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* Market conditions: Opportunities are created by the market conditions in the
country. These market conditions include public involvement in markets,
competition in the markets, access to foreign markets, procurement
regulation and so on.

* Regulatory framework: Entrepreneurship happens within a regulatory
framework, which affects performance. A combination of opportunity,
capabilities and resources does not necessarily lead to entrepreneurship if
opportunity costs (e.g. forgone salary and loss of health insurance) and start-
up costs outweigh the potential benefits. Since in this event, a rationale,
potential entrepreneur will not pursue the opportunity and will not create
value through a new product, process or market. In this framework, the
regulatory framework is defined very broadly and includes all taxes,
regulations and other public rules and institutions affecting entrepreneurship.
All indicators that measure taxes, regulations or other regulations that either
increase or decrease the incentive to entrepreneurial activities are captured
in this theme.

e Culture: affects all parts of the model and is included as the final factor in the
framework. Culture influences an entrepreneur’s behaviour, attitudes, and
overall effectiveness and, moreover, is often unnoticed by the entrepreneur.
In this framework, culture comprises each individual‘s assumptions,
adaptations, perceptions and learning. ”°

The findings

The creative economy is often, in organisational terms, characterised with its
‘missing middle’. This refers to the fact that there is a preponderance of a small
number of very large firms working internationally, counterbalanced by a very
large number of essentially local, micro enterprises, many of which are simply
single persons; micro enterprises.

Large enterprises producing creative goods and services are often involved in
areas using new communication technologies with digital applications and
supplying mass consumer markets. Although the goods and services produced are
classifiable as cultural products, the motivations of the firms are likely to be more
profit-related than cultural in nature.”* Production takes place within networks of
intermediaries. These intermediaries such as (book) publishers, film production,
software or record companies bring cultural products and the audience together.
They exploit economies of scale and scope that apply in particular to capital
intensive aspects of production and promotion rather than in the labour- and
knowledge-intensive process of creation. Intermediaries finance and organise the
production, mass reproduction and dissemination of cultural products and
coordinate the various inputs. In large-scale production there tends to be a
polarized industry structure with a minority of large suppliers accounting for the
bulk of the revenues and a multitude of smaller suppliers catering for niche
markets.

" Ivancevich, J. M., & Matteson, M. T.: Organizational behaviour and management. Chicago, 1996
"L UNCTAD 2008, p 71

82



1 February 2010 EACEA entrepreneurial dimensions

33

The earlier proposed definition in the KEA documents give rise to number of
remarks.”?

a. The distinction between the 'core arts fields' and the 'cultural industries' is
not sharply marked. The identified (sub)sectors (music, photography) do
not seem to fit in one or the other categories.

b. Seen from a sub-sector perspective an art discipline can be placed in one
or more categories. If we take 'music' as a subsector we have to account
for the creation -both in music, the composer, and for the creation of
lyrics; the production (musicians) and reproduction (studios, record
companies), and the distribution (publicity, marketing, stage
accommodations, e‘cc).73

c. In our view one cannot exclude the arts fields from the industrial
activities. A large number of painters, sculptures, theatre groups, etc
operate under full entrepreneurial intentions and conditions.

Given these arguments we have chosen to base our analyses on the more recently
developed 'refined model for creative industries', based on the activities that the
entrepreneur is involved in.

In the UK, NESTA has evolved a ‘refined model of the creative industries’ (NESTA,
2006) focusing on how commercial value is created.”* The model is not intended
to differentiate in a way that discriminates in favour of a particular segment or
group of sub-sectors. However it is aimed at shaping policy to effect changes and
bring about enhancement by targeting advice, support and investment tailored to
the patterns of activity, potential for growth and development based on ‘analysis
of sectors rather than creative activities based on individual talent’. More relevant
for our analyses is the fact that the model is based upon the entrepreneurial point
of view and the activities of a cultural enterprise.

The model organises the creative industries based on four characteristics:

a. Creative service providers: design consultancies, architecture practices.
Creative service enterprises are those based around providing creative
services for clients, earning revenues in exchange for devoting their time
and intellectual property (IP) to other businesses and organisations.
Creative service enterprises tend to be concerned with maintaining cash
flow. Creative service enterprises typically include advertising agencies,
architecture practices, design consultancies, and new media agencies.

b.  Creative content producers: fashion designers, film, games companies.

"2 For the description of the HEA model see page 25

3 The industry in the UK is made up of thousands of micro-businesses and sole traders, but it is
dominated by four vertically integrated record labels, owned by major media and entertainment
conglomerates. See: National Endowment for Science, Technology and the Arts: Creating Growth:
How the UK Can Develop World Class Creative Businesses. NESTA, London 2006.

7 National Endowment for Science, Technology and the Arts: Creating Growth: How the UK Can
Develop World Class Creative Businesses. NESTA, London 2006.
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Creative content enterprises produce IP, usually copyright protected,
which is distributed to customers or audiences thereby earning revenues
through a variety of related business models such as sales, advertising or
subscription. These enterprises invest capital upfront in order to develop
creative projects prior to any revenues. Creative content enterprises
typically include film, television and theatre production companies,
computer and video game development studios, music labels, book and
magazine publishers, and fashion designers. Depending on the sector
this upfront investment can be substantial, and so as a result the
investment often takes place on a project-by-project basis rather than in
the context of an ongoing and sustainable business. Hence within this
group a loose but important distinction can be made between those
enterprises that focus on the next individual creative project and those
that are structured to develop a sustainable 'production line' of creative
products and an increasing body of IP for renewed exploitation.

c.  Creative experience providers - performers, opera, ballet, galleries,
museums.
Creative experience enterprises sell the right for consumers to
experience or witness specific activities, performances or locations
which are consumed at the time and place of performance, rather than
through recordings or broadcasts. Creative experience providers
typically include theatre, opera and dance production companies, and
live music organisers and promoters. Clearly there may be a relationship
here between experience providers and content producers, for example,
a musician may be involved in producing a recording, and then perform
pieces of this recording in front of an audience.

d. Creative originals producers - crafts people, visual artists, designer-
makers. This category covers the 'core arts'; those entrepreneurs — often
individuals — that produce the 'one-off' prototypes.

Activities or discrete businesses can be located in respect of these characteristic
types but also in relation to other activities and enterprises across the typology.
For example creative service providers will include public relations, marketing and
heritage and tourism services, while performing arts, galleries and museums are
creative experience providers. However there are closer relationships between,
say, performing arts and heritage and tourism services as industry activities than
between museums and marketing. It is important to note that in this model it is
the sub-sectors’ similarities or differences in terms of business model, value chain
and market structure rather than the nature and value of the product that
situates it within the model. So, film production has greater commonalities with
designer fashion than it does with cinemas.

Entrepreneurial lifecycle cultural and creative firms

At the different phases of the creative enterprise the subsequent determinants
play a different role. A creative enterprise starts with a pioneering phase in which
the individual creative professional plays a central role, and teams are created on
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an incidental basis.” Following this Start Up phase the next step is the Build-up
phase, with a strong accent on the (re)structuring of the organisation. The third
phase is the Build-out phase in which the organisation emphasizes a strategic
continuity of the organisation.

In the generic approach the three phases are more oriented towards the
economical aspects, without taking the creative-artistic starting point into
account. ’® In this approach the three stages are profiled as:

a. Marketing as early focus
b. Money needed for doing the following step

c. Management as a fundament for teambuilding and a new role for the
founder.

Research in the creative field shows that in reality often the candidate
entrepreneurs already during their (art) education create their ideas on starting
their own entrepreneurial practices. 7 As a consequence the creative firms start
in an embryonic stage during that period (the so-called pre-positioning phase).

The entrepreneurial lifecycle sketched above can be helpful to create a supportive
climate for CC SMEs. With the help of the E questionnaires of this study in
combination of the literature review and some ‘best practices’ the following
supportive actions can be hypothetical identified:

Pre Positioning Phase: basic training in entrepreneurial skills during the last phase
of the creative BA/MA education. The support activities can be structured in
cooperation with the Institutes of Higher Professional Education in the Arts.
Pioneering Phase: business advice, access to finance, entrepreneurial training in
business skills (to prevent a so called ‘black hole’ after graduation). A digital Help
Desk environment could play a supportive role.

Build-up Phase: business support on finance, acquiring knowledge regarding
market opportunities, training in management issues (structuring of the
organisation, leadership). A pool of experts could support the CC entrepreneurs.
Build-out Phase: strategic support to innovate, new Product Market
Combinations, Private Funding for the ‘Next Step financing’ for growth and/or
development.

The model indicated above will be tested during the mass questionnaires, in order
to produce indicative data to identify practical patterns for needs for support.

73 Hagoort, Giep: Art management Entrepreneurial Style, Eburon, Delft, 2000; in: Giep Hagoort (c.s.):
Growth and Development of Creative SMEs, ECCE/HKU, Utrecht, 2008

7® Stokes, David & Nicholas Wilson: Small Business Management & Entrepreneurship. Thomson,
London, 2006

7 Horlings, Tjaard : Prospects for Creative Entrepreneurs, in: Giep Hagoort, Annefloor Oostinjen,
Marijn van Thiel (Eds.), Growth and Development of Creative SMEs, ECCE/HKU, Utrecht, 2008
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12 Main Findings of the First Validation Workshop

As part of the first phase, a workshop was organised on January 15" in order to
present the preliminary results of the study to be subject to the participants’
validation. The experts present at this workshop (see appendix) were coming from
sectoral representative associations, the EU Commission and academic circles.

The workshop was divided into two phases, the first phase consisted in presenting
the main findings of the study by the research team and subject to the questions
by the participants. The second part of the workshop focused on main important
themes coming from the research. In this latter, outside contributors were invited
to present their opinion and experience on a given theme which was then subject
to open discussion with the participants.

The main findings of this validation workshop were the followings:

. The assertion that cultural goods were mostly non-rival was put into
question. Cultural goods are also experienced goods that can enter in
competition on a general base. The distinction between rival and
non-rival goods in the cultural sphere needed to be placed under a
more comprehensive understanding.

. In terms of the firm characteristics, the participants highlighted the
need to include the non-registered within the database, as most of
the workers in the cultural and creative sectors were non-registered.
Moreover, one participant underlined the need to also take the small
countries in better consideration, as the creative firms may not be
registered in these places.

0 The categorisation of the firms was suggested to be too broad and
needed further distinction in order to encompass the differences
between the sectors: ie: software and games sector were under the
same overall code which makes the distinction between the two hard
to highlight.

o When looking at the determinants of entrepreneurship, there was a
suggestion to look into more depth at a multi-layered approach for
supporting entrepreneurship. (If competition is not present, the
creation is minimal).

. Similarly, the participants highlighted the need to include the
different stages in the life cycles of a company (business cycles) in
order to address support for entrepreneurship at the different stage
of the value chain.

. There was a suggestion to look into more details the link between
education and entrepreneurship, especially to look into how arts
education integrates the issue of entrepreneurship and the training
of cultural and creative SMEs.

0 The different types of entrepreneurship (social entrepreneurship etc)
needed to be studied in more details as the sectors differ in their
different types of entrepreneurship.
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The national environmental factors have to take into account the
importance of the regional and local level in terms of regulatory
frameworks for the creative and cultural industries. However, in light
of the difficulty in categorising countries policies, the clustering of
countries was recognised to be a good way of categorising national
environment, although there was the need to incorporate the
regional and local dimensions.

There was a suggestion to look further at how practically the
coordination of national policies were implemented since the
coordination of all policies impacted the overall support on the
cultural and creative industries.

The distinction between countries with 'state- subsidised tradition'
and 'market-oriented tradition' could be made clearer as this
difference impacts the overall climate for the type of support on the
cultural and creative industries.

In terms of the categorising the different sectors, the general feeling
was that of agreement with the model. Some highlighted that the
model was mostly based on a distinction between production models
and different business models between the sectors. However, within
a same sector, there are two perspectives, the value chain inside the
sector and the business models outside the sector.

The importance of network for the different sectors should be placed
more distinctively. The collective organisation models should be
looked into more depth.

Specificities of the sectors were highlighted as very important. One
participant suggested that cross-subsidisation should be taken into
account when debating on cultural and creative industries, because it
has a huge impact on the condition.

The issue of IPR was different from sector to sector and the
discussion on IPR and IPR models was sometimes monopolizing the
discussion on creative and cultural industries support, and it was not
specific to this study.

The link between the cultural and creative industries with other types
of industries was suggested to be underline in the next phase of the
study.
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13 Preliminary Synthesis of Research Conducted

Digital Content and Digital Markets

The New Media and ICT technologies have also the potential to affect the
overall environment for creative and cultural industries. ICT accounts for half
of the rise of EU productivity’® and is essential to businesses, public services
and to making a modern economy work and is a crucial component of the EU
recovery plan. The potential of the digital market and digital content, being
responsible for 70 percent of the turnover of the creative industries” in the
UK, is highlighting the need to focus on new ICT technologies and
digitalisation of the EU market in order to boost economy recovery and
competition with external markets. Moreover, the rise of new media is also a
big component of new forms of expression and platforms such as user-
generated content, where users can actively participate and create content.
It changes the background as smaller companies can compete affordably on
bigger markets and advertise their products online, meet consumers’
demand though user-generated content as well as increase productivity. This
change in economics distribution and innovation fundamentally changes
business models in the media industry for example. In this respect, Europe is
now failing to take full advantage of the digital market and new
technologies®.

The EDIMA project of the EU aims at creating an open and legal framework
for the new digital products throughout the EU in order to avoid the legal
barriers blocking a Single European Digital Market. It also wants to improve
consumer confidence, increase the coordination of policy formation
(establish a new EP intergroup on the new media sector), have a better
implementation of the law, ensure a better fit copyright licensing regime for
the digital age.®’ The commissioner Viviane Reding acknowledged®’ the
similar needs in completing a Single Digital Market, ensuring a better and
easier coordination of procedures for new media services across the EU,
coordinated copyright issues, European trust-mark as well as through the
digitisation of books and orphan works building on the existing projects such
as ARROW and Europeana. The EU White Paper on ICT standardisation
demonstrates the willingness to pay increasing attention to new technologies
as driver of innovation, and at

In this line, the EU is multiplying the efforts to tackle the potential of the
digital market, as it remains untapped.

78 Europe’s Digital Competitiveness Report: Main Achievements of the i2010 strategy 2005-2009

79 Technology Strategy Board: UK Creative Industries: Technology Strategy 2009-2012

80 European Digital Media Association (EDiMA): White Paper on Policy Strategy for the Development

of New Media Services 2009-2014

81 Ibid.

82 Reding, V.:: A key to unlock the potential of the knowledge base economy. Speech on the Digital

Single Market (October 2009)
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Shifting IPR Environment

The new agenda for digitalisation also directly affects the intellectual
property rights of authors and creators. With the digitalisation of the
economy, the copyrights and related rights of the creative contents of
original producers are particularly concerned with the greatest threat of
digital piracy. The illegal distribution of copies erodes the possibility of
producers to make benefit and thus reducing the incentive to invest in the
creation of new works. This directly affects the access to finance of the CCls
which is one important determinant of entrepreneurship in the Cultural and
creative sector. However, the diffusion of creative content and information
goods generates positive externalities that can be limited with a rigid IPR
system. A new flexible but protective IPR system which also facilitates the
licensing of content for new media services, instead of a complex and rigid
system is thus a need for the CCl. Viviane Reding has suggested a European
Wide, consumer-friendly licensing system in order to face the
fragmentation of the patent system and the to come up with new models
of IPR. The Office for the Harmonisation of the Internal Market delivering
EU wide Trademarks ad Design and the European Patent Organisation are
initiatives in order to increase the collaboration between the different
systems. Alternatives ways of IPR, such as creative commons, open source
and similarly new business models for the protection of creative outputs
from the creative and cultural industries integrated in a harmonised way in
the EU could go some way in providing support for the reward of creativity.

Most attention has been paid to patents for technological advancement,
although many companies are based on non-technological innovation
perceived as increasingly important to Europe, as stated above. The need to
reduce the cost of patent and to move towards a single EU system of patent
was made clear by industries®. In this line, the EC April communication on
'Assessing Community Innovation Policies in the Period 2005-2009', the EU
also acknowledged the misfit in current IPR regulations for soft innovation
for innovative firms. Underlining the high cost of patent and lower patent
rate in the EU compared to the US, the EU tried to palliate against this by
trying to set up a Community patent. However, this was not materialised.
The decrease of the cost of the EU wide trademark (40 percent lower) was
however aimed at enhancing non-technological innovation incentives as it is
one of the mostly used tools to protect their creative outputs®.

Similarly, initiatives to have a European trademark, of a Protected
Designation of origin like in the collective property right was suggested as a
way to help reduce the probability of unauthorised copy.

With respect to the creative and cultural industries, SMEs usually do not
perceive IP management and protection as a relevant issue and most of the

8 Memorandum on Removing Barriers for a better use of IPR by SMEs: Report for the DG for
enterprises and industry and IPR Expert Group, June 2007

8 EC Commission Communication: Reviewing Community Innovation Policy in a Changing World.
September 2009
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SMEs seem to prefer informal protection practices to formal ones. Cost of
implementing IP protection strategy and the cost of patenting are
considered to be the main obstacle for using formal IPR system for SMEs.
Clarity, cheaper and more accessible IPR system, seen as part of a business
planning, need to be further developed for SMEs to exploit them. More
research on the informal methods of IPR and demand driven regime of
services needs to be further elaborated. In this regard, more cross border
service between SME, universities and public research companies need to
be further developed.

Accessing finance

Concerning the access to finance and the market conditions for CCI, the EU
initiatives are mainly targeted at innovation and promoting investment in
innovation despite the crisis. Acknowledging the fact that the single market
still venture capital market needed for innovative SMEs was increased and a
better focus on start up for SMEs. Initiatives such as the FP7, increase in the
funding through the cohesion policy as well as with the CIP, JEREMIE (fund
for SMEs) were set up targeting the early stage financing of SMEs.

However, the venture capital market remains fragmented among EU
Member States. The new cross border European KIS Venture Fund launched
in 2009 promoting venture capital has thus been set up for the innovation
in knowledge intensive services.

Venture capital is an important source of funding for potential high-growth
ventures in need of significant capital for development, growth and
expansion. Moreover, bank loan is still one of the most important ways to
finance SMEs® and thus a bank loan guarantee for innovative SMEs and CCl
could help in providing more support for the CCI.

Investment in the Cl often needs to be longer-term than other venture
capital investments. Typically investors want a return on their investment in
as little as three years. Despite its high profile, investments in the Cl can
take much longer to become profitable. For the small and even medium
businesses it is exceptionally difficult to attract Strategic Investor.®® At the
same time we find creative entrepreneurs that are generally nervous about
partnerships with investors, fearing loss of control of their company, and
are reluctant to share profits in return. In addition, often the CC
entrepreneurs are not aware of the services offered in the support
structures created for the 'regular' industries. Often we are confronted with
different cultures, language and concepts used within the CCls and the
Financial Institutions.

In terms of market conditions, the EC working staff document underlined
that more triangulation between research, universities and entrepreneurs

8 EC Communication: Financing Innovation and SMEs. Brussels 2009

®n general Venture Capitalist are unlikely to look at investments under EUR 20 million.
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was also needed in order to build an entrepreneurial ecosystem by
delivering world leader innovation.

Clustering innovation

The potential of clustering as a way to close the gap between business,
research and resources and enhance innovation and productivity is
acknowledged but still lack some quality in Europe. The EC Communication
'Towards World- Class Clusters in the European Union: Implementing a
Broad-Based innovation Strategy' revealed the recent progresses made in
this area.

The new State aid Framework for Research, Development and Innovation,
should help Member States to target their existing support budget to
promote innovative clusters, highlighting the need to form a functioning
internal market for enhancing cooperation. The European Cluster Alliance
founded in 2006 under the CIP can also contribute to develop better cluster
policies as well as Europe Region and Research Innovation Network.
Important for our study is that the EU recognised the importance of SMEs
and the need to integrate them in the clusters. However, there was no
specific policy put in place for this.

The Nordic Approach invests in supporting knowledge exchange through
the region in partnerships with local businesses and having Nordic approach
strategy for cluster linking it to industries can be an example of such
targeted cluster policies.

Fostering a Culture of Entrepreneurship

In terms of culture of entrepreneurship, despite the importance of such
topic, there is still a lack of integration of entrepreneurship education in
curricula in education, and in arts education. This was recognised as a
common problem in EU Member States and essential.

Two relative arguments have to be put forward here. The UK National
Council for Graduate Entrepreneurship (NCGE) notes that the regular
business models, developed by the economist’s tradition and the largely
corporate business school approach is exclusively business management
focused. It is argued that this is largely, but not wholly, an inappropriate
model for the SMEs in general, for a number of reasons.?’

More specifically, according to a NESTA study, the narrow model of
entrepreneurship focused on commercial success primarily does not seem
to correspond to the CCI for which critical and cultural achievement are
more important.®® The often used entrepreneurial stereotypes offer
inappropriate role models for (individual) creative artists in the CCls,

8 Gibb, Alan: Towards the Entrepreneurial University. Entrepreneurship Education as a lever for

change. NCGE London 2005

8 Creating Entrepreneurship: higher education and creative industries, The higher education
Academy Art Design Media Subject Centre and NESTA, 2007
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suggesting that entrepreneurship is something beyond their reach or not
relevant to their activities. Hence it is important to create a mutual
understanding between the industrial sector and the Creative Industries. In
addition these small cultural entrepreneurs should be addressed in their
frame of mind; their terminology and cultural mindset.

The link between education, public institutions and private business is
needed to bridge this gap and to increase the training and entrepreneur
skills of creative and cultural industries. The example of the Finnish
Entrepreneurship Project where nine ministries are involved as well as
association of local and regional authorities was stated as best case
practice®. However difficult to understand and measure the culture of
entrepreneurship in different culture®, the process of occupational choice
in a country (the type of employment, entry and exit into entrepreneurship)
can be representative of the institutional and cultural environment that,
can in turn affect the culture of entrepreneurship.

It is seen that most of the CClI SMEs acquire entrepreneurial skills through
network and informal 'on the go' experience. The need to increase the
interconnection between businesses, SMEs, and education and vocational
institutions is thus recognised as helpful for entrepreneurial dimension. It
was also seen that most of the arts graduate do not work directly in these
sectors after they graduate but in the longer terms. This can suggests that
there is not enough opportunities for them to be employed or to start their
own business. The Nordic Creative Knowledge Exchange Programme or the
UK creative industries program linking industries, education and business
clusters together can be example of such network needed.

Transnational Collaboration

Similarly, artists mobility exchanges and opportunities are also essential for
the development and networking opportunities for CCls. ERICARTS
'Programme and Schemes to Support the Mobility of Artists and Cultural
Professional' presented different ways to address this topic which was also
placed as a priority in the document of the Stakeholder Platforms of the
creative and cultural industries.” Knowing that there are different types of
mobile CCl entrepreneurs (those who want to be mobile as a way of
survival, those who see it as necessary and those who already do but have
regulation limits), the needs of mobility are different though it is seen as a
way to support the creativity and productivity of CCl. However,
transnational mobility in Europe and into Europe is hindered by economic
and social frameworks with tax regulations and social security as being the
most important barriers for mobility.”> The EURAXESS network is an
initiative, which aims at giving information on opportunities for researchers.

8 Development Strategy for Entrepreneurship in the creative industries sector for 2015

O verheul, S et al.: An Eclectic Theory on Entrepreneurship. 2001

%1 stakeholder Platforms of the Potential of Creative and Cultural Industries, September 2009

%2 ERICARTS: Programmes and Schemes to Support the Mobility of Artists and Cultural Professionals,
October 2008,
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A EU commissioned study on mobility information system showed that the
inconsistent availability of information was the biggest barrier to mobility.
In terms of mobile artist, the lack of targeted and tailored information
needed to be made available according to sectors and needs but with
filtered information®. The most important for them to know is the
regulatory framework in terms of taxation and social security.
Recommendation to have centres service knowledge network which could
have information for specific sector, region was then put forth by this study
which showed that specific and tailored information centred is essential for
enhancing the mobility of artists.

In terms of information asymmetry, the working document 'Assessing
Community Innovation Policies in the period 2005-2009' also underlined
that the early stage financing instruments were not sufficiently visible to
SMEs although financial intermediaries were generally aware of them. This
suggests that the SMEs in the creative sectors are not generally aware of
the programmes and advices to benefit from them.

% McCoshan et al: Information systems to support the mobility of artists and other professionals in
the culture field: a feasibility study. 2009
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14 Reflections

Based on the initial analyses on the E-questionnaires the first observation has
been made as a guideline for the final recommendations to be formulated in
Phase II.

For the upcoming activities we will reflect upon the following topics.

¢ General priority
0 To create a supportive environment for CC SMEs and freelance on
local and regional level.
0 National and European policies can have a stimulating function
0 The importance of developing specific CC SMEs oriented policies and
measures

* Market focus
0 Free lance and micro firms: local and regional
0 Small firms: national and international 94
e Main needs CC SMEs
0 Support by market orientation, digital oriented
0 Developing entrepreneurial skills (1. Strategic vision development, 2.
Business planning/models, 3. Creative thinking, 4. Taking risks, 5.
Networking, 6 Support for Start ups)

e Challenges for CC SMEs
0 Understanding life style needs
0 User centred approaches

e Transversal issues
0 Access to finance
0 National regulations
0 Entrepreneurship & Innovation
0 Public Private Partnership

¢ National policies

¢ Tailor made per sector (to stimulate growth strategies and innovation)

e Seed financing

e Priorities national regulations: 1. Tax, 2. IPR (traditional-protecting # new
developments-sharing), 3. Labour

e Topics on financing CC SMEs
0 Public grants
0 Bankloans
O Private grants
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¢ Topics on innovation
0 tailor made policies per sector, design sector on the top
0 Variety on processing technology (soft, social, hidden, etc)
0 Creativity as an overall quality
0 ICT for production, communication and innovation
e Lack on information on Digital technology

¢ Learning issues
O Priority to informal learning
0 Training on the job
0 Lifelong Learning
0 Partnership with Higher (Art) Education Institutes

e European Focus
¢ |PR policy
¢ Mobility CC SMEs and freelancers

¢ Language: Critical issues

9 5 e Business language versus cultural language
e Profit versus non profit thinking

¢ Different concepts on ‘creative industries’

The Validation meeting (Workshop 1, January 15) will be asked to give feedback
on the results so far and to give suggestions for further elaborations as indicated
in the following box.

Central points that create direction to recommendations

(to be used in Phase Il)

General

1 In Europe to create a supportive environment for CC SMEs and freelancers to
contribute to an innovative Creative Economy, on a local, regional, national
and community level.

2 To focus on five main transversal issues:

a. Strengthen new market positions

Access to finance

Developing entrepreneurial skills/Business models

Access to digital technologies
e. Training and Research ((together with Higher (Art) Education).

In the following research activities we will analyse whether all these issues

concentrate on the same focus: Creative Business Modelling.

oo o
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Specific

3 At national level:
a. Concentration and sharing knowledge on CC SMEs
b. Elaboration of support on sectoral level with design as most important
sector
c. Stimulation regional activities for Micro firms and free lancers

4 On community level:
Creating a central (digital) knowledge platform for CC SMEs with the following
main topics IPR, Mobility, Global competition.

European dimension

5 One mission (to strengthen the creative potential of CC SMEs and free
lancers). Different roads (tailor made approaches per categories of member
states with design as focus).

The Validation Workshop will be followed by interviews on CC Entrepreneurs in
context. The interviews will focus on Best Practices; the need of creative business
models.

96



1 February 2010 EACEA entrepreneurial dimensions

97



Progress & Interim Report 1 February 2010

15 Proposed structure Final Report

For the final report we intend to strive for the following content and structure.*

Study on the entrepreneurial dimension of cultural and creative industries in
Europe

Executive Summary

1. General Introduction
1.1 Context of Research on Entrepreneurship, Innovation and Creativity
1.2 Purpose of the Study
1.2.1 Tender Specifications
1.2.2 Scope & Purpose
1.3 Work plan and timetable
1.4 Activities undertaken
1.4.1 Critical Literature Review
1.4.2 Pre-pilot Expert Interviews
1.4.3 Expert Questionnaires
1.4.4 Mass Questionnaire 98
1.4.5 Research on Firm Characteristics
1.4.6 Research on Environmental Factors
1.4.7 Research on Determinants of Entrepreneurship
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