesthetics of these policies, which in the past have always been 
understood exclusively as economic-financial measures. 

Normally, 'rupture' art movements arise from the demands of civil society and the art world, not 
from politics. So, this is a unique journey in our history, but you also have to consider that our current 
reality is very different from what was happening during the post-war years. 

In any case, I think this is a positive sign. As a European citizen, I am under the impression that the 
communication of what Europe really is, has always been linked to a very bureaucratic world. An 
initiative like this sends an important message and enhances the role of an architect or designer or 
artist in a society of change. There is a need for these categories to take a step forward. 

Q2. Artists and designers are being called is to rethink. What is your vision for the cities of 
the future? 

I can't give a generic answer about what the future of cities will be. I prefer to talk about them in a 
localised way, because cities are different organisms, with their own name and last name, cultures 
and landscapes. In Italy, up until the 90s, we imagined metropolises which didn't come true. We 
were blinded by this wonderful growth of the city of skyscrapers, and we imagined a basically urban 
life. On the contrary, this great wave that is the theme of a new pact with nature means that we are 
trying to rediscover a relationship that we have lost. 

After all, in Italy, nature is very close. Stepping out of even the largest cities is enough to find 
countryside, agriculture, woods and hills, even if our territory has little that is natural at this point. 
Post-Covid times made us think about a much more interesting concept of city, less 
metropolitan and more connected to the countryside around us. And in a country like Italy, this 
can be a model.  

 

1 Thanks to the use of the most innovative technologies, integrated with environmental sustainability, ethical behaviour 
and positive social impact, there has been a creation of buildings such as the Sino Italian Ecological Building (SIEEB) in 
Beijing and the Centre for Sustainable Energy Technologies in Ningbo (China); the new headquarters of the Municipality 
of Bologna; the headquarters of the 3M company in Milan; the project for the Regional Environmental Agency (ARPA) in 
Ferrara; the 'La Balena' nursery school in Guastalla, which replaces two municipal nurseries damaged by the earthquake 
in May 2012; and the One Airport Square building in Accra, a mixed-use building located in a developing commercial 
area. 
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This doesn't mean abandoning the cities to go live in the countryside. It means having another 
option on the table that we didn't consider before. 

In my opinion, Europe and the NEB should start focusing on people. Not in an anthropocentric 
vision but considering the quality of our lives. Stating these concepts in the 90s and 2000s was 
considered small-town-minded. Today, however, we have a wonderful solution in our hands.   

Q3. The Bauhaus initially began as a strategy for material-based architecture. What should 
'future proof' architecture for decarbonisation look like and should we rethink the way we 
construct buildings? 

In this debate there's a need for a truth operation. Building is never a zero-impact action: we use and 
transform matter that needs energy to be transported and consumed. 

What can be done? We can build better, and I think the subject of matter is the crucial issue. Let me 
give you an example: our R&D department has studied the CO2 impact of buildings. We discovered 
that, considering an average life of 70 years, half of the CO2 production comes from the first four 
years of the building, meaning it comes from the building site, construction and material assembly 
phase. The other half relates to the 'operational' phase, that is, the energy consumption of the 
building, which in modern architecture is very low. This means that a lot of work has been done on 
the operational phase and not on the material production phase. This is where we need to intervene. 

In this regard, the hypothesis of dismantling buildings is interesting. There is a world that is moving 
in the direction of the recovery chain, recycling, secondary raw materials. Rendering buildings 
dismountable, so as to reduce the impact of construction in the waste cycle, means improving 
the quality of design, because designing a building that can be dismantled is quite different from 
designing a building whose future does not interest us. 

Then we can talk about the bringing nature into the city debate. You may not agree with my 
point of view but using green in buildings should not be used to create a perfect alibi to avoid 
changing things. Putting plants in a building has an almost insignificant impact from a CO2 
perspective. It would be better to look at the root of the problem and not at the aesthetics. 

Q4. Some architects are aiming for urban reforestation. 

I would also be very cautious when approaching the topic of urban reforestation. We cannot see 
trees, plants and nature in general as just another object that man needs to offset his consumption. 
And there's a practical reason: the numbers we need for the built environment offset are infinitely 
large. In the world there are 240 billion square meters built, while there are 3 trillion trees. Over the 
next 40 years, with population growth, we will build another 230 billion square feet, but we only 
have space for one trillion trees. The three trillion trees we already have do not currently cover our 
CO2 emissions, building twice as many buildings with half as many trees will never reach zero sum. 
It's a losing game. With this new reflection on Bauhaus, design and architecture, I'd like to think 
instead that we are not reflecting around a model, but we are thinking about what we are willing to 
give up to achieve this goal that can no longer be postponed. 

Maybe we can give up some extra benefits on the thermal side, we can reduce the effect of air 
conditioning systems, we can improve the construction of buildings, we can create buildings that 
don't need energy, we can raise the standard of comfort. Where can we work to reduce demand and 
not just think about offsetting it? There is a world to explore that is beautiful because it involves 
matter, design, architecture, consumption, and our behaviour. 
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Q5. The use of timber in construction is considered a carbon sink opportunity. Is using 
timber a positive solution? 

The wood narrative today is certainly a positive one. But do we have enough forests to build 
everything out of wood? Sure, it's a sustainable material, but we should also consider the durability 
when calculating its sustainability, because that's another major issue. We have researched 
ceramics, which is a material that involves very high energy consumption due to it being cooked at 
1,200 degrees Celsius. However, if ceramics last two thousand years, then the evaluation of its 
sustainability changes. 

Right now, we need certainty, but it may be desirable to work on hybrid systems in which there is a 
share of wood, which can be industrialised and assembled quickly. The prospect of combining it 
with materials that can have multiple lives should be considered. Apart from ceramics, I don't dislike 
the possibility of using steel, if I can recover it and reinsert it in a productive process, thus giving it a 
new life, without consuming energy to re-melt it. 

The same goes for concrete, a material that has a high environmental impact, especially for CO2. On 
the other hand, you can't build everything in wood. This is true for foundations, for example. A 
system of hybridisation can be envisaged in the way that more onerous materials perform 
specific functions and more sustainable materials help in the speed of recycling. 

The Bauhaus, in this aspect as well, tries to give an overall vision that goes beyond the segmentation 
of knowledge, which is the great problem of our time. I believe that this is also the moment for a 
culture of architects or designers, professionals who have a holistic and less specialised vision. 
Building, after all, is not a specialised segment: it has social, economic, and energy impacts. 

Q6. Is redevelopment a key word for the New European Bauhaus?  

We find ourselves with fifty years of housing stock that is by now an energy sieve. Therefore, we 
welcome all small and improving actions, such as redoing windows and doors and coating, which 
enter the fabric of small and medium-sized enterprises. Spread over a vast territory, they will 
certainly bring benefits.  

However, we should ask ourselves whether it is better to stop focusing on what is already at the limit 
of its physical resistance from the building point of view. Today, restoring a building from the 1960s 
is a palliative that can last perhaps another twenty years. Certainly, it can make a jump in energy 
class, but it remains compromised. Why not promote a policy of replacement, at least for public 
property? The topic of demolition would also help deal with the separation of materials. 

NEB resources should give the public side a boost. If the public gets going it gives a strong signal. 
Then maybe we could meet the 2050 CO2 reduction goals. With today's approach of avoiding 
substitution, this is unthinkable. On the contrary, doing so could revitalise the suburbs and 
improve not only urban quality, but people's social lives. Intervening on existing buildings is 
above all a welfare operation. 

Q7. Name two of your projects that may inspire other architects and designers with 
reference to the New European Bauhaus?  

We printed a house in earth materials. It's a project that has a lot of critical issues, but it's an 
experiment that addresses the need to build zero C02 and kilometre zero. Using earth in the 
construction of a building reduces the impact of concrete by 90%. Maybe this isn't the answer, but 
it is an answer all the same. It was a way to break the paradigm, to not resort to the usual 
certifications.  

Another project that I really like is related to the topic of schools, which is very important to me. We 
just published a book called 'Architecture of Education'. Architecture is the third educator: space 
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communicates something, and I like to think that public schools take care of kids through the 
construction of space. Building and improving the schools we have today is one of the themes of 
the New European Bauhaus.  

I'll give you the example of two buildings that are two sides of the same coin: the recovery and 
construction of new schools. In Belluno, we restored a wonderful 1920s school, the Gabelli. In 
Guastalla, on the other hand, we used wood to build a new kindergarten. In this case it was necessary 
because it's a very seismic area, it needed to be built in less than a year and therefore efficient 
prefabrication was needed. 
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3.4 Alessandro Melis: Creativity versus linear thinking 
Alessandro Melis, a practising architect and scholar, is the curator of the 
Italian Pavilion at the 2020 Venice Architecture Biennale, appointed by the 
Italian Minster of Cultural Heritage. His research interests and expertise are 
in the field of climate sensitive design and urban resilience.  

He is also the first Endowed Chair of the New York Institute of Technology 
and previously taught Architecture Innovation at the University of 
Portsmouth where he was also director of the International Cluster for 
Sustainable Cities. 

Q1. What are the criticalities of the New European Bauhaus initiative? 

Some terms of the proposals of the New European Bauhaus (NEB) are perhaps still too general and 
theoretical. While agreeing with the principles, there are still no clear and effective practical tools, 
including toolboxes or guidelines.  

Although these should emerge from the current and next phases of the process, I believe a more 
'pragmatic' perspective could have helped. I assume, however, that this is also due to the 
willingness to keep the discussion open and avoid approaches that are overly 'technocratic'. 

The effort of the NEB, aimed at transforming the terms of a classic research project into something 
that can be shared with a wider audience, clearly emerges. Strengths and weaknesses are the result 
of the aforementioned process.  

Q2. What opportunities do you see in the movement and initiatives of the New European 
Bauhaus? 

From my point of view, the most convincing aspect of the NEB is its contribution to the extension 
of the taxonomy of architecture in a transdisciplinary and social sense. In fact, I believe that its 
main strength is to have singled out the built environment as the focus of the environmental crises 
(both as an issue and as the place for possible solutions).  

Despite the data which shows that between 36 and 50% of CO2 emissions are due to buildings, 
depending on the indicators and benchmarking systems, societal resistance to recognising game-
changing factors, and the traditional inertia of orthodox architects to acknowledge the lack of 
impact of their work, were extremely difficult to overcome.  

Even today, especially in Italy, some of the most authoritative (or authoritarian?) protagonists of 
architecture, from both the academic and the professional fields, underestimate the terms of this 
discussion, as if they were metaphysical creatures suspended in an intellectual space that is superior 
and alternative to that of the devastating impacts of the environmental crisis on communities. 

Also, the call for beauty made by the NEB, although this may be seen as opportunistic as it is 
effective in terms of communication, is certainly pivotal to the discussion of the systemic 
approach to climate change. According to a vast literature concerning paleo-anthropology and 
biology of evolution, creativity, as a manifestation of associative thinking, is an emergency 
mode, alternative to linear thinking, which emerges in case of environmental crises. The 
convergence between technology, science and art also confirms the hypotheses of scholars, like 
Heather Pringle, Stephen J. Gould and Ewan Birney, who think there is no difference among the 
three, if we don't consider relatively recent (in evolutionary terms) bias and prejudices. 

From the trans-disciplinary perspective, I think it is highly appreciable that justice and 
inclusiveness, in the urban environment - achieved through forms of co-production, 



STOA | Panel for the Future of Science and Technology  

  

24 

participation, and informal place making, are considered by the NEB as key strategies for 
community resilience in times of global crises, also independently from the ethical and moral 
sphere. 

Q3. What are the key ingredients and features that should be included in the New European 
Bauhaus project for it to grow, thrive and contribute to the current architecture? 

Beyond the generic theoretical perspective, four key concepts which, in my opinion, could be 
promoted in a more practical way by the NEB are: 

Firstly, the Urban Living Labs. Each work of architecture must become a 'school' and be able to 
offer a positive impact for the community, regardless of its use and the requests of the client. It is 
necessary that architecture contributes to research on the themes of ecology and therefore must 
respond to criteria of significance, originality, and methodological rigor, which are often neglected 
today. It must be a place for training and community participation right from the design and 
construction phase. The impact of a building must be measured and monitored during its use. The 
findings and reflections must be used to implement the urban living lab platform for subsequent 
works; 

Secondly, the Life Cycle Assessment, which can help us overcome false readings of the economic 
underpinnings of architecture. Every brick we put on the soil in our city contributes a percentage, 
for example, to the desertification of the sub-Saharan area. The value of architecture must be 
quantified in a systemic way, avoiding an outsourcing of public costs to the detriment of local and 
global communities; 

Thirdly, the Integrated Decision Support Systems. The more widespread introduction of tools 
that increase the impact of the most recent research. In fact, the scientific community has long 
had data and possible strategies available. Unfortunately, research is often too complex and doesn't 
contribute to dissemination and knowledge transfer. And the scholars often remain locked up inside 
their ivory tower and are unable to communicate to the media, to potential political and industrial 
partners. Among these tools, the so-called Integrated Decision Support Systems (IDSS) could play a 
fundamental role; 

Finally, fluid dynamics. We need to overcome some cultural prejudices. The reality that 
surrounds us, in fact, is not static, nor is it progressive. It is simply fluctuating and dominated by the 
'elusive' laws of thermodynamics. Education in architecture is currently based on the idea that 
architecture is an artificial volume in an empty space. This does not correspond to reality and the 
consequences of this reification are at the origin of environmental crises. Understanding the fluid 
dynamics of the atmosphere, today, is more important than knowledge of building science. 

Q4. How did the Italian Pavilion at the Venice Biennale relate to the New European Bauhaus?  

The Resilient Communities project, for the Italian Pavilion 2021, was also intended as an opportunity 
to focus, also communicatively, on the environmental crisis as the centre of the architecture agenda, 
and on the systematisation of research concerning the relationship between design determinism 
and climate change.  

Therefore, as well as the NEB, the Italian Pavilion project was based on the idea that most serious 
environmental crises for humanity are due to the design and uses of cities, their buildings, and their 
life cycles. The Italian Pavilion also intended to explore, through the instrument of beauty, the 
transdisciplinary relationships between science, technology and art, and the relevance of 
inclusiveness and social justice (under the banner 'decolonising the built environment: detoxing 
the city'). 

https://www.comunitaresilienti.com/
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A difference is perhaps the radical and provocative approach of the Italian pavilion which literally 
promotes the idea of a revolutionary taxonomy of architecture that recognises the possibility of an 
intrinsically ecological architecture, able to overcome even the binary principle of sustainable 
architecture. 

Hence, the transposition of exaptation in architecture, through non-deterministic and radical design 
methods, aims at proposing experimental strategies that can contribute to understanding the 
characteristics of creative structures, such as variability, diversity and redundancy, capable of 
favouring functional co-optation in unstable and constantly changing environments. 

The introductory section of the Italian Pavilion, entitled Architectural Exaptation, therefore 
investigates the heuristic value of biology to understand the evolutionary dynamics of architecture. 

The Resilient Communities position becomes, therefore, political when it highlights the 
environmental consequences of architectural puritanism, the social costs of the excessive order of 
planning and the possibilities of a city, understood as an anarchist system, capable of promoting 
growth through disorder. 
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3.5 Jos de Krieger: Rethinking the institutional process 
Superuse Studios is an international architecture collective for circular 
and sustainable design. Design today should always be considered the 
beginning of any circular process: continuous cycle of creation and 
recreation, use and reuse. Superuse Studios applies several strategies 
to make sustainable architecture with reclaimed materials.  
Jos de Krieger is one of the partners of the architectural firm and a 
leading figure in the EU for innovative architecture and design made 
from leftover and waste materials. His goals include pushing the 
boundaries of architecture beyond traditional building methods into 
cyclical processes and design out waste.  

Q1. What are the main criticalities associated with the New 
European Bauhaus initiative? 

Disguised as a bottom-up approach with a lot of public participation, I do not think that the actual 
outcome has achieved what they envisioned. We have requested insight into the numbers of votes 
in our respective categories and it was underwhelming. This resulted in a jury that only got a glimpse 
of the submitted proposals and certain projects and concepts that would actually fit the NEB were 
not submitted. 

Q2. What opportunities do you see in this movement and how are they linked to 
architecture? 

The spatial transformation that is upon Europe (and the world) is enormous and architecture and 
design will play an important role in making this happen in a way that is both sustainable and 
beautiful. The NEB could be a means to spread relevant knowledge and architectural innovation 
across Europe in a faster way than usual for the building sector. 

Q3. Which of your projects could become a case study for the New European Bauhaus? 

We have submitted 3 proposals. For Building with Circularity we submitted BlueCity and Blade 
Made, and as a concept approach we also submitted Blade Made. A lot of our projects could fit the 
descriptions of the NEB, but Blade Made seems to be the most accessible and replicable around the 
globe. 

Q4. What should European cities and buildings look like in the future? 

This is an issue that we could spend an interview on or dedicate weeks of design work to. If we really 
look at Europe and Europeans, with a European (instead of national) perspective, we should 
consider ourselves as one territory without borders. Or at least make sure that this is an end goal to 
be achieved in a few decades. We can't simply shift environmental problems, such as carbon 
emissions, onto neighbouring countries. We have to solve these issues collectively. 

Q5. How can we accelerate the New European Bauhaus initiative? 

I have two proposals to offer. First: let the jury judge all entries, so that the most sustainable and 
most replicable projects come to the surface. Second: look at the Ex'Tax project proposal that shifts 
taxation from labour to goods, so new materials become more expensive and labour (needed to 
repair and reuse) becomes cheaper. This will boost innovation and creativity. 
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3.6 Lisa Lang: Fashion is the key to save the planet  
Lisa Lang defines herself as a bit of a hybrid. Although she was born 
into a German craftsman family from the Franconia region, which is 
renowned for its textiles, crafts, and ceramics, she is also 'part of a 
lost generation' whereby manufacturing was dislocated to other 
countries, especially in Asia, starting in the 70s, leading to an 
erosion in local traditions.   

Lang is a software engineer and has also trained in photography 
and journalism in the South of Germany at an interdisciplinary 
university, experimenting with the blending of different disciplines 
such as communication, design, and software engineering. Some of 
her teachers had studied at the Bauhaus. It was also the beginning 
of the Internet era, and the University created a new media course, an intersection between cultural 
training and software engineering. She gained her communication design degree in addition to a 
software design degree, earned in Australia, before entering the world of technology at full sprint. 
Because of her mindset, she can understand both the thinking of engineers as well as the creative 
and cultural thinking. 

Q1. Can you tell us about your experience with innovation in art and tech? 

The first thing I picked up in my personal journey through innovation and the hybrid space of tech 
and art, is that real innovation comes in intersections: of disciplines and of industry. Of course, 
it starts in academia. Engineers and designers are problem solvers: ideally, they avoid the problem 
before the problem occurs. That's what excellence is, and this is the first lesson of the start-up 
industry. As well as the scalability. They didn't necessarily invent something entirely new: they just 
connected the dots differently.  

All disruptors have something in common: usually, they are outsiders that enter a traditional 
system with the power of frustration and disrupt and change it. A lot of the new platforms, such 
as Uber, Spotify, or Airbnb, disrupted their sector massively although they weren't originally from 
that industry. People from within an environment tend to keep the status quo and stick to power. 
Besides, some of the traditional industries didn't have digital skills. So new players came in and used 
the power of new tools to change these sectors.  

After having spent a decade in the start-up scene in Australia and the US, I came back to Germany 
to launch a big unicorn company. Here I became aware of a second issue, that of diversity and ethics. 
I was often the only female engineer and deliberately pushed the idea that we do not have to all be 
the same, all white and wearing a t-shirt. In the tech start-up scene, I deliberately refused to wear 
jeans and t-shirts preferring a dress, lipstick, and fingernails. It doesn't mean I am not a good techie.  

And then there was yet another intersection. I like fashion, but 10-15 years ago all those wearable 
things that were invented and were innovative in terms of their fashion were also tacky and you'd 
never wear them if it wasn't for their function. I went back to the idea of crafting things myself. There 
were lots of Fab Labs in Berlin back then. The Fab Labs, born at the Massachusetts Institute of 
Technology (MIT), are fantastic places to use machines and tools, to access interdisciplinary 
technology and knowledge. I started my company at one of these Fab Labs because I had access to 
machines and to a very diverse range of skills. I made my first necklace laser cut using a design from 
the 1920s. I was bootstrapping everything, but I had a laser cutter and LEDs. And they were a perfect 
substitute to diamonds. Why do we like diamonds at the end of the day? Because they sparkle. My 
necklace drew a lot of interest and was a success so I decided to start a company that would produce 
it, even if I had not been raised to become an entrepreneur. In the end, that too is a creative process, 
and you can learn how to become one. 

https://www.media.mit.edu/projects/fab-labs/overview/
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Q2. Is digital innovation different from other types of innovation previously developed in 
manufacturing?  

There is a strong difference between physical project products and digital ones. Start-ups can scale-
up massively because digital tools are easily scalable. You have APIs, platforms, operative systems, 
etc. It doesn't really matter if you want to build a Candy Crush game or a platform to order pizza. The 
hardware world is different. To produce glowing jewellery should I hire a seamstress or an electronic 
engineer? You need to bring in different skills. Industries are often in silos, but I pushed to start my 
company at the intersection of tech and fashion. I had no investors but, luckily, I had customers 
pretty much from the get-go.  

As interest in what I was doing increased, many big companies began asking me to help them build 
these intersections. I went into consulting and fostered collaboration between big tech companies, 
like Google, IBM, Microsoft, and big fashion ones, like Chanel and Louis Vuitton. They worked 
together to design lots of innovative tech fashion products, such as an interactive dress for the Met 
Gala.   

However, there was still one thing missing in the triangle. At this point, we had the inspiration for a 
lot of innovative products, but no one was actually producing them for real and bringing them to 
the market. So, I moved to Portugal and started my third company, a B2B business, manufacturing 
service for smart textiles. There are practical problems when working on a new intersection such as 
that of a textile company with an electronic one. One of the main problems is the whole legislation 
and policies. That's when I met Christian Ehler who told me: 'We need people like you in Brussels'. 

This is a big point. The European policy world is particularly inaccessible. Everybody complains 
about policies and politics. They are conceived by people who do not know the innovation market 
and thus end up hindering rather than supporting real innovation. Even when we actually manage 
to understand how to solve a problem and create a new product, there is a category system for 
products which makes it very difficult for companies to go ahead and produce them.  

My next step was therefore to go to Brussels and look into standardisation and trying to define a 
category for products that are in the intersection. A lot of big companies in Europe tried to release 
new products, such as making shoes with electronics. But they always, always failed on the policy 
side, on the category side. That's where I want to succeed: I want to have an impact; I want to create 
intersections and connect the dots.  

Q3. What is the right approach when trying to change policies so that they are favourable 
to sustainable innovation not only at the research or start-up level but also for scaling-up 
and therefore at the market level? 

From an engineering perspective, policies are the back end and the industry is the front end. We 
need to connect these two layers. And that's also very important in the whole debate around 
sustainability because sustainability starts at the creation point. At the moment a lot of the 
fashion design education is not very much connected to the reality of manufacturing because 
manufacturing has been outsourced for the last decade somewhere else. So a lot of fashion 
designers have never seen a manufacturing ground. This is a problem: we have to start from the 
end, to understand how things are made, in order to understand how to work in a sustainable 
way. And the hindering point is again a set of three silos: classical education, understanding 
of policies, and understanding of manufacturing. We have to bring them together. 

Q4. Do you think the New European Bauhaus can play an important role in this? 

Yes, that's exactly why I'm so excited about the movement of the NEB. If you investigate the history 
of the old Bauhaus, they were able to create amazing innovative products because back then there 
was a strong connection between the Bauhaus school and the industrial environment.  



The Green Deal ambition: Technology, creativity and the arts for environmental sustainability 

  

29 

One example is that of the Junkers factories. They developed a really smart technology and were 
able to construct very lightweight all-metal airplanes that were extremely successful during WWI. 
Once the war was over, they had to diversify going into commercial aviation and scaling. They 
brought the Bauhaus University in and started a great collaboration. Today, we would call them an 
incubator or accelerator: industry gave young Bauhaus designers a place to work and financial 
support who, in exchange, helped the factories improve their products and scale. This gave the 
designers an opportunity to be very close to manufacturing.  

A great example are the jazz chairs, one of the most classical and popular Bauhaus designs. They 
were built with those same hollow metal pipes used in the Junkers aviation manufacturing. Those 
designers worked very closely with the factories, and they understood each other. They were able 
to connect the dots.  

When I look at it from my software engineering perspective and apply it to my weaving and knitting 
industry, I can use and reproduce the basic language of the computer. In the manufacturing of 
textiles, we put our designs on a grid, which is then made of holes and blanks. It's like an original 
punch card, as a matter of fact. That is the heritage of the binary code: zeros and ones; zeros and 
ones. And that's also how early computer programmes worked: they came from manufacturing; 
they have a manufacturing heritage that is visible in those early punch cards inspired by the textile 
industry.  

I find that very, very empowering and I ended up writing software programs for knitting machines 
where I can take pictures, pixel them, and then send those pictures to the machine. Now everything 
is digitised, so you send a picture to the knitting machine and it sends you back a knitted sweater. It 
sounds super innovative, but it's simply creating what the machine can do. That is sustainability. 
Understand what a current machine already can do and give it a different purpose, so they 
can work within the system. 

Q5. Therefore, innovators should go back to factories to understand how to create 
innovative objects using existing technology. However, they should also imagine future 
technology that must then be created in factories. Does this amount to a circular process? 

Yes, it's a circle and this is also why creative minds are so important. If we look at the aerospace 
environment, lots of astronauts and engineers admit they took that career because they grew up 
with Star Wars and Star Trek, inspired by creative minds who created those stories. So, the story, this 
story, is at the forefront, and that is a creative strength. 

Q6. What is the story behind the New European Bauhaus and what type of story is being 
created? 

I think it's the inspiration, the essence. Look at the Bauhaus, what they did back then. It's important 
how they got there. It is the creative process that triggers everything in your brain, the real 
innovation. It's crucial to test how two very different things can work together and how you can 
create a story around them. It's very difficult to fall in love with a function but it's very easy to fall in 
love with a story and with a pretty design.  

At the moment, everything is supposed to be linked to technology: it has to be digital, there has to 
be artificial intelligence, block-chain, the cloud, and so on. What we are missing though is that 
technology is simply a tool and in fact, people are often afraid of technology, they fear that it may 
remove the human element. We need to make technology emotionally connected. That's why 
designers are so important and the more technology there is the more their importance increases 
because they are the storytellers.  

It's a matter of breaking down those silos and making sure we manage to bring together different 
bits of knowledge. I also feel that it is essential to leverage our heritage. I am very critical of new 
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generation attitudes in the tech industry that assume that everything can be fixed with technology, 
especially in Europe. Our biggest power is our heritage. It's in the stories of how things are 
made, and the knowledge and craft involved. If in Europe we continue to think that we can solve 
everything using only technology we will lose, because, for instance, the whole of Asia is way ahead 
on this front. And we don't have to replicate the Silicon Valley model either. That worked for that 
context. We are different. We can bring the old and the new together: it makes us unique and strong. 

Q7. The current New European Bauhaus project is not something that emerged directly 
from creatives, architects and designers. It came straight from the Commission and was 
then pushed by the EU Parliament. What are the weaknesses that might arise from this 
process and how can they be addressed?  

The creative industry is highly fragmented and largely driven by needs, especially if we talk about 
the smaller SMEs. They are not trained or accustomed to working, speaking and arguing in a policy 
context. Therefore, there is a bit of the classic egg-chicken problem here. Just recently, the EU 
Commission acknowledged the existence of a creative industry and would like to enter a 
conversation with it. However, there is a need to build this conversation and find the right 
words and communication channels. The Commission has published its new Industrial Strategy 
identifying 14 ecosystems and it is great that the creative industry is there, representing one of them. 
However, creativity and design are found in all ecosystems. So, on the one hand it is important 
to be recognised in order to get opportunities and proper funding, but on the other we are trying 
to break the traditional silos and are once again being put in one. In response, I am trying to work 
with creative industry partners to explain how the Commission works and explain that it is an 
important first step to be acknowledged as an ecosystem.  

Of course, there is also the issue that there aren't many European associations representing the 
creative industry as a whole. There is a European association for musicians, one for writers, another 
for illustrators, and so on. We must work on our infrastructure and organisations as well and we need 
to be in the system so that the Commission can work with us. And then, of course, it is also true that 
the Commission is not used to working with creative people either.  

The Commission's job is now that of supporting our associations. Both players need to learn and 
understand each other's language. The Commission has been working with many other types of 
industries, such as the chemical one, the steel industry, the automotive. They are all very well 
organised, they have lobbyists, headquarters, and budgets. The creative industry is very much at 
an earlier stage. It needs funding, not so much for projects but to actually set up the 
associations. And the role of these associations is to learn and then teach their members how 
to take advantage of opportunities such as the Horizon Research and Innovation calls.  

Q8. What opportunities can you see for the fashion sector in the New European Bauhaus 
framework and in the European Green Deal in general?  

I am repeating this like a mantra: we need to have the knowledge of how things are made, apply 
reverse engineering, and understand how to reduce our footprint. In manufacturing that is 
mainly associated with the use of electricity and CO2 emissions. We can upgrade and retrofit 
manufacturing machines. For instance, using new highly engineered needles creates less friction in 
a knitting machine and that means less energy consumption.  

We must also be weary of greenwashing. There is so much hype around recycling and 
upcycling textiles, but that is truly only a half-step. Our biggest issue in Europe is that we are not 
growing our own fibres and we are totally dependent on fibres like cotton that can't grow in Europe. 
In the past, we used to grow our own hemp, linen, and flux. So why should we go for bamboo or bio 
cotton that are both grown in Asia and need to be imported? And there are many other examples. 
We need to have fashion designers that know about our heritage and know how to read and 
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understand data, which is needed to understand sustainability and CO2 footprints. And again, if we 
look at e-commerce, we have more than 70% of orders that are returned, because of the lack of a 
coherent European size system. If you want to have a big impact it's rather more important to 
have a coherent size system than using recycled textiles. Designers do not need to become 
policymakers or engineers, but they do need to understand and read the data to know where the 
biggest impacts can be made. And the selection, organisation, and visualisation of data is an 
interdisciplinary skill.  

Q9. Design can also promote social behaviour by making good use of data. We rarely repair 
things, and many companies take advantage of this by providing low-quality products, with 
short lifecycles and a large CO2 footprint. How can we improve on this behaviour? 

Data is only a raw element. It takes a creative mind to weave a story around it. Sustainability is 
coming to the forefront for fashion designers because students are starting to understand its 
appeal. The tech start-up scene had a mantra that said 'we are changing the world. We are saving 
the world'. That was very, very impactful. They were not saying: 'We are making this algorithm'. Their 
slogan effective.  

The fashion industry didn't have anything like that very long time. That's why sustainability is such 
a good storyteller in that context. It's like the fashion industry is destroying the planet. And now the 
next generation of fashion designers want to save the planet.  

Firstly, it requires an ability to read data properly. There is an idea that the fashion industry is the 
second highest polluter in the world or something like that. I think it's not even among the top 10. 
Has anybody dared to investigate the real numbers? Also, do they think it's enough to do a little bit 
of 'Kumbaya' sustainability and use recycled bio cotton? No, the real impact comes from looking 
thoroughly at the back end. You must look into it deeply and not just skim over the surface.  

Over the last few years this has started to happen. Many big brands are reselling their products, 
something that would have been unheard of even five years ago. For example, IKEA is also now 
reselling some of its used products. It's marketing and good business. And in the end, if the whole 
'creative technologies save the planet' argument doesn't work, the money argument and that of 
new business models will.  

Q10. If you could write a single piece of policy or legislation that would help the New 
European Bauhaus, what would it be? 

I have a very boring policy answer, and then hopefully a little bit of a more appealing one. For me, 
the NEB is connecting offline manufacturing on the ground with new high-end technologies. And 
the advantage of that is that we bring everyone in and create bridges. In the spirit of the NEB, we 
should start growing our resources on the ground again.  

Another aspect is using digital tools, we can collect data and analyse it at each step of the 
manufacturing process. We know for instance that in Europe 30-40% of our manufacturing capacity 
is not used and that our biggest carbon footprint is in transport and electricity. With the data, we 
can see where there is a gap and jump into it, upgrade our factories, create new products, 
become more efficient. That means obtaining real and informed sustainability. That's the real 
NEB.  

And then of course we must allow people to repair their things and make a business out of it. And 
teach them how things are made, their insides so to speak. Big tech companies have cut us out: we 
do not have access to the inside of their products.  

The NEB should be about knowing the insides and that comes from acknowledging our 
heritage and from developing our new technology. It should be a place where everyone is 



STOA | Panel for the Future of Science and Technology  

  

32 

allowed to enter and listened to. And, of course, we need to consider the pressure and interest from 
the business side, just like it was in the old Bauhaus with the collaboration between the university 
and the Junkers factories. We can have an open space to meet and interconnect but we also need 
to be self-sustainable.  

Furthermore, a certain amount of pressure, when you are creating products, is a good thing. 
European manufacturers feel under a lot of pressure because policies are so stringent and 
demand a lot of transparency. Which is great for safety but also makes it more difficult for 
European companies to compete with other markets. It is very important to create fair agreements 
and bridges with the creative industry, as well as special programs to open up new opportunities. 
As I already mentioned there is a need to support the organisation of the creative industry. We 
do not have time to wait for it to organise by itself, it has to happen a little bit faster than it would if 
it was left to its own devices and this means both infrastructure and policy. The real connection 
between new technology and European heritage represents the biggest potential for the NEB 
to become, just like its predecessor, truly global. 
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3.7 Rasmus Wiinstedt Tscherning: Creative industries as the 
beacon of European values 
Rasmus Wiinstedt Tscherning is the founder and managing 
director of Creative Business Network and Cup, a global initiative 
for entrepreneurs, innovators and investors from creative 
industries.  

With over 20 years' experience in the creative industries, 
Tscherning has served in key leadership roles within the EU and 
internationally. He is the former managing director of the Center 
for Cultural and Experience Economy, former chairman of the 
European Creative Industries Alliance and co-chair of OMC Group 
on Access to Finance for Cultural and Creative Sectors. He was also 
the official speaker for the European Commission DG Education and Culture.  

Tscherning has held several advisory roles serving as a board member of the High Level Group for 
Wallonia European Creative District, the European Commission's FAME (Facilitating Access and 
Mobilisation of European Finance for Creative Industry Growth), INVIO – the Danish innovation 
network for experience economy, and the Danish Cultural Institute among many others.   

Q.1. What role do creative industries play in the green transition?  

I think they have a significant role to play. The UN even branded 2021 as the International Year of 
Creative Economy for Sustainable Development. From the very beginning we have worked on the 
ground with start-ups from the cultural and creative industries, and therefore in the field of 
entrepreneurship in those industries. It's not just about more hats and gloves and shoes. It's about 
more sustainable fashion like Salvatore Ferragamo's use of orange fibre in Italy. The creative 
industries have always worked outside their own field, contributing to creativity and 
innovation in all aspects of society. So, it's not that we are trying to push a triangle over something 
that's rectangular. I think it has been this way for a long time, the creative industries have 
contributed to sustainability, to education, and health in all kinds of sectors.  
 
We run a global competition for start-ups for the creative industries: the Bright event. The winner of 
the 2020 selection is an Estonian start-up, called Raiku, a design company working with sustainable 
packaging. Out goes plastic bubble wrap and in goes recycled wood. The 2021 winner is a Chilean 
start-up, Photio, that has developed a nano-technological paint capable of replicating the 
photosynthetic process on any surface, and therefore a paint that will suck out gases from the air, 
reducing greenhouses gases and making them into solids. I think these are examples of how this is 
much more than the built environment and a great contribution to other sectors. I think we already 
have lots of proof that creatives work strengthening sustainability in non-creative sectors. 
Nesta, which is a foundation collecting and analysing data 'to transform the way we see the world 
and our ability to change it,' has lots of data on this. And I think we see it more and more.  
 
Of course, it's difficult for some of the big creatives like Lego to make sustainable non-plastic bricks. 
Or for best-sellers like H&M and Zara to have sustainable fashion products. These things are more 
expensive and it's more difficult for the larger companies, but for the small, agile ones that's the way 
forward. You can buy your fitness outfit from someone that recycles plastic waste from the oceans, 
for example. I also think it's more on the product side, in the nudging and the behavioural side that 
the creative element can contribute. It's old wisdom that if you play Italian music in a supermarket 
with Italian and German wine, people will buy Italian wine, while if you play German music in the 
same place, they will buy German wine. There is a nudging effect or a manipulative one that gets 
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people to go in a certain direction. When Billie Eilish becomes vegan, everyone that admires her 
goes vegan too, that's the role of the avant-garde, of the people who are ahead in many ways.  
 
The role of the creative industries is really to become role models and be at the forefront. We 
know what we need to do when it comes to sustainability and it's urgent. Researchers and 
scientists have argued for it. Politicians have more or less understood it, except maybe for 
some countries. But we lack the citizens who are the ones not making the choices. We're still 
buying the cheapest chicken we can get in the supermarket because that's what we want: we don't 
necessarily want to pay a little bit more for a chicken that was reared sustainably. I am seeing the 
creative industries already playing a much broader, wider and more inclusive role here.  
 
Q2. Are there any special requirements for creative industries to take on these roles?  

We would like to see more companies in the creative industries be successful. Particularly 
those that involve women's entrepreneurship, sustainability, and public health. We also have 
a whole initiative on saving democracy. We would like to see these industries do well. We have also 
identified four specific areas of action. The first one regards business development, which can in 
turn be divided in two issues: people in the creative industries don't necessarily have a business 
background; and there is also the market. Whether you are in fashion or music, you need to find 
something that's a hit. It's a double unknown as mentioned by Richard Caves.2 
 
The second area is access to finance, which of course is a problem and is often related to the first 
point: often there is no business and there can't be. That's when it becomes a non-market value, but 
rather a cultural value. For instance, there's still a reason why we want to have a ballet: we all want 
to have an opera house in Copenhagen, and taxpayers all over Denmark are paying for the Royal 
Opera and ballet even though many of them will never go and see it. I think it's a utopia to think that 
we can actually have a commercial opera and have it run without some funding from the public 
sector. You have to distinguish between areas that have non-market value but at the same 
time have other values such as inclusion, understanding, identity, meaning and heritage.  
 
Thirdly investors don't see the opportunities lying in the creative industries; they don't realise 
what's there. I have seen countless examples of things that are undervalued, whereby people didn't 
believe in them and yet they have gone on to do well.  
 
Finally, there is internationalisation. Our creative industries are global, a marker of culture 
worldwide. We're global leaders in that and we should stay that way, not only when it comes to the 
EU market but also outside. I think there can be an export of certain values. For many regimes culture 
is dangerous and I am convinced we can do much more in exploring this framework, that's what we 
should do with internationalisation. It is surely about exporting goods, but it is even more about 
culture and change. It's about saving democracy with start-ups from the creative industries.  
 
We had a winner in our competition back in 2019 who proposed something that no one had thought 
of: a female urinal. No one had seen an opportunity for that. Yet there are at least three levels of 
intellectual property here: the patent, the design and the trademark. I think it's an example of how 
male investors don't see problems that should be obvious to everyone.  
 
It's well known that women struggle to get funding. If you're a female founder, you don't get much 
funding from male investors. However, now we have proof that they are actually a better 

 

2 Richard Caves was an American economist who wrote Creative Industries - Contracts between Art and Commerce, 
Harvard University Press, a reference book on the economic properties of the creative industries.   

https://www.hup.harvard.edu/catalog.php?isbn=9780674008083
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investment. In other words, if you have a pension fund, you should actually insist on that pension 
fund investing in a female founders because it will be a better return on investment than on male 
founders. It's not only a matter of being socially just. It's about the best thing to do. It's about 
equality. It's about sustainability. It's about inclusion. It's about where we live. It's about the values 
that we share in the world. This is an example of how cultural and creative industries need to take 
on their role, to be a bridge between cultures and between societies.  
 
Q3. What can the European Bauhaus Movement and European institutions in general do to 
facilitate this type of work?  

The NEB can become a beacon of these values for European citizens and the world. I know that 
Europe is a political project that is facing challenges and we often think it's the member states that 
are in charge of cultural policy. However, we need to recognise that there are some market 
values and some non-market values, and we need to ensure that they go hand in hand. We 
need to make sure that the NEB is not just about consumption. More stuff, more furniture, more pots 
and pans. If we know the stories behind products, we might value them more than if we consider 
them cheap mass-market products. 
 
Q4. Some creative industries are not born with a specific business plan or interest in 
profitability. Is there a need for more space and opportunities to discuss what it means to 
transition into something sustainable? 

I think most artists and creatives want to be heard, read, and experienced. They want to have an 
impact somehow. They're not doing it just for themselves, they want an audience. But if you want 
to achieve something or have an impact you need to get out there. You can't just create art 
and put it on a shelf. This requires some sort of resources, whether it be from a foundation or 
an arts council that supports your work. Being supported by public funds doesn't necessarily 
make you freer. Public funding also comes with an agenda. I think it's an illusion to think that if you 
get enough public funding for your artistic expression that means you are somehow free. I think you 
will be freer if you can negotiate with a commercial partner, one to one.  
 
Q5. What is the next step for the NEB to gain more recognition and become more useful?  

It should look for a broader lens. What's in it for more people? We should look at what this movement 
and programme can do for the audience. Not just focus on the supply side, but also on the demand 
side and looking at what the big problems people are facing are. For instance, one of the impacts of 
this pandemic is a surge of issues in mental health. So, what can the creative industries do for this? 
What can they do for dementia, for Alzheimer's or for the youth that don't feel integrated? We should 
be bolder, have more opinions on big important issues which affect people. What can citizens 
actually get out of the cultural and creative industries in Europe?  
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3.8 Scott Lipinski: Mobilise all cultural and creative industries 
Scott Lipinski is the Operating CEO of Fashion Council Germany (FCG) 
since its foundation in 2015. He has worked in leading positions at 
various German fashion brands such as lala Berlin, MICHALSKY and 
Wolfgang Joop's Wunderkind. 

Today FCG is the patron to empower the German fashion and design 
landscape for a visionary, technological & sustainable future in a 
global market. Founded in January 2015 in Berlin, on the initiative of 
national industry experts, FCG promotes German design as a cultural 
and economical asset while also supporting young designers from 
Germany. 

In order to achieve these goals, FCG focuses on 'Education', 'Sustainability' and 'Fashion Technology' 
as well as the promotion of interdisciplinary dialogue and networking. Therefore, it carries out 
essential lobbying work in politics, business and culture; aims for visibility; and emphasises the 
global relevance of German fashion design and production on a national and international scale. It 
currently counts over 200 members, from emerging to established brands, designers, creative 
individuals, publishing houses, and agencies to fashion-related technology companies. Scott 
Lipinski talks about the role of fashion in pushing the New European Bauhaus initiative to rethink 
Europe's Industry and redraw a new cultural landscape that is aligned with the European Green Deal. 

Q1. The New European Bauhaus mostly focuses on the built environment. Should we 
broaden its perimeter? 

The NEB's weakness is its strong focus on architecture, particularly at the beginning of the initiative. 
Although this focus on architecture may not be entirely true, the broader audience saw and 
interpreted it that way – as many see the original Bauhaus. The DNA of Bauhaus dives much 
deeper into the creative sphere and extends across several disciplines such as crafts, music, 
art, and fashion - just to name a few. We must think and act outside the box. The values of the 
Bauhaus vision expand over a variety of cultural and creative industries. This is what we tried to point 
out in our first 'Werkstatt der Zukunft' conference during the Frankfurt Fashion Week last July. To 
achieve real ecological, economic and social changes we must mobilise all areas within the cultural 
and creative industries and pool all their forces.  

Q2. What opportunities do you see in the movement and initiative? 

The main opportunity lies in creating a higher relevance for the cultural and creative industry to 
build a more sustainable future and thus a healthier economy and environment. What we seek is a 
cross-disciplinary fusion of things like fashion and music or architecture and art, collectively creating 
new aspects for sustainable living.  

With our conference 'Werkstatt der Zukunft' – during the Frankfurt Fashion Week - which will 
continue in 2022, we force an exchange between fashion, design, art, culture, education, 
digitalisation and technology. This will in turn provide an incentive for the German and European 
fashion industry to become more sustainable, inclusive and eventually more desirable for everyone. 

At this point I would like to quote Ursula von der Leyen's opening speech at our conference: 'Fashion 
must always set the trend. It has to be attracting and up to date. Ecological precision is not 
necessarily the top and only priority for consumers. So, I am especially delighted that Fashion 
Council Germany is taking up this challenge. Fashion Council Germany is taking on the task of 
translating the new attitude of an entire generation into sustainable quality and good design'. She 
clarifies that fashion is a catalyst for innovation and that it has the ability to transform not only the 

https://frankfurt.fashion/en
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industry itself, but rather consumer behaviour. It is our job to set the initiatives making sustainable 
fashion more accessible and attractive for consumers.  

We are keen to see a change and reorientation in our industry to secure our future on this planet. 
Our ambition is not to organise conferences, but rather offer a starting point to become active. 
Therefore, we are continuously collaborating with other European fashion councils.  

Q3. What are the key ingredients and features that should be included in the New European 
Bauhaus project for it to grow, thrive and contribute to the current fashion industry 
landscape? 

As I mentioned earlier, we believe that cross-discipline forces are the key ingredients for its success. 
To become more relevant, the project requires an increased awareness which is why campaigns and 
communication are crucial. Only by working together can we create the basis for a sustainable 
future.  

That is the reason why we invited – and are planning to continue bringing together – experts from 
different fields such as design, politics, science, education, art and business to our conferences. We 
all agree that Europe's creative potential has a leading position in the world. The challenge lies in 
shaping it towards a more environmentally and people-friendly future as quickly as possible in this 
exemplary role and in close cooperation with the possibilities of modern technology.  

Leading industrial and innovation-driven European countries like Germany have a key position to 
change the fashion industry. We must prepare ourselves for the future with the help of new 
technologies and at the same time a 'renaissance' of craftsmanship in order to achieve our climate 
goals and to keep the cultural and creative industries, as well as the economy, internationally 
competitive. In short, we need a 'made in Europe 2.0'. This is one of the many tasks the European 
fashion councils have to achieve together.  

Last, but definitely not least, it is up to the consumer to accept, adapt and react to those initiatives. 
It is our mission to engage the consumer, basically all inhabitants of the European Union, to join this 
movement, learn from it and, eventually, change the status quo for a better future. 
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3.9 Pekka Leskinen: Transitioning from bioeconomy to circular 
Pekka Leskinen is head of the Bioeconomy Programme at the European 
Forest Institute (EFI), whose goal is enhancing international forest 
research and providing decision makers with unbiased forest-related 
information at a pan-European level.  

Among other things, the Bioeconomy Programme aims to advance 
knowledge on sustainable bioeconomy and bioeconomy markets. 
Leskinen has almost 25 years' experience in research on sustainable use 
of natural resources and decision analysis and is currently focused on 
the circular bioeconomy, multi-criteria analysis and life cycle 
assessment. The following interview was conducted in collaboration 
with his team of scientists, namely: Cleo Orfanidou, Diana Tuomasjukka, 
and Michael den Herder. 

Q1. What is your interpretation of the New European Bauhaus? 

The NEB initiative calls for the regeneration of construction ecosystems as well as reassessment of 
our ties with nature. It urges people to work together to co-design rural and the urban built 
environment that is both human and nature cantered. It emphasises the critical need to integrate 
nature into our built environment, adopt new narratives, alter our lifestyles, and reinvent business 
models. The NEB also aims to integrate natural beauty and natural design into people's 
everyday lives and working environments. 

The NEB is viewed as an opportunity, as seen in the 10-point Action Plan for a Circular Bioeconomy, 
to place circular bio-based materials such as wood at the heart of our construction ecosystems in a 
sustainable manner, whilst simultaneously emphasising the need for green infrastructure to be 
incorporated into our built environments – not only for environmental reasons but also for human 
well-being. 

Q2. One of the pillars behind rethinking construction is investing in wooden infrastructure. 
What makes this material so relevant and how is it being innovated?  

Aside from its ability to store carbon for as long as it is in use, wood is a lightweight, 
renewable, and a low-energy-intensive material that allows for low embodied carbon 
designs.  

Changes in building codes have allowed for tall timber buildings due to the enhanced technical 
properties of engineered wood products. Among others, countries such as Norway, Austria, Sweden, 
and Finland have demonstrated the possibilities and benefits of investing in timber-based buildings 
in practice. The concepts of hybrid timber construction and prefabrication are two of the key 
innovations in terms of assisting wood buildings in becoming more common.  

In addition, even if we increase the share of wood as a construction material, concrete and steel will 
continue to play a role in in our built environment in the future. Therefore, it is critical to better 
understand how the entire construction sector could be decarbonised. In this context, 
decarbonisation of the energy sector is critical, but it will also result from the incorporation of 
sustainable practices and circular use of fossil-based materials. At a building and construction level, 
this includes design for reuse and disassembly of construction elements for easier building 
modification and new purposes and, at the end of a building's lifetime, for the reuse of materials. 

  

https://efi.int/publications-bank/investing-nature-true-engine-our-economy-10-point-action-plan-circular-bioeconomy
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Q3. What are the challenges facing large scale development of small and medium-size 
wood-based buildings? Will the boom in wood-based buildings have an impact on 
decarbonisation?  

According to the logic underpinning the NEB initiative, the incentivisation of wood-based materials 
in our buildings should occur in harmony with nature and aims to co-create a sustainable and 
inclusive built environment.  

Although wood cannot be used as a one-size-fits-all solution, some countries are still lagging behind 
with regards to updating building codes, such as fire regulations. In the EFI's Bioeconomy Unit, we 
discovered that there is relatively clear evidence on the benefits of living in timber-based buildings, 
and therefore policy and legislation should provide incentives. This then feeds back into old 
narratives such as fire regulations. In addition, attempts to regulate embodied carbon in buildings 
by requiring the calculation and reporting of total life-cycle emissions would establish a foundation 
for objective and quantitative assessment in the selection of ecological construction materials. 

A boom in timber-based buildings can significantly decarbonise our building stock, which is 
a high priority in Europe. Using 1 tonne of wood as construction material to replace concrete and 
steel in construction processes, results in about 2.4 tonnes of avoided CO2 emissions (the so-called 
climate substitution effect). In addition, utilisation of wood-based products in building retrofitting 
and making buildings more energy efficient can also play an important role. 

Because the technical feasibility for timber-based high-rise buildings has been proven, there 
is significant potential for multistorey, multi-purpose (residential and commercial use) 
buildings, as well as for industrial halls. The challenge here is the incentivisation of these types of 
buildings so that wood-based alternatives may be offered as viable commercial construction 
choices. 

Q4. What is the European Forest Institute's wood-based circular bioeconomy vision? 

Using wood to replace non-renewable materials can provide progress towards sustainable 
development. As identified above, modern wood-construction technologies such as cross-
laminated timber (CLT) can become important for climate change mitigation when they replace 
concrete and steel in construction process. Upscaling wood-construction can therefore contribute 
significantly, because the construction sector is one of the largest industrial sectors. The same holds 
for the textile industry: current global textile production is estimated to emit around 93 million 
tonnes per year. When using one tonne of wood-based fibres to substitute synthetic fibres, 
3.4 tonnes of emissions reduction can be achieved. 

However, given the magnitude of global challenges, the bioeconomy is not a sufficient solution 
alone, and should therefore be considered together with the circular economy. The key idea is 
to minimise material and energy inputs, maximise resource efficiency, and keep materials in the 
'loop' as long as possible, before energy recovery. In other words, there should be no such thing as 
waste, only raw materials for new purposes. 

Scientific evidence is clear with regards to the benefits of a circular bioeconomy. The question is: 
how can we enact the transition? EFI hosts the Secretariat of the Circular Bioeconomy Alliance (CBA), 
that was established by His Royal Highness the Prince of Wales, as part of the Sustainable Markets 
Initiative. In CBA, the key idea is that the true engine of our economy is to invest in nature and 
people. CBA aims to accelerate an informed transition to a circular bioeconomy by connecting 
investors to investable solutions.  
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Q5. What role will the EU sustainable forest management and reforestation programmes 
play? 

Sustainable forest management is a critical prerequisite for realising a circular bioeconomy. 
European forests are not only a source of raw materials, but they deliver a wide range of ecosystem 
services that are essential for health and well-being. It is therefore of utmost importance that forests 
are managed in a sustainable way.  

About 38% of the EU's land is covered by forests and forests are one of the most diverse ecosystems 
on earth. Forests provide habitats for a wide range of species supporting at least half of the Earth's 
known terrestrial plant and animal species. 

To ensure that forests continue to deliver raw materials and critical ecosystem services, as 
well as acting against biodiversity loss, it is not only necessary to increase the protected forest 
area, but also to enhance the ecological status of commercial forest areas. For example, one 
approach is to apply multiple use forest management, or forest management integrating 
conservation measures in commercial forestry. Plantation forests could also be a viable option 
because they produce more wood in a smaller area, which relieves pressure on more natural forest 
areas.  

However, there is no one-size-fits all approach. All forest management methods should be 
taken into account and adapted to the local conditions and objectives of the owners and other 
interest groups. This requires efforts from all actors in the forest sector (research, industry, policy, 
forest owners, NGO's, etc.). The EFI has been working on facilitating communication between 
different stakeholders for over two decades. 

The EU's forested area has expanded markedly over the last decades and currently there is a EU 
initiative for planting 3 billion trees by 2030. There are still further possibilities for increased 
reforestation by planting trees in abandoned farmland, however these options will become more 
limited in the future and it is not always beneficial for rural communities to take farmland out of 
production.  

There are however huge possibilities for increasing tree cover in urban areas, and in 
agricultural areas for example by applying agroforestry or other low intensity farming 
methods integrating trees in the agricultural landscape. Large areas of EU farmland are without 
any tree cover: 1.6 million square kilometres of EU farmland, equivalent to 68% of total farmland 
area, has 0% tree cover. There are large opportunities for planting additional trees in farmland by 
establishing new hedgerows, windbreaks, alley cropping, silvopastoral systems, contour strips and 
riparian buffer strips in those areas where they are currently lacking but would be needed to prevent 
negative effects such as erosion or drought damage. 

Planting trees in farmland will also help us adapt to climate change impacts. Increasing tree cover 
in farmland by applying agroforestry will keep farmland in production while at the same time 
increasing the raw material supply for bioeconomy development. We should think about 
sustainable solutions not only in the forestry sector, keeping it separate from agriculture, but 
rather look for holistic solutions that span across all sectors. 
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3.10 Annica Bresky: Wood is the key element, beyond the built 
environment 
Annica Bresky is the driven CEO of Stora Enso,and president and one 
of the leading voices for the booming European bioeconomy. Stora 
Enso Oyj was formed by the merger between Swedish mining and 
forestry products company Stora and Finnish forestry products 
company Enso Oyj in 1998.  

Today Stora Enso is a manufacturer of pulp, paper and other forest 
products, headquartered in Helsinki, Finland. The majority of sales 
takes place in Europe, but there are also significant operations in Asia 
and South America. In 2020, the average number of employees was 
over 24,400, and during the first two quarters of 2018, the company 
was ranked second by net earnings among European forest and 
paper industry companies. Stora Enso's corporate history can be traced back to the oldest known 
and preserved share certificate in the world, issued in 1288, which leads some observers to believe 
Stora Enso to be the oldest limited liability company in the world.  

Q1. The New European Bauhaus asks architects, designers, and stylists to rethink products 
in a sustainable way. What materials will Stora Enso offer for this sustainable revolution? 

The European Commission's NEB initiative connects the European Green Deal to our living spaces, 
with a fresh approach to finding innovative solutions to complex societal challenges. Stora Enso 
offers renewable and recyclable wooden products and solutions with global presence and local 
expertise, to contribute to a low carbon, circular future. Our products are based on wood, which 
grows back. We know the origin of the wood we use, and we always cut less than the yearly growth 
of the forest. With the help of cross laminated timber (CLT), and laminated veneer lumber (LV), we 
can now build higher, stronger and lighter than ever before. 

Stora Enso is committed to innovation. For example, we have developed NeoLigno by Stora Enso, a 
wood-based binder, that can be used in construction and replace fossil-based alternatives. We also 
offer our customers digital tools that simplify and enhance design and construction with wood. 
These tools enable our customers to design timber buildings and infrastructure with Building 
Information Modelling (BIM) objects, conduct thermal and condensation analyses, and improve 
efficiency at the construction site. Our growing Building Solutions business offers building concepts 
that support low-carbon construction and eco-friendly designs, to help architects, designers and 
building companies make the best of wooden materials, whilst at the same time giving materials 
and buildings a longer life. 

Q2. One of the pillars behind rethinking architecture is investing in wooden infrastructure. 
What makes this material so relevant and how is it being innovated? Will the boom in wood-
based buildings have an impact on decarbonisation?  

Global building stock area is projected to double by 2060. We need to rethink the way we build and 
the building materials we use, as well as building more dense communities to optimise land usage. 
40% of global materials are used in construction, and 10-15% of these materials are wasted during 
construction. 

Wooden materials offer solutions, which are renewable, low carbon, strong and lightweight. They 
can be used for multi storey buildings, extensions and building top-ups. Wood is the only renewable 
and recyclable building material, and it stores carbon throughout the lifetime of the wooden 
material. Renewable wood products and building solutions help create circular resource systems 
with no waste. 
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Carbon emissions in construction sites can be cut by up to 75% using wood. Wood is lightweight, 
but strong. Wooden elements result in up to 70% faster assembly and up to 80% less truck deliveries 
on site. Wooden elements are fast and silent in construction and have good thermal resistance and 
insulating properties. 

Additionally, an increasing amount of evidence shows that wood has beneficial effects in 
almost all parts of the indoor climate. It helps reduce stress, blood pressure and heartrate as 
well as allowing for more creativity and productivity in the workplace. 

Q3. Trees can also provide innovative materials: what developments are we seeing and 
what can we expect from innovative biorefineries?  

Our wood-based solutions help combat global warming by solving many of our customers' 
material challenges.We are using the wood and its fibres in the most valuable way, creating 
more from less. 

For example, over the years we have managed to double the amount of cartons produced from the 
same amount of wood. We help customers replace fossil-based materials with low-carbon, 
renewable and recyclable alternatives for their food and drink, pharmaceutical or transport 
packaging. A wide selection of barrier coatings enables design optimisation for various demanding 
packaging end-uses. Our high-end eco-friendly packaging products are used by leading brands 
across multiple market sectors, including store retail, e-commerce and industry. The portfolio 
includes corrugated and other converting, design services, automation solutions, and scalable 
innovations such as formed fibre and bio composites. This meets the growing demand for the 
replacement of products made from fossil-based and hazardous materials with bio-based solutions. 
We use all fractions of biomass, like lignin and sugars, to develop new solutions. 

We also work to replace fossil-based materials with new applications such as carbon for energy 
storage, bio-based binders, and bio-based carbon fibre. As an example, Lignode by Stora Enso is a 
wood-based carbon for rechargeable batteries used especially in electric vehicles but also in 
consumer electronics and large-scale energy storage systems. The global battery market is 
forecasted to grow rapidly – tenfold over the next decade – especially due to growing e-mobility 
(electric cars, buses, bikes). All raw materials used in batteries in Europe today need to be imported, 
mainly from China. We have therefore engaged actively on the new Battery Regulation currently 
going through the European Parliament. We hope that MEPs will ensure that future legislation is 
material neutral and promotes more environmentally friendly renewable materials. Not many 
people realise that we can replace fossil-based anodes in batteries with a renewable alternative. We 
think this is an exciting innovation, which would help to meet future low-CO2 energy demands. 

Q4. Will the pulp industry replace part of the plastics industry? 

Wood as a material has endless possibilities. So far this mainly regards the cellulose, whereby 30-
40% of wood fibre has been utilised from the trees. However, with new technology and innovations, 
hemicellulose and lignin can be innovative sources, together with cellulose, to replace part of the 
plastics industry. 

By optimising our use of wood, we can maximise its value and save resources. According to a 
study by Material Economics, 25% of current plastics used in packaging could be replaced in the EU, 
without a significant compromise on functionality. In this light, substitution would not be about 
replacing all plastics, but reserving their use to areas where their properties are indispensable, while 
turning to renewable materials where possible. 
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Q5. What role will the EU sustainable forest management and reforestation programmes 
play? 

Sustainable forest management practices need to be fit for local circumstances. This means that a 
one-size-fits-all policy approach to sustainable forest management cannot be applied in practice. 
The strategy adopted must consider national conditions, methods, and indicators, since forest 
conditions, ecosystems, definitions, methodologies, monitoring, and data availability vary 
considerably between EU Member States. Forests are biologically complex. 

The EU needs to harness the knowledge and experience of Nordic forestry. Sweden and 
Finland are two of the most forest-rich countries in Europe. We need to make sure forests are 
regenerated and that more trees are grown than harvested. Just like Nordic countries have been 
doing for over 100 years. Forests play a central role in combatting climate change. Young forests 
absorb carbon dioxide when they grow, and old forests release it as they decay. Carbon is stored in 
our wood-based products – even through recycling. Renewability requires sustainable forestry that 
keeps forests healthy, productive and growing forever. That's why it's essential to make sure that 
harvested trees are replaced by new growth. 

In Stora Enso, we see that by focusing on circularity, climate and biodiversity it is possible to 
regenerate and actually have a positive impact, instead of just minimizing impacts on the 
environment. It is also possible to operate within the safe space of planetary boundaries. Instead of 
minimising our carbon footprint, we make our products carbon positive. 
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3.11 Antonio Scarponi: A SWOT analysis of the New European 
Bauhaus, from desires to aspirations 
Antonio Scarponi, architect and designer, is the founder of 
Conceptual Devices, a design architecture studio in Zurich and 
Teacher at the Zurich University of the Arts. Since 2021 Scarponi 
has been co-leading a Certificate of Advanced Studies programme 
called 'Knowing Spaces'. Arts and culture play a central role in his 
academic and professional practice.  

Conceptual Devices has a long track record of soilless urban 
horticulture. For Antonio, this is a way to 'farm' not vegetables but 
the city and reposition the relationship between urban areas and 
the so-called countryside. Moreover, soilless farming also involves 
engaging communities, saving space for agriculture by growing 
intensively, saving water, recovering land extensively, and 
protecting crops from soil and air pollution which is a big taboo in urban farming.  

Ten years ago, Scarponi designed the first aquaponics rooftop farm in Basel. For fifteen years, he has 
been engaging with do-it-yourself practices and strategies that explore and inspire possibilities to 
consider 'design' as information that activates people and things, subjects and objects. Among 
different projects, he has written a book about using widely and worldwide distributed boxes 
produced by IKEA to grow food at home with hydroponics. The book has been translated into 
Japanese, Russian and German. The idea behind it is not (or not only) to 'hack' an IKEA product but 
to get inspired by the IKEA infrastructure to design a product that does not exist unless you make it. 
He is interested in liberating design culture from products.  

Q1. Can you walk us through a SWOT analysis of the New European Bauhaus initiative? 

Let's start with a strength: the EU acknowledged the cultural role of the avant-garde a 
hundred years after they sank. That said, I am under the impression that the connection 
between industry, society and culture advocated by the Bauhaus (and many other initiatives, 
schools, research centers, pseudo institutions, etc., hundreds of years ago) has made a 
dramatic regression in the last, fifty years or so. I am not sure if this fits the category of 'W' 
(weakness), but it is clear that design has lost purpose as 'the' social and spatial transformation 
discipline that it was at the beginning of the last century.  

Industries also changed focus. In 1971, Victor Papanek wrote in the incipit of his book 'Design for 
the Real World': 'There are professions more harmful than industrial design, but only very few of 
them'. I could not agree more. So, I do not have to talk long about opportunities (O) of today. Finally, 
we have reached 'year zero' of design as the discipline born initially to accompany 
modernity's spatial and social transformation. It is a threat (T) and an opportunity (O) at the 
same time. But only if our society learns how to separate price and value. I hope that one day design 
will shift focus from the industry of 'desires' to one of 'aspirations'. 

Q2. What opportunities do you see in the New European Bauhaus movement and initiative? 

It is a great initiative. But, unfortunately, it feels a bit late. Sustainability is over. Let's face it. We 
all know that. Now the question is: how can we survive? But even the word resiliency does not 
make much sense anymore. Etymologically the word 'resilient' is the property of a material or a 
situation to return to the original shape after a 'shock'. I'm afraid that's not right, conceptually. It is 
clear that we need to 'change' the 'way we do change'. The last forty years of change-making failed. 
The EU initiative is lovely, but I am afraid it has not had much grip on the ground. But I could be 
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wrong. I am afraid that this whole green awareness in the industries is the last version of political 
correctness to gather market consensus. 

Q3. What are the key ingredients and features that should be included in the New European 
Bauhaus project to grow, thrive and help current sustainable design? 

Unfortunately, 'sustainable design' has become a slippery concept that no longer means much. And 
the same goes for resiliency. It's a cultural problem as long as we do not understand that the 
question is how we survive, who will survive and for how long, design will make beautiful and 
useless objects, made to create new or old 'desires'. I hope that one day design will make people 
aspire to a better self and a better society. The NEB celebrates reasonable solutions. It is a great 
thing. Somehow our culture understands design as a decorative element. It would be a great 
advantage to include designers in policymaking circles for the sake of cultural diversity. It 
would also be good if designers sat in the EU grant evaluation committees, for instance. It should be 
understood as a form of representative democracy to make sure all voices and perspectives are 
taken into account.   

Q4. Do you have any projects that are related to the New European Bauhaus idea, 
movement and/or framework?  

My whole portfolio fits into the NEB idea. I was awarded the Curry Stone Design Prize back in 2008. 
It was an early career acknowledgement. It has been challenging for me to scale up these years. I 
presented a project to the NEB commission, ELIOOO, which uses IKEA boxes and transforms them 
into a hydroponic device. I suggest and explain how to use homeopathic doses of urine as fertiliser. 
Symbolically it is an attitude of seeing a design that represents a way beyond products. Also, to 
realise that we eat our excrement transformed and processed by nature because we are also part of 
this value transformation chain. If we excrete toxic waste, sooner or later, it will come back to us in 
the form of poisonous food. 

Q5. What policy recommendations do you have? 

The NEB initiative could be a bit more friendly and a bit less technocratic: although I have 
invited many friends to support my project, it was not intuitive, and many did not adhere to it 
because it was too complicated, or they did not understand the logic of needing to register first to 
vote. It is a stupid example, but it can significantly improve if the EU hires a designer to study the 
user experience and the application and vote procedure. It could indeed have more success among 
the public, assuming that this is the aim. It sounds trivial and controversial, but it is not.  

Symbolically, the call dynamics must be clear and accessible to all. Unfortunately, it was not the 
case, and many lost trust and the EU lost credibility with regards to the initiative. Good design is an 
investment that will save public money and increase the quality of the project presented. This policy 
would have a significant impact and would not be complicated to activate. 
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3.12 Piero Pelizzaro: Vision building is key 
Piero Pelizzaro has 10 years of experience under his belt in 
climate change advocacy and urban resilience planning. He is 
the director of Urban Resilience and City Lead in the H2020 
Lighthouse Sharing Cities programme for the Municipality of 
Milan and has been an external consultant for the Italian Ministry 
for Environment, Land and Sea Protection.  

Pelizzaro has worked on the adaptation strategy of the 
Municipality of Reggio Emilia and collaborated with the 
Municipality of Turin to define the resilience plans of industrial 
districts. He published the book 'La Città Resiliente' (The Resilient 
City, 2018).  

Q1. What opportunities do you see in the announcement of the New European Bauhaus 
project?  

This initiative can finally bring back the debate within communities regarding the future of 
land use planning, how space is experienced in buildings, and how buildings themselves are 
experienced by people. 

Furthermore, it can bring back the cultural debate, going beyond the mere technological or 
infrastructural conception of city management, and signal a return to themes such as sociality and 
inclusion in the planning of sustainability interventions, which have often been put on the back 
burner compared to the need to 'do' or to 'intervene' which are required by a techno-centric 
approach. 

At the same time, the NEB must create a more structured dialogue with those who conceptualise 
the idea of living in the sociological and philosophical spheres, while employing this important 
exercise for its practical application in the design and definition of urban space. 

Q2. Can we create new visions of life in the 21st century this way? 

We can call it the 15-minute city3, or inclusive communities, where administration, citizens and 
businesses live and recognise themselves in urban communities. 

Q3. Is this a feasible exercise or is it purely speculative? 

Undoubtedly, this will bring forth high criticalities related to being bearers of concrete outputs, 
linked to the funding opportunities defined by the European Commission in the last year and a half. 
I'm talking about the structural funds of the 2021-27 programming on the one hand, but also about 
implementation tools such as the Recovery and Resilience Facility Fund that offer support to 
member states and communities.  

Bringing together so many different players, from creatives and businesses to administrators and 
citizens. However, these economic opportunities will be a complex exercise, given that at this time, 
the concreteness of recovery is being called for, with the impending deadlines of project 
implementation by 2026. 

 

3 Moreno, C., Allam, Z., Chabaud, D., Gall, C., and Pratlong, F. 'Introducing the '15-minute city': sustainability, resilience and 
place identity in future post-pandemic cities. 2021. Smart Cities 4(1), 93-111. 
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We must quickly combine a visionary exercise that goes beyond 2026 and looks to Europe in 
2050 with a commitment required of all players and territories to be as responsive as possible 
in restarting the economy. 

Q4. How will the EU Parliament and Commission get this debate going and reach the 
desired results? 

Investments in culture, creative arts, and intellectual confrontation have been limited to well known 
and regarded spaces such as museum infrastructures, weakening the relationship with widespread 
culture. The NEB must spread as widely as possible. Resources must be put into play because 
speculative and intellectual work must not be considered second rate – we are well aware of 
the remuneration in the arts and in culture – but the economic value of these activities must 
also be recognised. This doesn't mean overpaying a limited number of cultural centres, but rather 
creating a plurality of activating centres – from universities to banking and cultural foundations – 
that are able to spread resources throughout national territories and reach smaller realities, from the 
suburbs to mountain and rural areas, which would otherwise risk being left out of this recovery 
debate. This will create the cultural fuel necessary to kick-start the discourse of social and ecological 
transition. 

Another important element would be to implement regulations for common goods and for 
the active participation of citizenship, as the Municipality of Bologna and the Municipality of 
Milan have already done in Italy, or other innovative tools of shared governance such as 
collaboration agreements. In fact, the NEB must also grow by starting with these tools. This way, the 
Commission, for the first time, could field regulation or communication to support the pacts of 
collaboration between citizens, creating a new vision related to a relationship of mutual 
engagement between institutions and citizens. 

Q5. In this way the roles, responsibilities, rights and duties of those involved in the debate 
can be defined.  

Certainly. Without forgetting, that it's also necessary to keep a focus on innovation, directing 
research funds to areas of sustainability and circularity, giving precise indications, to prevent them 
from becoming a hyper generic container and instead maintaining a clear path to follow. 

Q6. Who are the enabling actors that must not be left behind? 

The NEB is above all a great opportunity for the new generations. Since the youth will inherit the 
future, then this NEB process must give a strong role to young people, to the people under 35 but 
also the people under 18, in schools, in debates, in design. European spaces and places must be 
defined by those who will live the future, provided that they are put in a position to define it, with 
tools, spaces and support. The vision of the NEB must not be a path outlined only by those who 
are now mature, who have their own position, but it must be part of the school paths, it must 
be a place of intergenerational confrontation, truly open to listening. We cannot treat young 
people as stupid, when we adults are guilty of immense stupidity in the way we have designed and 
built our cities. 

Q7. The built environment plays an important role in the New European Bauhaus. What are 
some emerging trends that you have observed? 

The focus is on materials and raw materials. The Commission has introduced regulation linked to 
the Recovery and Resilience Facility Fund called 'Do not harm' that requires us to consume fewer 
resources while respecting future generations. Therefore, we have to work with materials that are 
regenerated or recycled as much as possible, identifiable once a building gets 'dismantled' 
(demolishing will become an obsolete term), absorb environmental and climate stress and shocks 
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and that are able to adapt to structural, economic or supply chain crises (for example, the increase 
in raw material prices which occurred during 2021).  

Working on a dimension of circularity of materials is an element that cannot be ignored, which helps 
create shorter supply chains that contribute to the enhancement of the historical and cultural 
heritage of building practices. It's possible to choose materials and practices that were abandoned 
in the name of some futuristic technological vision of dubious impact (for example, the energy 
standards introduced in the late 90s) – such as stone, timber or other types of construction – that 
today can make a comeback, especially outside the big cities, but also in the metropolis itself. 

In buildings, finally, sharing spaces must increase. In a dynamic world made of flows of people, 
migrations (which will increase in the coming years due to climate change), of high dynamism, we 
must not close ourselves off: we need spaces for dialogue from which new forms of living can be 
born. For this reason, the NEB must be an enabling path of confrontation between citizens, with 
the aim of building and creating new housing practices. Let's also think about innovative co-
housing solutions, where not everyone has to own a washing machine, while we can work on new 
spaces such as community laundries. Or rethink the ownership of superfluous goods that can be 
replaced with sharing services, such as community mobility with fleets of bicycles or condominium 
cars that reduce the number of cars in cities and the amount of space needed for vehicles.  

Q8. What are two projects completed in Milan that you consider to be in line with the New 
European Bauhaus? 

One of them is the intervention on the former slaughterhouse in Milan, a project created by Redo 
for the redevelopment of a strategic area of the city, made with a view to sustainability, but that will 
have controlled prices per square meter, with affordable rents for all. This is a fundamental theme 
for the NEB: if green buildings remain affordable only for the elite, we have failed. In this intervention 
there is a strong vocation for sustainability, for sharing spaces and services for people. Suffice it to 
say that the largest energy community in Italy was born here. The former slaughterhouse is an 
intervention that preserves the historical identity of the city with significant investment by private 
operators carried out together with the public administration. 

Q9. What about the second one?  

I could list a series of systemic projects, such as the recovery of heat from a purifier such as the one 
in Nosedo (a district in the southern part of Milan) that can supply up to 6 thousand housing units 
in a social housing district; the Mazzini district managed by Aler (Lombardy Housing Authority) of 
the Lombardy Region; or the work in the Erp buildings in Via Dini where heat is recovered from the 
building's sewage system. Working from a system perspective is one of the key elements for those 
who are thinking about composing the city of tomorrow. We must look at all the elements of the 
city as a great metabolism, connecting all functions in an inclusive way. 
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3.13 Gloria Benedikt: Emotions and intellect enable change 
Gloria Benedikt trained at the Vienna State Opera's Ballet Academy 
and obtained her academic education at Harvard University. In 
2015, she joined the International Institute for Applied Systems 
Analysis (IIASA) to investigate how partnerships between scientists 
and artists can support the transformation toward sustainability. 

She is the lead author of Science and Art for Life's Sake (2020) and 
has presented her work at high-level conferences and universities 
such as the UN SDSN International Conference on Sustainable 
Development, the UNESCO Forum, the World Science Forum, the 
European Culture Forum, and Harvard University, as well as at 
theaters and festivals including the Kennedy Center Washington, 
Carnegie Hall, and the Bridging Europe Festival. As a Visiting Fellow 
at the Institute for Human Sciences (IWM), she recently explored how we can harness the power of 
collective experience through performing arts to support societal transformation. 

Q1. What is your role as an artist? 

As an artist, I wanted to engage with the pressing problems we face, such as the sustainability 
transformation and AI. The art system was not prepared for that, so I moved into science and led the 
Science and Art Project at the International Institute for Applied Systems Analysis (IIASA). For over 
five years, I worked with dozens of artists and scientists on research projects that culminated in 
performances which fused science, music, dance, theatre, and visual art and were presented around 
the world. The goal was to figure out how partnerships between artists and scientists can inspire a 
cultural shift toward sustainable thought and action. The initiative has generated a framework and 
method for artists who seek to engage with scientific findings that are relevant to the public. It is 
suitable for any scientific insight that requires broader understanding and action, so not only climate 
change but, for instance, also AI, which will bring about big ethical dilemmas. Most recently, I've 
explored the power of collective experience to support societal transformation as a Visiting Fellow 
at the Institute for Human Sciences (IWM). 

Q2. What are the main criticalities and opportunities associated with the New European 
Bauhaus initiative? 

By now, it is widely recognised that science, technology, and new business models will not 
bring about the sustainability transformation and its European translation, the European 
Green Deal. It will also require a cultural shift. A cultural shift is a shift in perception and 
attitude that leads to a change in public opinion on a large scale, which results in a change in 
behaviour. A lot of resources have been poured into science to understand what is required to 
enable the sustainability transformation, and in technology to develop technical solutions where 
possible. But hardly any resources have been allocated towards facilitating a cultural shift which is 
also crucial for the European Green Deal to succeed. 

So, for the EU to have a dedicated cultural project is a significant step in the right direction. However, 
when it comes to the design so far, we again see an emphasis on the technical and not the 
cognitive side. In the NEB, sustainable architecture is heavily represented so far. Although it is 
certainly important, as buildings are responsible for 40% of greenhouse gas emissions, the urban 
planning and architecture community is working on this problem already, and the NEB would 
mainly provide an umbrella for already existing initiatives. If the NEB is to become a ground-
breaking cultural project that supports the successful implementation of the European Green 
Deal, it would also have to focus on cognitive transformation. In other words, living in 
sustainable buildings will be essential but not enough. We'll also need to embrace a sustainable way 



STOA | Panel for the Future of Science and Technology  

  

50 

of going about our lives from nutrition to mobility, redefine our relationship with nature, etc. And 
this is where artists can contribute. 

Q3. How are science, environment and art interconnected? 

It is commonly observed that we face a knowledge-to-action gap. Science can provide 
knowledge, but as we have seen, knowledge does not equal understanding that inspires 
action. Translating knowledge into understanding is where artists can come in. 

They can uncover the ethical implications of scientific insights and grapple with two questions that 
are fundamental to understanding: Why does it matter? And what can I do? When we understand 
the bigger picture and also what role we can play in it, behaviour change is not perceived as a 
sacrifice but as a contribution to the sustainable world, we are creating. This change in perspective 
is key to the cognitive transformation. The other aspect where we need art to complement science 
regards emotion. For decades the academic community wanted nothing to do with emotion, as 
emotion was considered the domain of populists. Recently this attitude has started to shift, and the 
importance of emotion is rediscovered and increasingly recognised. To move forward, Jonathan 
Haidt and others have shown that we need both: reason and emotion4.  

Q4. What role should art play in defining a green future and a green development agenda? 

Science tells us that, even if we act now, the next thirty years or so leading up to 2050 will be a 
challenging period of transition until we have stabilised the climate, are on a sustainable track for 
humans and all other life on this planet, and end up in a world that is healthier, more just, and safer.5 
This is the best meta-narrative scientists can give us. There is a vision, and there is hope. Now we 
need artists to break this meta-narrative down into many smaller, more concrete stories that help 
us get there. 

There is plenty of evidence that stories work. They have mobilised individuals and groups into action 
across the span of human history and contributed to reshaping the world.6 We need stories in the 
form of novels, but also on theatre stages, festivals, museums, schools basically everywhere people 
gather. I mention this because collective, interactive experience is also key. Music, dance, and 
storytelling – known as the performing arts – have evolutionary significance: they have created a 
sense of meaning and belonging, they enhanced cooperation and solidarity by building trust to 
master challenges that cannot be mastered individually.7 

In short, if we are to implement the European Green Deal we need a holistic alliance of science, 
exploring technology and architecture whilst providing solutions, and artists fostering the 
cultural shift that is a prerequisite for behaviour change. For the latter, we would need new 
schemes initiated by the EU. 

 

  

 

4 1 see e.g. Haidt, The righteous mind (2012). 
5 This conclusion, which is based on scientific papers published over the past decades, has recently been illustrated for a 

non-expert audience by e.g. Christiana Figueres and Tom Rivett-Carnac in the book The Future We Choose (2020) and 
Johan Rockström with David Attenborough in the documentary Breaking Boundaries (2021). 

6 See e.g. Benedikt, Science and Art for Life’s Sake, (2020), Chapter X. 
7 See e.g. Mitchen, The singing Neanderthals: The origins of music, language, mind and body (2005). 
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3.14 Frederik Langkjær: Participatory processes and creative 
collaboration in innovation 
Frederik Langkjær is project manager at the Danish Board of 
Technology (DBT). He is specialised in deliberative democracy and 
has experience in civil society engagement, governance, strategic 
communication, and research. Involved in different H2020 projects 
he is an expert on engaging ordinary citizens in political decision-
making.  

The DBT is a not-for-profit foundation studying, performing and 
facilitating technology assessment and foresight, public 
engagement, responsible research and innovation, and new forms 
of governance. The DBT has developed a large range of 
methodologies for global citizen engagement and has its own 
platform for information and communication technologies 
supported/online engagement.  

Q1. What is the key to a successful participatory process when a new innovative project is 
proposed to citizens in the urban space?  

There's a long history of involving citizens and stakeholders in city planning. The most 
common mistake is to start the engagement too late in the process. It really has to be done 
early on in order to get different perspectives and ideas, and take them into account when 
further developing plans. This can be done in multiple ways, depending on how many resources 
you have and how big a group you want to engage. If it's a big area you can also have decentralised 
engagement, if it's a small area you can have a more centralised process.  

In the DBT, our philosophy is always to mix citizens, experts and stakeholders. Every time we start a 
process, we try to bring those different groups together. We usually start by getting the immediate 
reactions and different perspectives of citizens or lay people because they can be considered 
experts in the lived experience, they are maybe inhabitants of the city, are on the ground and have 
the experience, feelings and attachments to the cities. Then you have stakeholders, who have all 
sorts of stakes and interests. For instance, industries and stores might need to have some kind of 
infrastructure near them. Finally, you have experts who are generally more distanced and detached, 
but still have valuable insights in terms of causes and effects, measurements, re-evaluation, and so 
on. Ideally you would then have a process that brings them all together at the same time, or you can 
also have them interacting in a kind of feedback loop.  

If a plan or design is already in place, you could present it to the citizens for discussion. Their outputs 
could be the input you provide to experts and stakeholders, so that they can take into account both 
the science and the citizens' perspectives, then providing their own output and possible solutions. 
And this output could then be fed back to citizens, who can now go more in-depth and have a more 
concrete discussion. So, basically, you can start from a very broad perspective and narrow it 
down by giving these kinds of feedback loops back and forth. This way, everybody feels some 
ownership in the process.  

Q2. How do you deal with controversy and tokenism, and therefore ensure that citizens feel 
truly involved?  

It's about ownership. If the involvement happens too late and people are presented with something 
they've never heard of and don't feel included, then the only option that remains is either for or 
against. If they're involved early on, then they feel like there's a true interest in what they have to 
say. Everybody knows that they might not get everything they are interested in, but even if they 
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only obtain half of what they ask for at least they feel that they have been part of the process from 
the start, that there was a good discussion, and they were listening to each other.  

Q3. Experts have a very important role to play. How do you ensure that they aren't regarded 
as the only authority in the room?  

There are two ways to go about that. Firstly, it's about the division of roles. Sometimes people are 
engaged in processes, but their role is not clear and they sometimes feel like they are not experts in 
a certain field. So, they might ask 'why don't you just ask an expert?' There is a need to clearly 
establish from the beginning why it's important to have a citizen's perspective on something. 
And that is because they're experts in their lived experiences, they are more immediate, more 
value-based, they can provide a filter regarding the orientation they prefer, which is not 
necessarily the same as what a scientist can provide. Creating this division in roles is very 
important. The experts will then interact on the premises set out by the citizens. It's the citizens 
setting the agenda, and the scientists react to that agenda, answering their questions. Not the other 
way around.  

Q4. Public sector institutions are often key stakeholders in the entire process. Are they 
usually open to negotiation and is there space for discussion?  

I guess it depends. You can have two different types of public institutions. You could have one 
public institution genuinely interested in engaging in this type of process and making it a 
success. And then you might have an institution that looks at this process simply as a box to tick, 
and in this case, the entire exercise is uphill.  

When a public institution is genuinely interested in it, of course, you still have to negotiate along the 
line, since they also have to see the logic and feel ownership in the process. They need to be properly 
engaged and be part of the process since they do have an important role in it during the different 
discussions, the making of scenarios and the sharing of expertise and stakes.  

Even when you have a public institution that's genuinely interested in having this type of process, 
there's something there that must mature and that sometimes takes time before you get there. Once 
you are at that stage and moving forward with the process, you also have to continue building trust. 
At that stage, it's more about transparency and settled procedures. You need to have procedures 
for all types of things, also unforeseen issues. If that happens, everybody knows what to do, it's laid 
out and it's documented. When we execute a participatory process, we're usually a kind of third 
party to it. Having a third party that can act as a secretariat or a facilitator increases trust. 
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3.15 Salvatore Iaconesi and Oriana Persico: In search of new ideas 
for an eco-systemic transformation. A critical view of the New 
European Bauhaus 
Oriana Persico is an expert in communication and e-
inclusion, and a cyber-ecologist. Salvatore Iaconesi is a 
robotic engineer, hacker, interaction designer, TED 
speaker, as well as Eisenhower and Yale World Fellow.  
Persico-Iaconesi, partners in life and art, observe the 
computational mutations produced by the advent of 
networks and ubiquitous technologies in humans and 
societies.  

Between poetics and politics, bodies and architecture, 
squats and revolutionary business models, the duo 
promote a worldview in which art is the glue between science, politics and economics. They are the 
authors of global performances, publications, and works exhibited all around the world. 

They have been teaching Near Future, Transmedia and Interaction Design in various universities, 
such as ISIA in Florence, La Sapienza University of Rome, RUFA – Rome University of Fine Arts, IED. 
They are the founders of the research center HER – Human Ecosystems Relazioni, and of the Art is 
Open Source (AOS) international network dedicated to the interconnection between arts sciences 
and technologies. 

Q1. Why do you consider yourselves constructive critics of the New European Bauhaus 
project? 

Iaconesi: The New European Bauhaus initiative is praiseworthy: as usual, Europe offers expressive 
spaces unlike ones found in other areas around the world. There is a general dissatisfied feeling with 
finding a common, shared definition of what the NEB is, mainly due to an almost manic focus on 
architecture. What is missing, is a speculative vision of the future, and as of today it appears 
only as a 'solutionist' strategy, and not necessarily efficient in dealing with the complexity of 
the contemporary world.  

We need to think about the difference between incremental innovation and radical 
innovation. The former is aiming for slow, gradual changes that achieve 2-3% increases in 
environmental or energy performance. But we need 40, 50, 70% changes, and for that we need to 
go for radical ideas. In this way we can really find a way to live in dignity together with others, 
including different cultures and the biosphere.  

Transformation initially requires creating imbalances, touching various kinds of power, creating a 
different imaginary. We find ourselves in front of the heavy matter of the imagination. Too often, we 
quote cultural theorist and philosopher Mark Fisher's Capitalism Realism. The realism we are 
exposed to is not only capitalist, but also a narrative about many aspects of life, such as schooling, 
work, health, the environment, business, technologies and so much more. This, starts with the 
assumption that certain things are given, granted, that they can only exist in a certain way, making 
it very difficult to imagine other ways of existing and doing things. We need more art; we need more 
sense of possible transgression to break this deadlock. 

Persico: Incremental innovation is often paternalistic because it shifts the blame to individuals, as if 
it were my fault that I did not ride my bike to reduce emissions. We need to create different 
dynamics: certainly, preferring the bike has an important impact as well, but the real turning point 
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will come by rethinking industry and production. The NEB does not put enough blame on these 
higher powers. 

If we want a new sustainable and social way of living, we need to rethink the terms of the 
discourse that, for example, does not address the difference between environmentalism and 
ecology. Environmentalism is an excellent administration of the existing, to preserve the 
existing; ecology is a political tension that cannot be resolved. Reading NEB documents such as 
the text relating to the awards, it immediately emerges that the focus is on product efficiency: what 
kind of brick, what type of biodegradable fabric, and so on. 

For this reason, in contrast to purely material works, we proposed Angel F., a small piece of artificial 
intelligence, generated by a human (Derrik de Cherckhove) and Biodoll, a virtual character created 
by Franca Formenti. This AI project has had an impact on our personal lives and has gained a lot of 
attention, even taking part in the Internet Governance Forum. Artificial beings are needed to guide 
us and look for a new way of living, to help human beings. We picked this path specifically to reach 
new frontiers.  

The New European Bauhaus is, however, at least at the moment, a small door, as there is very 
little space offered to existential creations and radical ideas. We give more space to 
'preservationism', to all kinds of projects that do this for a living. 

Iaconesi: The social, psychological and spiritual dimensions are missing. Today we must find a 
dialectic between transgression and institution. A relationship that requires wider meshes, while in 
the current scenario the meshes are defined and difficult to vary. The mechanism of the popular 
prize appears to be a little biased, since it assumes that if an idea has a large audience it's good, while 
if it has a smaller audience it's less good. It seems a banal applause-o-meter. 

Persico: Few people know about radical ideas; they are languages that are still used very little or not 
at all. By nature, these ideas are going to have a smaller audience. That means we will need to 
create a larger audience that is interested in the European Green Deal, people who will be able 
to dream of new approaches. 

Iaconesi: This is another open question. For example, in EU planning there are few models of 
Audience Development and Engagement that are approved by the evaluators: they are all very 
similar, very corporate-like and unable to address the diversity of places, cultures and contexts. In 
our opinion, little risk is taken. More attention is paid to indicators than to actual results 
obtained on the ground. We don't even know how to measure certain results: is it more important 
that my promotional video will be seen 1,000 times or that there will be a person in a community 
who has undergone such a profound psychological change thanks to the project, that they will 
become its natural ambassador for life, even after the project is over? These are the kinds of changes 
you get with art and rituals, unfortunately not through services. 

Q2. How can we pursue radical innovation? 

Iaconesi: We need to work on communication and its implications. Today we observe a ballistic form 
of communication: the aim is to get the bombs (messages) on target (the audience). Human beings 
live in communication, meaning we live right in the middle of war, with languages and tools 
proper to ballistics, to the army. It is a very violent communication: there is no eco-systemic, 
ecological form of communication. We find it hard to think of a different kind of 
communication, one that is not military, not extractive. It is difficult to imagine, since our first 
thought is about the target. We need to start again from the understanding of the militarised human 
psychological condition to understand how it can become eco-systemic. 

Persico: One could also think about an imaginary future through speculative practices, but they run 
the risk of simply turning into homework to be accomplished with design techniques. An effort is 
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needed to put together multiple figures, but not in a combinatorial way where, for example, artists 
play with technologies. However, we need a more organic process. Even in the NEB technologies, 
data, and goals are chosen by experts in technology and artists need to adapt to the themes. 
For future programmes, we need to figure out how to support experimental programs where the 
strategy itself is made by technologists, researchers, artists, and decision makers. An award after the 
fact is not enough. Technologies need to be thought up/conceived together. 

Iaconesi: We are moving away from the linear industrial concept of the assembly line. Our reasoning 
still starts with the engineer who produces the object or new material, and the artist or architect 
only uses it at a second stage. To implement the transition we are talking about, we have to 
start from communication and psychology, otherwise Europe will not be transformed in an 
eco-systemic way. We need new words, new ideas: that is what we need to invest in this long 
process.  

These innovations, then, must come from lower down, new forms and familiarity, so new 
territoriality can be created. Projects cannot be accessible only to pre-established corporate forms, 
instead of being accessible to a neighbourhood or other subjects as well. We need a different 
relationship with a range of new subjectivities and individual, collective, combinatorial actors. 

Q3. Which of your projects acts as an inspirational force for the New European Bauhaus? 

Iaconesi: We use a technological, social and legal protocol for which identity – and not identifiability 
– takes many forms that can be individual, anonymous, collective, temporary and transitive. 

For example, if I want to create a project with the inhabitants of an apartment building, I create a 
neighbourhood condominium identity that is collective and can be used in a project. Or a 
neighbourhood could also become a collective intelligence with an identity to participate in a 
competition on energy efficiency in the living area. It's an artistic-bureaucratic innovation, opening 
up possibilities for new rights and new ways of living. Neo-institutions like Google, Facebook, and 
Apple have an interest in figuring out which tribes I belong to. They are not interested in knowing 
my first and last name. That is how we have to reason to create new spaces, in an open-source way. 
This can 're-found' the idea of social space. 

Persico: Another project is Udatinos. In the Mare Memoria Viva Ecomuseum in Palermo there is a 
digital installation that generates lights and sounds representing the state of health of the Oreto 
River, which is right next to the museum. It is shaped like a plant. If the colour turns blue, the river is 
healthy, and if it turns red then the river is in bad shape. If the water is clean, the sounds, similar to 
Tibetan bells, are clear and clean as well; if they are rough, distorted sounds, the water is polluted. 
We then created a social role, called the Water Keepers, who have to perform a social ritual of 
fetching data from the river. We could have simply placed sensors, but we chose not to. Without 
data this digital plant dies, and everything in the museum goes off. Without social activation there 
is no care for the river. Therefore, the museum is spurred to create this participation, and the citizens 
start to care about the plant, which will die if no one takes care of it.  
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3.16 Carol Lemmens: Maps, case studies and experiments 
Making an investment case is vital to the adoption of circular 
economy principles, helping the built environment sector tackle its 
environmental footprint and create better places for people to live 
and work. So too is practicality. What tangible changes could real 
estate investors and businesses make to push for more circular 
cities? Carol Lemmens is the Global Advisory Services leader for 
Arup, a British multinational professional services firm 
headquartered in London which provides engineering, 
architecture, design, planning, project management and consulting 
services for the built environment.  

Lemmens has been with the firm since 2015 becoming one of the 
most relevant voices in the sector. In his current role, Lemmens 
helps senior leaders shape strategies, transactions, programmes and operations – so that clients can 
make transformative change and helping cities achieve a circular revolution. 

Q1. What is the Arup vision for a circular economy?  

We see the circular economy as a fundamental transition. Especially for the built 
environment, which we define quite broadly: cities, transport systems, infrastructure. It is 
critical to generate regenerative and restorative outcomes. Six years ago, when I was trying to 
delve a bit further into the circular economy, I noted that the built environment was lagging behind 
in embracing the idea. I was puzzled: why are we not moving as fast as other industries, like car 
manufacturing, fashion or hi-tech. After this realisation we produced an ARUP position paper trying 
to define a circular perspective for the built environment and unlock the economic, social and 
environmental potential that was identified. We started to map existing projects, and define 
traditional material strategies (recycling, waste-to-energy, renewables). But it felt like we were going 
the wrong way because our behaviour and approach didn't correspond to how we design, how we 
finance, how we construct, and how we operate infrastructure.  

Q2. How did it evolve?  

First, we moved from a material strategy, which of course is still important, to a design strategy. Our 
goal was to address the circular economy in such a way that it really changes existing business and 
drives radical innovation. Secondly, after the definition of material strategies, looking at product 
design, at construction materials or at supply chains, we moved on to experimental projects like the 
Circular House, the Circle Lab with Google, and the Wiki House which led to real large-scale projects. 
Once we moved from principles to practice, we analysed how to make viable business models, so 
the Arup approach could play out economically. We also created a repository for all sorts of 
instruments for the Ellen MacArthur Foundation for city administrators and city planners that is still 
considered a good benchmark.  

Q3. How relevant is circularity in the Arup vision? 

Our business plan is called 'Sustainable Futures - Arup'. There are six pillars and one of them is the 
circular economy. So increasingly the circular economy becomes part of our design paradigm. And 
to be honest, our own professionals are also going through a rethink of their own practices. Many 
have been trained by universities in a certain way. We have never been educated in designing with 
scarcity. We have always had abundance. But when we are asked to design using circular principles, 
we need to embrace different design paradigms to make sure that a project becomes circular. Also, 
we have to educate our clients. The good news is that they are getting it. And if clients are now 
trusting us to shape their strategies in a circular way, that is radical change.  
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Q4. How can businesses truly embrace circular sustainability? 

If you really want to be a climate or environmentally conscious business it goes beyond just checking 
the box of certifications like BREEM, LEED or Cradle to Cradle. It's really about rethinking the whole 
organisation and its processes. How you relate with your peers, and how you contribute to the 
value chain, how you set up circular procurement etc. 

Q5. Arup designs go from circular building to circular cities. 

The city scale is very interesting and offers a multiplicity of perspectives. Cities are the real 
powerhouse: they sometimes have even more power to execute plans than national or regional 
governments. They are the one that translate national policies into local projects, local initiatives. 
They often have a relevant decision-making power and a financial power; they are landowners, and 
they include communities.  

Q6. What is a circular city? 

First, it is a city where the concept of waste doesn't exist. Public administration, projects, citizens do 
everything to eliminate waste and transform it into value. We have learned to see buildings like 
material banks with the capability of being repurposed. Now we can imagine the entire city as a 
repository of materials.  

Second, its development depends on an integrated city approach. How can we impact biodiversity? 
Enhance liveability? Designing with everyone is a must.  

Third, using an integrated approach. Energy infrastructure, building development, water systems, 
digital networks, and economic development has to go hand in hand. We call this transit-oriented 
design. So, if we develop a new transport hub, we must assess a multiplicity of synchronous options, 
like using existing gas infrastructure for hydrogen, or making sure that the city can be energy 
positive. An energy firm is a supplier as well a developer, same for many other businesses. Therefore, 
the integrated approach widens the approach of renovation, exploring a range of positive 
externalities that might emerge.  

Fourth, a circular city is a city where we live more with nature. We can protect biodiversity, but 
biodiversity can also protect us. For example, trees avoid city heating. In London we found that 
green canopy and green roofs lower the average temperature of the city by seven degrees Celsius. 
Also, we can focus on local materials. In one project with Aedes to repurpose an industrial site across 
the Amstel canal, Amsterdam, into a five-star hotel we included a carbon-capture roof and other 
sustainability features and we decided to use local materials, local products and local craftsmanship 
and local industries. It's not only about green, it's also about being an active and innovative part of 
the economy and the city fabric itself.  

Q7. What are some of your flagship circular projects? 

Old Oak and Park Royal is a 650-hectare piece of redevelopment in London which involves 
25,500 homes including a massive number of social housing, that will create 65,000 new jobs. Arup 
was appointed to deliver a scoping study that could envisage the Old Oak and Park Royal 
regeneration project, utilising circular economy principles.  

As part of the study, we developed four scenarios for the area. Each focuses on a different set of 
enabling factors and initiatives grounded in their physical context. The Royal Garden, a zero-waste 
urban garden fuelled by biological nutrients, green infrastructure, local energy and advanced 
logistics. The Clean Tech Cluster, a cluster development supporting new circular-focused businesses 
and technological innovation, providing clean energy for the area. The Adaptable Development, 
where adaptable developments are designed with circular principles built-in, from sustainable 
construction to flexible and smart space usage. The Sharing Community, where digital platforms 
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and lightweight technologies enable communities to build, operate and share their neighbourhood 
spaces and resources.  

Assets and services at Old Oak and Park Royal will be designed for different lifespans and changing 
uses, rather than one fixed end use. Buildings and infrastructure will be designed to allow 
components to be swapped out, repaired, replaced and eventually reused. 

By using these new circular economy organisational mechanisms and commercial incentives, Old 
Oak and Park Royal can become an exemplar neighbourhood for this collaborative and sustainable 
vision of urban development. 

Q8. Another famous project by Arup is 1 Triton Square. 

We applied parametric design to repurpose most materials of an existing building into a new one, 
but in such a way that it was not just recycling. From the outset maximising retention of both the 
existing structure and building fabric was considered. This combined with reuse of the building's 
corner cores helps greatly reduce embodied carbon during construction and throughout the service 
life of the building. This project has delivered the developer British Land the first BREEAM 
Outstanding building certificate, signed off at the design stage. 

Q9. Tell us about Believe in Better Building, the newest Sky headquarters in Osterley, 
London. 

Sky's Believe in Better Building was completely developed in such a way that it can be repurposed 
to all sorts of functions. So, it started with a brief for an office, but we added more generous floor 
height and flexible structures, working mostly on dimensions. Now it can be repurposed from an 
office building to a theatre or whatever is needed. It was built in less than a year and it is the first 
multi-story timber commercial office in the UK, that demonstrates the use of offsite prefabrication 
and timber construction to achieve a unique workplace in half the normal timeframe. Modular, 
adaptable, sustainable, and easy even to deconstruct. 

Q10. What materials do you favour working with? 

We do a lot of building in wood. Regulations do not allow you to factor it in but building with wood 
can make construction carbon positive. As soon as regulation will change, if you build a building in 
wood, owners will actually sell CO2 permits to others who need to offset emissions.  

Q11. How important is flexibility? 

You need to change functions over time without too much demolition. Right now, many are saying 
'we don't need that many offices anymore, but what we do need is space where people meet in the 
city'. Maybe in the future this will change again. Multi-functionality is a key aspect.  

Q12. How can we convince cities to join the circular revolution? 

I think we are increasingly successful in influencing decision making and governments to make sure 
that they embrace a circular economy agenda. Amsterdam has a circular plan now. London too. And 
it is used as a guideline for every project. The circular economy agendas of cities are not prescriptive, 
rather a kind of framework to rely on. This should convince any mayor to start the transition.  
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4. Conclusions and policy options 
A combination of concepts, ideas coming from the literature review and, mainly, from the 
combination and integration of suggestions raised by the interviewees, has been organised in a 
three-section set of policy options and indications as follows. 

4.1. Scope and goals 
Judging from the projects that took part to the competition and from the conversations about the 
New European Bauhaus taking place in local territories and online, so far sustainable architecture is 
heavily represented in the process. The New European Bauhaus is providing an umbrella for 
already existing initiatives, says multiple interviewees, to advance the focus for this sector 
towards a radical circular approach to building, with a key role of the bio-economy and 
circular economy sector. This is clearly an opportunity to change urban planning, 
construction and manufacturing, to change the way we build and live in cities.  

In terms of materials, the wood sector appears to be first in line as an available resource with great 
applications and future potentials to expand even in other key sectors, as for instance that of 
renewable batteries and sources of energy. In the wood sector, the Nordic countries are the one 
leading the way. Experts have reinstated the key role of wood infrastructure as a carbon sink, as well 
new bio-based materials, innovative sustainable forest management approaches and full circular 
solutions, such as passport of materials, building-as-a-service, modularity, innovative business 
systems. 

However, the architecture-centric approach of the NEB has displeased many of our interviewees, 
with a wide evidence also in articles and OpEds reviewed in the literature review. What is missing, 
according to many of the collected voices, is a speculative vision of the future. As of today, the NEB 
risks to become a 'solutionist'strategy', not necessarily efficient in dealing with the complexity of the 
contemporary world.  

Thus, there is a call for a radical redefinition of the scope of the NEB, carried upfront by the 
artists and other cultural players, whom should take more ownership in the NEB process, 
trough disruptive and even grass-root actions, localised as well as expanding across Europe. 
The Commission could support this effort creating opportunities to lead these processes in 
the domains of fashion and digital art, of philosophy and design, of music and cinema and 
theatre. Also, NEB should foster a non-exclusively anthropocentric vision but rather support a more 
eco-systemic approach. To achieve real ecological, economic and social changes we must mobilise 
all areas within the cultural and creative industries and pool all their forces. To get there, the overall 
vision has to go beyond the segmentation of knowledge, one the great problems of our time. To 
reach this goal, there would be need of new type of funding schemes, less classified in silos and 
more capable of crossing over a large array of sectors and disciplines. 

A very effective tool that can be used to identify gaps and areas of intervention is that of 
exploitation of digital data. Data can be collected and analysed at each step of any manufacturing 
process, allowing to see where there are gaps in terms of use of resources, energy consumption, and 
potential reusability and so on. Reading the data properly can be a very effective first step in the 
process of upgrading factories, creating new products, becoming more efficient. In other words, 
when properly used, data can lead to a real and informed sustainability, on the side of institutions, 
of industries and also of citizens.   

There is a perceived need to create different dynamics in the public discourse around the NEB 
potential: surely individual behaviours are key to change, but the real turning point will come by 
rethinking industry and production and making powers accountable for their impacts on the global 
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scale. Currently, some of the expert are under the impression that the mechanism adopted to 
identify winning projects and leading ideas is more shaped on the popularity of each project, 
leading to the wrong conclusion that a very innovative idea must have also a large audience to start 
with. On the contrary, artists and innovative thinkers highlight the concept of disruption has being 
difficult to embrace and to accept at first. Therefore, institutions could enhance the potential of 
disruptive ideas by allowing them to come through even when still not capable of bringing a 
huge audience support behind them. More open space should be left for transgressive 
proposals that are truly disruptive and might lead down a previously unknown route.  

Finally, according to many authors cited in the review and to more than one interviewee, it is also 
fundamental to clarify further the scope of the NEB to define a clear and shared vision. 'Early on in 
our New European Bauhaus discussions I suggested to bring together the experts from the High 
Level Round Table with the policy-makers to really work together on a vision for the NEB', explained, 
in an email exchange with the authors of this study, the poli-artist Ólafur Elíasson, who was involved 
in the NEB Round Table. 'For various reasons this did not happen and I see the disconnection 
between the ambitious report by the NEB High Level Round Table and the official communication 
as a result of that. While I truly endorse and admire the attempt by the European Commission to 
include and listen to practitioners coming from architecture, design, education, innovation, 
activism, and art - in order to shape a movement that can help turn the Green Deal into reality - I 
also see an urgent need to adapt the infrastructure of how policy is made. Otherwise, the input from 
practitioners in the fields of art, architecture, and design will remain limited'. 

4.2. Processes 
At this point €85 million has been dedicated to New European Bauhaus projects from EU 
programmes in 2021 – 2022. Other EU programmes will integrate the New European Bauhaus as an 
element of context or priority without a predefined dedicated budget. Funding will come from 
different EU programmes including the Horizon Europe programme for research and innovation 
(notably the Horizon Europe missions), the LIFE programme for the environment and climate action 
and the European Regional Development Fund.  

 
There is a consistent request to push Member States to use the New European Bauhaus core values 
in their strategies for territorial and socio-economic development, and mobilise the relevant parts 
of their recovery and resilience plans, as well as the programmes under cohesion policy to invest 
specifically in the cultural and artistic sector for Green Deal related Project.  

The New Bauhaus must be spread throughout the territory as widely as possible. Resources 
must be put into play because speculative and intellectual work must not be considered 
second rate. While many are well aware of the remuneration in the arts and in culture, the economic 
value of these activities must also be recognised. While science and industrial research is washed 
with billions, the cultural sector should see a relevant increase in funding in what is 
considered 'a critical time for artists, creators, intellectuals', dramatically worsened by the 
Covid-19 crisis. 

Commissioner Mariya Gabriel announced possible medium and long-term measures in the next 
multiannual financial framework, targeting the CCS and potentially supportive of them: 

• Horizon 2020, cluster 2 on culture; 
• European Institute of Innovation and Technology, which will include a new Community 

of Innovation and Communication devoted to culture and creative industries. 
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Both these measures should or must include support specifically for NEB-themed cultural 
initiative (conferences, fashion events, cinema festivals, symposium, digital and physical 
artist's residences) 

On the practical side, as indications as to act on bringing NEB within concrete projects, there is a call 
to use our imagination and come up with visions and ideas of what the European private and public 
space should look like. Design can go a long way beyond products. There is too much emphasis on 
the technical applications of design and less on the cognitive side. Design can help and contribute 
to the much needed cognitive transformation.  

When looking at products production and consumption, there is also need for a more integrated 
approach throughout Europe. As very practical examples, there are inefficiencies associate with the 
lack of coherent size systems for clothes and shoes as well as for small appliances such as plugs, 
which are different almost in each country. A much bigger impact would come from uniforming that 
than by using recycled materials. On a higher level, regulations differ from a fiscal point of view and 
also in terms of the forms that ventures, enterprises, professionals can use to work in one country or 
another, making it very difficult especially for small companies to work at a truly European level, 
having to navigate bureaucratic difficulties that might hinder the effort of starting or exporting a 
new venture from one region to another.  

Another issue is that of the risk of greenwashing when materials are not properly investigated and 
assessed in terms of their overall impact, both environmental and social. In the fashion industry, as 
well as in some high end technological sectors, Europe is highly dependent from raw materials 
coming from other regions of the world. It is important to assess the entire life cycle of these 
materials before labelling, and even marketing them, as green and ecological, since they might be 
produced under less stringent regulations, both environmentally and socially, than the EU ones. At 
the same time, designers and architects call for research and investments in materials that can be 
produced directly within the European region, even restoring, innovating or finding new 
applications and scopes for older productions or for the combination of diverse materials.  

Finally, another important area to work on is that of communication. To have Europe 
transformed in an eco-systemic way, we need new words, new ideas. We should also look for 
models of audience development and engagement that are not only imprinted on the 
corporate ones. The currently adopted ones, even in the funding schemes launched by the EU 
Commission, are standardised to a point where they tend to be unable to address the diversity of 
places, cultures and contexts. More attention is paid to indicators, mainly metric ones, than to actual 
results obtained on the ground. There has to be recognition of the fact that creativity, as a result of 
associative thinking, is crucial in cases of crises and it is much more preferable to linear thinking. 
Also, making people understand what is at stakes and how the involvement of communities is key 
to a real change for the benefits of all is the only way to make people accept also the sacrifice linked 
to reorganisation of their life, behaviours, routines. 

4.3. Actions 
There is the need for a more organic process and an alliance of science, exploring technology 
and architecture in the exploration and definition of solutions. We also need artists fostering 
the cultural shift that is a prerequisite for behaviour change. However, even in the NEB 
technologies, data, and goals are chosen by experts in technology, while artists are required 
to adapt to the themes. For future programmes, we should support new experimental 
programs where the strategy itself is made by technologists, researchers, artists, and decision 
makers in a truly integrated process.  
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There should be support for large and smaller cultural institutions with a strong NEB mission 
and a clear track record of activity in connecting the Creative and cultural industries with 
science and the green and circular economy enterprises in their DNA. The Commission is 
establishing a New European Bauhaus Lab: a 'think and do tank' to co-create, prototype and test 
new tools, solutions and policy recommendations. The Lab will pursue the movement's 
collaborative spirit that brings together different walks of life and reaches out to society, industry 
and politics to connect people and find new ways of creating together. However, it should interact 
with a defined number of territorial institution, creating a dynamic virtual web of collaborations, 
enhancing transparency, participation and disruptiveness. These institutions should not be limited 
to architects and design but open to any creative institution, especially in the fashion and artistic 
sector. These networks will also include private enterprises and firm, with the recommendations to 
co-sponsor their participation in this poli-centrical hub, thus supporting them financially, especially 
the smaller one.  

A very strong attention should be posed to give a prominent role to youths: European spaces 
and places must be defined by those who will live the future. They need to be put in a position 
to define their future, with tools, spaces and support. The vision of the NEB must not be a path 
outlined only by those who are now mature and have an already established position. It should part 
of the school paths, of the educational experience. NEB must be a place of intergenerational 
confrontation. 

EU funding are key to many innovative processes and initiatives. However, call dynamics and 
funding schemes should be clearer and more accessible to all. In particular, NEB initiative 
could be a bit more friendly and a bit less technocratic. It would be a great advantage to include 
designers in policymaking circles for the sake of cultural diversity and also to inform the way grant 
schemes are built and delivered. It would also be good if representative of the cultural and creative 
industries sat in the EU grant evaluation committees, to contribute and make sure all voices and 
perspectives are taken into account.   

Create or activate local NEB Cultural and creative industries cluster within existing cultural 
institutions. These clusters are independent from the New European Bauhaus Lab. They can 
provide bottom-up researches, develop new participatory process, develop a bottom-up NEB 
constructive critic, without any constraints. They can be thematic but must have a radical approach 
rather then a incremental one, as requested by many artists, designers and architects.  

Creatives and artists have little or no training when it comes to entrepreneurial skills and mind-sets. 
They are also not prepared to negotiate within a policy context. A conversation between the EU and 
the European institutions need to be opened with these sectors, by building appropriate languages 
and communication channels. The EU New Industrial Strategy identifies 14 ecosystems, one of 
which is the creative industry, which is a great result. However, creativity and design are cross-
cutting through all the ecosystems. So, if it is of paramount importance to have a specific recognition 
and opportunities for funding, it is also crucial to avoid putting the creative industries in one new 
silo while trying to break old silos across industries and expertise, acknowledged as an ecosystem.  

The Commission has been working with many types of industries, such as the chemical one, the 
steel industry, the automotive. These are associations that well organised, with lobbyists, 
headquarters and budgets. The creative industry, on the other hand, is very much at an earlier stage 
and it is still in the process of setting up associations and networks. Not only it needs funding, but it 
has to be supported in the establishment of fair agreements and bridges, as well as special programs 
to open up new opportunities.  

The real connection between new technology and European heritage represents the biggest 
potential for the NEB to become, just like its predecessor, truly global. Therefore, there is an 
explicit request to include NEB principles in many EU funded grants and even in Next 
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Generation EU programs. The achievement of our climate goals, as well as the survival of European 
cultural and creative industries, depend on the use of new technologies and of a renaissance of 
craftsmanship. In short, we need a 'made in Europe 2.0'.  

Accelerate programs with incubator, strengthening'EIT Community Booster –  Scaling New 
European Bauhaus Ventures', not just for the construction sector but as well for the fashion 
and design sector and other creative ones. New European Bauhaus activities supported by 
the new EIT Community in 2021 - 2022, coordinated by EIT Climate-KIC in collaboration with 
EIT Digital, EIT Food, EIT Manufacturing and EIT Urban Mobility, should be extended until 
2027. 

There is need and space for a better, disruptive dissemination campaigns. To many 
interviewees, the NEB remains a niche concept widely unknown to many who could benefit from it 
and contribute to it. A specific media campaign should be arranged targeting specialised 
magazines, art fairs, conventions and symposia. Some terms of the proposals of the New European 
Bauhaus are perhaps still too general and theoretical. While agreeing with the principles, there are 
still no clear and effective practical tools, including toolboxes or guidelines that can be used to 
practically convert NEB principles in concrete planning.  

We must combine a visionary exercise that goes beyond 2026 and looks to Europe in 2050 with a 
commitment required of all players and territories to be as responsive as possible in restarting the 
economy. Funding opportunities and any communication and engagement effort will have to take 
into account these criticalities by bringing together different players, from creative to businesses to 
administrators and citizens. We also need to implement regulations for common goods and for the 
active participation of citizenship or other innovative tools of shared governance such as 
collaboration agreements, as it is happening at local level in some European municipalities. The NEB 
must grow by starting with these tools: regulation and communications could be designed 
and shaped and promoted to support pacts of collaboration between citizens and 
institutions, creating a new vision focused on relationship of mutual engagement and 
commitment. 

4.4. Authors' observations 
This qualitative study is the result of a thorough research process based on not only the findings 
available in literature, but also on insights from a number of intellectuals, professionals, technology 
and science experts, artists and policymakers. After reviewing the results, a number of selected 
experts have come up with further questions. Building on their intermediate and final 
observations, the authors wish to elaborate further and offer their perspective as 
professionals. 

In the coming years, a series of new actions will be implemented at EU level: 

• the creation of a New European Bauhaus (NEB) lab to grow the community and prepare 
policy actions; 

• the creation of seed funding for transformative NEB projects in the EU Member States; 
• funding for social housing projects that follow NEB values; 
• a new series of guidelines for the Commission's own building strategy; 
• the co-creation of green transition pathways for the construction and textile ecosystems; 

calls for start-ups and citizen initiatives; 
• a yearly NEB festival and prize; 
• eTwinning and DiscoverEU 2022 on the topic of the NEB. 

Beyond this diverse list of actions are some key issues that still need to be addressed, such as how 
to define NEB projects and how to identify/label them? There is still a lack of clarity surrounding 
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what exactly can be envisaged, defined and represented as an NEB project. What is more, the NEB 
movement is not recognised by the creative/cultural community.  

This is truly welcome news. As a new concept, rather than a top-down approach (well-defined by 
the NEB high-level roundtable), the NEB should naturally emerge from a long, engaging, cultural 
dialogue at the EU level involving experts, creative professionals, social entrepreneurs and students 
and young professionals from varying backgrounds, demographics and geographical regions. The 
NEB is naturally emerging due to the growing pervasiveness of environmental and social issues, 
epitomised by three crises (climate, biodiversity and peace). The Commission should create 
support schemes that do not drive the process, but fundamentally support it and let it thrive. 

The co-design process being undertaken by the Commission has been criticised by the creative class 
involved in this study. While in general many agree on the three core values (sustainability, 
aesthetics and inclusion) and three key principles (a combination of global and local dimensions, 
participation, transdisciplinarity), the cultural milieu is asking for more time to elaborate on 
what the NEB should be through open and interdisciplinary discussion. Furthermore, if we want 
to include non-EU actors, a more decentralised, non-structured, radical approach to defining the 
NEB movement will be necessary. 

The cultural basis 

There is no doubt that Walter Gropius was the leading figure of the original Bauhaus movement. In 
January 1916, Gropius sent a proposal to the State Ministry of the Grand Duchy of Saxony in Weimar 
concerning the establishment of an educational institution as an artistic consultancy centre for 
industry, trade and crafts. This was a bottom-up approach, inspired by the ideas of functionalism 
and rationalism, where art and industry could meet. The project resulted in the lively and prolific 
cultural environment of the Bauhaus school, which included key figures such as Johannes Itten and 
Theo van Doesburg. As many interviewees taking part in this study have stated, it is of tantamount 
importance to create free, boundless, open-source spaces where artists, craftspeople, architects, 
designers, environmental experts and social entrepreneurs can meet, self-organise and start to 
strengthen the intellectual roots of the NEB. Instead of just limiting the NEB to the built 
environment, we should consider ways to allow very diverse sectors to interact. Social media 
creators and material experts. Video game designers, writers and climatologists. Social activists, 
musicians and life cycle assessment experts. Stylists, evolutionary biologists and circular economy 
ambassadors. There are so many possible combinations when it comes to uniting the three core 
values to reshape our world! Therefore, tabula rasa spaces are fundamental to allow intellectuals 
and radical thinkers to elaborate and even co-create a new model of the NEB that should be quite 
different from the outcome of a corporate marketing exercise. 

There is an urgent need for scenario building. Before creating projects on the ground, the EU and 
the rest of the world should invest in imagining a greener, more inclusive future. This cannot be 
achieved through bureaucratic or policy-based processes – policy comes later. It needs to be 
inspired and nurtured by a truly participatory process in which creative people are involved in a 
constructive discussion with tech experts, professionals working in the built environment and 
scientists exploring new sustainable, even nature-based, solutions. And this process should be 
undertaken with the due time, effort and resources needed to produce a truly imaginative and 
disruptive new series of approaches. 

Without a strong narrative emerging from the engagement of every part of our society, the 
ecological, inclusive transition will be perceived to be a technocratic elite-driven effort and thus not 
embraced with the necessary full commitment and enthusiasm by the different stakeholders and 
the general public. In order to commence projects, we need grants for ideas and a stronger 
intellectual scenario-building process where every sector is heard. Such transformations 
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require us to ceaselessly question the status quo while continuing the discussion on what new 
model of green, inclusive society are we aiming for.  

It might be particularly difficult for EU policymakers to implement this more 'open' approach, as it is 
quite risky if accompanied by a lack of concrete guidance. 

Funding 

While certain ideas with specific targets, such as innovative social housing, have been well received, 
the festival and the prize were judged by many of the interviewees to be a 'dog and pony' show 
rather than a proper cultural event. Given the relevance of the local dimension, a key innovative 
approach would be to support medium-sized cultural centres, proving that they can organise their 
activities around the NEB principles, instead of only hosting centralised events in Belgium8. Working 
on an open-source format connecting a multiplicity of actors interested in developing the NEB 
concept would also allow for new ideas and insights to emerge, rather than a format based on 
panels, interviews and a fair-like exhibition. 

Material innovation, start-ups and other business-oriented ideas should be funded through 
existing avenues, such as the European Institute of Innovation and Technology or LIFE 
programmes. It is important to support pure intellectual discussions and radical process innovation 
in place of application and concrete outcomes at this early and pioneering stage. 

One key action would be to collaborate with existing cultural, creative and specialised media 
outlets, from both the art sector and the science, technology and environmental fields to 
create spaces for debate and discussion to ignite, feed and facilitate the public discourse. At 
this point, the NEB is completely absent from mainstream and specialised media as it remains very 
difficult to raise awareness of and build future scenarios that might generate public interest. Open 
funding for media will be key in disseminating the concept and strengthening the discussion. 

Another option to close the current existing gap between the wishful thinking of the NEB 
initiative and its concrete implementation in terms of EU policies would be to launch a 
ground-breaking consultation and collect the opinions of people across the EU on the NEB via 
focus groups. The process could follow the 'online consultation' approach, bringing in artists, 
creative minds and other relevant stakeholders to discuss and shape a shared vision of the NEB 
project. Focus groups could be created in different EU regions to ensure that the consultation has a 
diverse representative basis. One such example is the VOICES project, launched by the Commission 
in 2013, which had quite good results. In fact, the project is regularly referred to as 'best practice' 
when it comes to using participatory processes in sustainability projects. 

Academia 

Today many universities and professional schools struggle to create multidisciplinary curricula 
based on the emerging ideals and values of the NEB. This is most notably seen in the design, art, 
fashion and communication disciplines, which have quite a limited academic offering across 
Europe, albeit with some exceptions. The clear focus for the Commission and the Member 
States should be to determine which institutions can offer the best environment to develop 
such curricula. Environmental and social sciences should be equally represented in the curricula 
together with fine arts and technical labs. A discussion table should be open to anyone included 
in the process to define how NEB curricula or master's programmes should be arranged. A 

 

8 The incoming NEB Festival is actually trying to go in this direction with ‘side events’ outside of Brussels. More information 
can be found here: https://new-european-bauhaus-festival.eu/en-eu/join 

https://new-european-bauhaus-festival.eu/en-eu/join
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network of NEB universities and research centres (including private technocratic ones) could be 
established at a global level. 
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