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Section 1: Introduction
The stakeholder analysis seeks to provide background information to inform and shape the
subsequent execution and development of the DeuS project work packages. The aim of the
DeuS project is to co-create a learning and training approach in design, critical thinking and
entrepreneurship as a VET (Vocational Educational Training) project that responds to local
and regional needs of the Creative and Cultural Industry (CCI) sector 1. The stakeholder
analysis report seeks to identify the particular characteristics of and challenges faced by the
CCI sector in relation to skills needs, education and training, cross-sectoral collaboration and
co-working, and economic sustainability; it highlights responses that already exist to these
characteristics and challenges and reflects insights gathered from those directly involved in
the sector.
The report is formed of six sections:
Section 1 – Introduction
Section 2 – Literature and contextual review
Section 3 – Case Studies
Section 4 – Workshops
Section 5 – Surveys
Section 6 – Conclusions and recommendations

1

There is no single definition of CCI. Several approaches are discussed in section 2.5 along with their
implications.
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1.2

Methodology and Scope

The findings of this study rely on a mixed-method approach of both quantitative online
surveys to (CCI practitioners, CCI employers and business owners, CCI educators, as well
interdisciplinary stake-holders including researchers, policy-makers and advocacy groups),
as well as qualitative methods, including a literature review, case studies and focus group
workshops (see sections 2, 3 and 4 respectively).
The data was gathered from March to August 2020, with a specific focus on Austria,
Denmark, Finland, Italy, Lithuania, Malta, the Netherlands and the United Kingdom.
1.3

Headlines

The value and perception of CCIs
● CCIs are valued and promoted at government level and are considered growth
industries and vital contributors to economies
● The experience of those working within CCIs is often that of being undervalued with
precarious employment
● Non-monetary value of CCIs (culture, diversity, social cohesions etc.) is difficult to
measure and quantify and is often overlooked
Characteristics of CCIs
● The CCI sector is extremely diverse in all dimensions: activity type, employee profile,
size of business
● Some CCIs can operate more easily in a digital/virtual environment, whereas others
are more rooted in physicality, e.g. crafts, applied arts
● The sector is dominated by small and micro businesses and these have specific needs
● Location is important; CCIs exhibit geographical variation
Skills and CCIs
● Both employers and employees report skills issues
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● There are existing skills and competency classifications and structures (for example
EntreComp) that can provide frameworks upon which to build further training
structures
● The increasing interconnected nature of economies generates a need for a wider
skill base
● Commentary on skills is often framed around their benefit to the national/global
economy rather than their value to the individual
● Future employment in general will be less routine and require more individual
autonomy
● Flexibility, agility and resilience will become ever more important in the labour
market in general, including CCIs
● Creative subject teaching in schools has been in decline
● Innovation is seen as key to economic growth, and this often happens at the
boundaries and interface of different disciplines; collaboration and cooperation are
innovation drivers
● Innovation happens when people have the right skill mix and interact in a suitable
environment (physical or virtual)

3

Section 2: Literature and Contextual Review
2.1

Scope and Aims

This literature and contextual review aims to provide a broad overview of the CCI sector in
the context of the DeuS project. It specifically investigates issues surrounding the skills
needed and used by workers within the sector, the nature and makeup of the sector and
the views and actions of those who influence and make policy affecting the sector. The
review references the extensive literature on the subject, but within the broad remit of the
DeuS project is not exhaustive. Instead an effort is made to concentrate on recent and
contemporary references both within the formal literature but also from other stakeholder
and research sources in an effort to provide a full and comprehensive overview.
2.2

Introduction

This review outlines the value placed upon the CCI sector by others such as policy-makers
(Winner, et al., 2013); (British Council, 2020); (NESTA, 2018); (Welsh Government, 2017);
(HM Government, 2018). The term ‘creativity’ is increasingly cited by policy makers (as
evidenced below) as fundamental to future economic growth and innovation of the
economies of the EU and other post-industrial nations. Creative skills are highlighted as
fundamental to ‘future-proofing’ our workforce and addressing the challenges posed by
globalisation and greater automation of job roles (Carey, et al., 2019).
Despite this optimism, the current state of play indicates poorer prospects for CCI graduates
and practitioners in terms of employability and income, as indicated by employment and
earnings research and statistics (Britton, 2017), (Carey, et al., 2019), (HESA, 2016), (Britton,
et al., 2020). There is a significant gap between how CCIs are presented and perceived by
governments and policymakers, and the lived experience of those who work and practice
within the sector. The review expands on this theme and cites evidence to support this
situation and presents examples of approaches that can be used in mitigation.
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Key emerging policy trends which tackle these challenges are presented in brief (Bacigalupo,
et al., 2016), (NESTA, 2018), and three main areas are introduced: awareness of the diverse
nature of the sector, the need to develop complementary skills and competencies, and
collaborative working.
The diversity of the CCI sector is a constant theme, from the use of definitions, through to
effective statistical data collection and the experience of those working in the sector. In all
realms, the evidence points to the range and fragmentation of activity in CCIs and how this
imposes constraints and limitations if fixed solutions are implemented. Therefore,
responses should be tailored to the problems they seek to address and take full account of
the variables encountered – people, place, activity, etc. Raising awareness of the true range
and nature of CCIs for those who seek to develop policy - a specific holistic response rather
than generic reductionist is required.
A recurring theme and one that the evidence suggests has growing recognition is that of
skills developments in CCIs. It is clear it requires much greater attention and that the range
and depth of skills needs to be expanded. In addition, skills need to be tailored to both the
individual and the employment they wish to undertake. Skills should be seen as both critical
fuel for economies, but also as tools of empowerment for individuals.
A third broad theme is that of collaboration. This can be under the guise of co-working,
hubs, clusters etc. and both formal and informal generation of networks. Collaboration
generates innovation, which is seen as the prized output of CCIs and one that national
governments pursue through policy development. Collaboration can also offer an efficient
mechanism for creating solutions. But generating collaboration and innovation is far from
simple. Factors such as place – physical or virtual, management and facilitation, project
briefs and participants, funding and economic sustainability – must all be taken into
account.

5

2.3

The perceived value of CCIs

There is a great deal of rhetoric around the value of CCIs, culturally, socially and
economically, in policy and advocacy.
The Creative and Cultural Industries are often cited as drivers of prosperity through
innovation, not only in their own terms but also for the wider economies. Indeed policymakers regard creativity as an attribute fundamental to future economic growth as
reflected in a report by the Centre for Educational Research and Innovation at the OECD:
“In knowledge-based societies, innovation is a key engine of economic growth, and
arts education is increasingly considered as a means to foster the skills and attitudes
that innovation requires, beyond and above artistic skills and cultural sensitivity”
(Winner, et al., 2013).
CCIs are described as the instigator of innovation that ‘ripples out’ to other sectors of the
economy generating value beyond CCIs for the wider economy. The EU has extensive policy
strands regarding CCIs and regards their success as fundamental to modern economies:
“Cultural and creative sectors drive innovation, acting as a catalyst for change in
other sectors” (European Commission, n.d.)
“With the emergence of progressively complex, creative and intertwined business
models, the cultural and creative sectors are increasingly becoming a decisive
component of almost every product and service” (European Commission, n.d.)
The British Council (2020) add to this by stressing the importance of creativity as a futurefocused skill within the labour market that is a signifier of future prosperity:
“...our research found that creativity is likely to be ever more important in the job
market … of all of the transferable skills we looked at, creativity was one of the
greatest predictors of a job’s future prospects” (British Council, 2020)
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A sentiment echoed by NESTA (2018):
“…creativity’ is consistently the most significant predictor for an occupation’s chance
of growing, as a percentage of the workforce” (NESTA, 2018)
CCIs are viewed as drivers within national boundaries, but also of key importance to
international trade. The Welsh Government (2017) in its report ‘Prosperity for All:
Economic action plan’ views cultural activity as a critical pillar in building economic success
beyond its national boundary:
“We will promote Wales through … deploying our cultural offer in support of the
promotion of Wales’ economic and commercial interests and building our image
abroad” (Welsh Government, 2017)
And by the 2018 UK Government Industrial Strategy (HM Gov 2019):
“The creative industries are at the heart of the UK’s competitive advantage, and – In
the face of technological transformation at home and new possibilities globally –
represent a major strategic opportunity. Already booming, the creative industries are
fast growing, and high exporting – both to the EU but also internationally”.
In a post-industrial economy, the sector is seen as key for the growth of national prosperity
and a tool for maintaining competitive advantage and replacing GDP lost in other sectors
(such as manufacturing).
The Creative Industries Policy and Evidence Centre points to a future where “physical and
basic (routine) skills are set to decline and higher cognitive skills (including creative skills),
social and emotional skills and technological/digital skills are set to become increasingly
important” (Carey, et al., 2019). An outlook reflected in research and policy from (NESTA,
2018) (McKinsey, 2018) and (Eurofound, 2018). The AHEH (2019) report noted:
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“From a business perspective creative minds are in high demand. A survey by the
networking software group LinkedIn shows that in the face of automation and
artificial intelligence, creativity is the skill most valued by companies hiring new
employees (Petrone, 2019). The World Economic Forum concurs, in the ‘Future of
Jobs’ (World Economic Forum, 2018) report, it notes that creativity is not only
trending, but is also one of the key attributes for predicted economic needs in 2022”
(ibid).
2.4

The Challenge

Despite this optimistic outlook and the importance and value placed upon CCIs, there are a
number of challenges facing individuals working (or hoping to work) within the sector
(NESTA, 2018); (PEC, 2019). There is evidence that CCIs are not valued as highly as the topdown rhetoric would indicate, certainly not from the perspective of many people who work
in CCIs. Wages are generally lower and for many, jobs are neither full-time nor permanent:
“ …frequent incidence of short-term contracts, part-time jobs and seasonal
employment, two or more parallel jobs for people with university diplomas, and this
employment situation is frequently qualified as precarious” (Pasikowska-Schnass,
2019)
Within education, a number of programmes under the CCI portfolio are traditionally not
vocational in their focus or structure and “typically do not have a direct route to
employment or defined ‘job role’ as an outcome”. One example would be Fine Art (AHEH,
2019) and this may be a factor that contributes to the observed higher levels of
unemployment and lower salaries for Arts graduates (Britton, 2017).
Research published by the Creative Industries Policy Evidence Centre (Carey, et al., 2019),
identifies the current situation regarding “Job quality, management & working practices” as
a key challenge to the growth and sustainability of the sector. The authors explain:
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“Much of the work is often low-paid and precarious, jeopardising the health and
wellbeing of the workforce, and there are significant concerns about how
improvements are hampered by management and leadership capability and poor
working practices” (Carey, et al., 2019).
As an example of poor industry practice, the Musicians Union (2012) reported its findings
that “60% of musicians report working for free in the last 12 months”. (DHA
Communications, 2012)
The apparent mis-match between education and employment outcomes is further
evidenced in the UK’s Destination of Leavers survey (HESA, 2016). It showed that CCI
graduates have a higher than average unemployment rate and also highlights that the
percentage of graduates that progress to professional jobs is significantly lower than for
other disciplines. For example, Historical and Philosophical Studies 53% and Languages 57%
compared with Computer Science 82% and Engineering & Technology 84%.
A recent report by the Institute for Fiscal Studies (Britton, et al., 2020) reported that:
“…. lifetime returns for women are close to zero on average for creative arts and
languages graduates, but more than £250k for law, economics or medicine. Men
studying creative arts have negative financial returns, while men studying medicine
or economics have average returns of more than half a million pounds” (Britton, et
al., 2020).
This is a trend reflected across Europe. For example, in Spain the rate for recent graduates
(one year after graduation) claiming social security is under the average: 33.2% for CCIs and
42% for science (2010-2011). However, three to five years after graduation, the
employment rate of science graduates improves significantly, rising above average; while
the employment rate of CCI graduates remains below average (Ministerio De Education,
Cultura Y Deporte, 2014). The data shows CCI workers have the lowest rates of
employment (Ministerio de Educación y Formación Profesional, 2014).
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Similarly, in Ireland the earnings of CCI graduates also continue to rank below Computer
Science / ICT graduates, with:
“… arts and humanities graduates being the least well paid. Arts and Humanities
Honours Bachelor Degree graduates are the least well paid, with 15% earning less
than €13k per annum” (HEA, 2016).
This disparity in outcomes and earnings across subject areas is a concern and is reflected in
graduate attitudes:
“As expected, the majority of Master's/Doctorate graduates report high levels of
relevance of their education to their employment. Fields that most highly rate their
education as relevant include Health and Welfare (92%), Education (92%) and
Engineering, Manufacturing and Construction (90%). High proportions of Arts and
Humanities Honours Bachelor Degree graduates (50%) and Master's and Doctorate
graduates (26%) rate their education as irrelevant/most irrelevant to their
employment. 31% of Higher and Postgraduate graduates rate their education as
irrelevant/most irrelevant to their employment”. (HEA, 2016).
With CCI graduates reporting perceived lower levels of relevancy of their education to
employment (compared with other disciplines) (HEA, 2016), this must raise concern among
educators in terms of student satisfaction and recruitment as well as long term graduate
welfare.
There is a sense of a moral obligation to address the challenges that these graduates face in
terms of higher levels of unemployment, lower incomes as well as barriers to accessing
higher-paying positions.
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Whilst it is important to note that employability and incomes are not the sole measure of
value of education, these measures do denote the likelihood that graduates will be able to
sustain a career in their chosen profession, one aligned with their education.
The employment landscape has changed over time, with an increasing trend towards zerohours contracts (Carey, et al., 2019) with a shift towards a portfolio-career approach to
building a career. This can be terrain unfamiliar to life-long academics.
There can be a lack of knowledge from academics about aligning their subject expertise with
wider industry and sector need, as well as a lack of recognition by businesses of the wider
benefits and skill sets of CCI graduates. (Lyonette et al. 2017 cited in AHEH, 2019).
Research by PEC (Policy & Evidence Centre) confirms and consolidates the picture that
graduates of creative subjects can have a very wide range of career and employment
outcomes; overall labour market returns are lower than for others, but that “rewards are
highly skewed, the ‘winner takes all’ economy” (Comunian & Brook, 2019). They note that
the trend in some countries to create a marketplace for higher education where the costs of
education courses would align more rationally with the resulting employment prospect has
not been borne out in practice (Comunian & Brook, 2019), but that this purely economic
assessment framework of ‘value’ and 'worth’ is not sufficient to understand students’
behaviour or the total value of creative education:
“…arts degrees (as artistic professions in general) do not contribute to society only
via salary … [the] externalities it creates for places and communities is not captured
by the poor contractual conditions of artists and creatives.” (Comunian & Brook,
2019)
The solution, they argue, is to:
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“…put pressure on HE providers to make the public value of creative vocations
explicit, as well as improve creative graduate outcomes within and beyond the
creative sector” (Comunian & Brook, 2019).
2.5

Definitions and Concepts

By convention, defining a sector descriptor is the starting point in any data collection,
analysis or policymaking endeavour. But even this seemingly straightforward exercise
creates problems by leading to erroneous inclusions or incorrect exclusions depending on
what definitions are used and the assumptions inherent within those, by whom they are
defined, and for what purposed they are used.
Creative and Cultural Industries are defined broadly, encompassing a wide range of subjects
which are distinct from the empirically scientific disciplines such as mathematics,
engineering, physics and so on (Wierzbicka, 2011).
Cultural and Creative Industries (CCIs), Creative Industries, Creative Sector are all terms
frequently used interchangeably and within these terms various assumption are made
either explicitly or implicitly about what exactly is meant. Boix-Domènech & Rausell-Köster
(2018) provide a summary as follows:
“There are many definitions of creative industries. The most usually cited are those
by the British Department of Culture Media and Sports (DCMS), the United Nations
Conference for Trade and Development (UNCTAD), and the European Union
authorities” (European Commission, European Parliament):
(a) The DCMS (Department of Culture Media and Sport, HM Government, 2001)
refers to “industries which 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”. Creative industries are signs of the
natural evolution of the cultural industry that follow the structural changes
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caused by the affirmation of new technologies and new products in the sphere of
the entertainment industry.
(b) UNCTAD (Rune & Volante, 2010; Rune & Volante, 2008) defines creative
industries as “cycles of creation, production and distribution of goods and
services that use creativity and intellectual capital as primary inputs; constitute a
set of knowledge-based activities, focused on but not limited to arts, potentially
generating revenues from trade and intellectual property rights; comprise
tangible products and intangible intellectual or artistic services with creative
content, economic value and market objectives; are at the cross-road among the
artisan, services and industrial sectors; and constitute a new dynamic sector in
the world trade”. The term “creative industries” exceeds the limits of the cultural
sector to include media and ICTs following the structural changes due to the
growth and development of the new technologies.
(c) For the European Parliament (European Parliament, 2016) they are defined as
“those industries that are based on cultural values, cultural diversity, individual
and/or collective creativity, skills and talent with the potential to generate
innovation, wealth and jobs through the creation of social and economic value, in
particular from intellectual property”.(Boix-Domènech & Rausell-Köster, 2018)
The European Commission define CCI as:
“cultural and creative sectors means all sectors whose activities are based on cultural
values or artistic and other individual or collective creative expressions. The activities
may include the development, the creation, the production, the dissemination and
the preservation of goods and services which embody cultural, artistic or other
creative expressions, as well as related functions such as education or management.
They will have a potential to generate innovation and jobs in particular from
intellectual property. The sectors include architecture, archives, libraries and
museums, artistic crafts, audiovisual (including film, television, video games and
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multimedia), tangible and intangible cultural heritage, design (including fashion
design), festivals, music, literature, performing arts, books and publishing, radio, and
visual arts” (European Commission, 2018)
The DISCE project (DISCE, 2020) reviews different approaches and summarises the work of
Throsby (2008) which identifies 6 taxonomic models:
1. DCMS model (UK Department of Culture, Media and Sport, The Creative Industries
Mapping Document 2001, London: DCMS, 2001). Based on activities re- quiring creativity,
skill and talent, with potential for wealth and job creation through exploitation of their
intellectual property.
2. Symbolic texts model (David Hesmondhalgh, The Cultural Industries, Lon- don: Sage,
2002). Based on industries concerned with industrial production and dissemination of
symbolic texts.
3. Concentric circles model (David Throsby, Economics and Culture, Cam- bridge: Cambridge
University Press, 2001). Based on origin and diffusion of creative ideas in sound, text and
image from core creative arts.
4. WIPO copyright model (World Intellectual Property Organisation, Guide on Surveying the
Economic Contribution of the Copyright-based Industries, Gene va: WIPO, 2003). Based on
industries involved directly or indirectly in the creation, manufacture, production, broadcast
and distribution of copyrighted works.
5. UIS trade-related model (UNESCO Institute for Statistics, International Flows of Selected
Cultural Goods and Services 1994–2003: Defining and Capturing the Flows of Global Cultural
Trade, Montreal: UIS, 2005). Based on cultural goods and services entering international
trade.
6. Americans for the Arts model (Americans for the Arts, Creative Indus- tries 2005: The
Congressional Report, Washington DC: Americans for the Arts, 2005). Based on businesses
involved with the production or distribution of the arts (“arts-centric businesses”).(Throsby,
2008)
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It is also common to find situations where organisations will define ‘creative’
sectors/businesses more narrowly depending on their remit and focus, an example is the
Arts Council England which is concerned only with visual and performing arts.
For the purposes of this review a fixed definition has not been adopted. The various
definitions of the CCI sector are fully acknowledged including the economic and statistical
definitions such as that provided by Eurostat under the NACE classification (Eurostat, 2020).
But for this review and in the context of the DeuS project, it is suggested that limiting the
range of source information by imposing a rigid definition is unhelpful as any definition will
create exclusions to a greater or lesser degree.
As this project develops, it may become appropriate to adopt a more systematic definition.
There is discussion in the literature regarding the scope and merits of definitions used for
the CCI. Power (2011) offers a useful critique and starting point for future consideration
and discusses the use of ‘conceptual’ or ‘statistical’ definitions (Power, 2011), and provides
further references on this subject (Caves 2000; Scott 2000; Hesmondhalgh 2002; Power
2002; Power and Scott 2004; Pratt 2005; Fleming 2007; Galloway and Dunlop 2007;
Kolmodin, Pelli, Bager-Sjögren et al. 2008; Nielsen 2008; Jeffcutt and Pratt 2009; Mato 2009;
Miller 2009; Power 2009 as cited in (Power, 2011)).
2.6

CCI Impact – beyond economic

In general, CCIs are assessed in terms of their economic value (GDP, GVA etc.), and this
monetary value (or perceived/estimated potential future increase) is used to justify and
determine investment decisions; in simple terms, a simple monetary return on investment is
expected. However, there is more than simple monetary value, as the European
Commission state:
“Cultural and creative sectors are important for ensuring the continued development
of societies” (European Commission, n.d.)
And:
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“…they are critical to a shared sense of European identity, culture and values”
(European Commission, n.d.)
The value of an education in CCIs is outlined in a report published by the OECD ‘Art for Art’s
Sake’ (and contrasts with the stark economic statistical data on employment and wages as
outlined in other sections):
“Students who gain mastery in an art form may discover their life’s work or their
life’s passion. But for all… the arts allow a different way of understanding than the
sciences and other academic subjects. Because they are an arena without right and
wrong answers, they free students to explore and experiment. They are also a place
to introspect and find personal meaning” (OECD, 2015).
It is difficult to quantify and measure such concepts as ‘personal meaning’ and even more so
to calculate a ‘return on investment’, so it can be argued that this aspect is not ascribed its
true value. Governments and other funding sources rely heavily on quantitative metrics in
order to ‘score’ or assess bids for scarce resources. Inevitably calculations are made using
economic data using monetary values which could undervalue the total contribution of CCIs.
The DISCE (Developing Inclusive and Sustainable Creative Economies) project (DISCE, 2020)
has carried out significant research into understanding and quantifying both the economic
(GDP) contribution of CCIs but also the strategic goals of ‘cultural development and ‘human
flourishing’. Starting in 2019 and running for 3 years, the DISCE project represents a
substantial resource of statistical and other research information that is particularly
pertinent to the DeuS project.
Part of the core research tasks of the DISCE project is to reconceptualise the description of
the CCI sector:
“…to capture not only its size and ‘economic’ profile (in terms of conventional
economic measures such as employment and Gross Value Added), but also its
broader dynamics and social value in contemporary society” (Crociata, 2019)
16

The question of measuring the impact of cultural activities in a more wholistic sense and in
the context of resource and funding justification is addressed the Arts Council England (Arts
Council England, n.d.). They provide a comprehensive summary of data capture methods
suitable for creative cultural projects that address quantitative and qualitative data which
can be regarded as a ‘mixed methods’ research approach (Arts Council England, 2010)
Investment that goes beyond a simple assessment of monetary return is ‘Impact investing’.
Defined in its most simple terms as “Investments intended to create positive impact beyond
financial return” (Reeder & Colantonio, 2013). It has grown in prominence in recent years
and critical to this is a consensus around metrics and measurement. Measurement
practices are drawn from a wide range of disciplines and this leads to “a contested arena as
to the right way of working, and the right way of thinking in the field of impact
measurement practice” (Reeder & Colantonio, 2013).
For the approach to make further progress, a well-functioning measurment system is
needed but that:
“SER [Social Environmental Returns] measurement for impact investing is not yet in
that state. It has a diffuse set of terminology, tools and techniques, driven by very
different mind-sets as to the purpose of SER measurement and its long-term goals”
(Reeder & Colantonio, 2013)
There are however some approaches by organisations invested in CCIs. For example, NESTA
has developed a framework for evidencing impact investment. This is framed within the
context of funds investment but offers a descriptor based approach that is adaptable for
other circumstances:
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(Puttick & Ludlow, 2012)
The literature indicates that there is a recognition that the worth of CCIs goes beyond a
simple GDP/GVA monetary calculation, and that there are attempts to capture and quantify
this value. However, it is suggested that what is also needed is to enable that worth to be
shared more equitably with the creators of that value which would be manifested in higher
wages and better employment conditions and prospects for those who work within the
sector.
18

2.7

The labour and employment market as a whole

Jobs in CCIs are forecast to become more prevalent within the labour market:
“…creative jobs will become a significantly higher percentage of the overall
employment landscape by 2030, given their resistance to automation.” (Bazalgette,
2017, p. 41)
The context of this trend can be considered within the forecast skills/labour landscape
changes. Cedefop has produced analysis and forecasting of jobs and employment using
wage distribution by quintile which is then overlaid with data of the tasks and methods used
for a job (Cedefop, Eurofound, 2018, p. 82). The projections indicate that structural change
will show a decline in physical and strength tasks and those that require dexterity and the
use of machines (excluding ICT). The analysis shows an expansion in tasks requiring
intellectual and social skills, which include ‘creativity’ which is directly referenced, as well as
allied skills of problem-solving and social persuading. See Figure 33, (Cedefop, Eurofound,
2018, p. 91).
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There is discussion about job polarisation – where the employment market is divided
between low skilled and high skilled with the centre ground being hollowed out:
“The phenomenon of job polarisation is not new but we are at a stage where
technological advances seem to be affecting routinised occupations the most”
(Cedefop, Eurofound, 2018, p. 97).
It is estimated that by 2030 36.5% of total employment will require a workforce with high
level qualifications, but that there will be an over-supply of such people and therefore there
will be a significant proportion of employees who will have skills not required by their job.
(Cedefop, Eurofound, 2018, p. 98). This skills mismatch and under-utilisation would not
allow economic growth and productivity to be maximised to its full potential. Solutions
would include growing demand for the over-supplied skills or re-training workers with new
skills.
Job content is forecast to become less routinised and more autonomous with interpersonal
skills playing a key role (Cedefop, Eurofound, 2018, p. 98). This points towards a greater
need for flexibility, adaptability and a more ‘outward’ looking perspective on the part of
workers.
The task indices forecast changes 2015-2030 analysed by wage quintile indicate that the job
tasks of ‘creativity’, ‘problem solving’, and ‘information gathering and evaluation’ will fall in
the lowest wage quintile and rise in the highest quintile, with the strongest growth in the
middle wage quintile. Overall the tasks related to ‘social’ show a positive total forecast
growth (Cedefop, Eurofound, 2018, pp. 134-136).
All of this commentary indicates a favourable outlook for CCI skills in a broad sense, but that
there is an underlying chronic problem of skills mismatch.
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2.8

CCI as an economic sector

As outlined above, the CCI sector is seen by governments as an important contributor to
national economies and a sector that has the potential to grow further. According to the
European Commission statistical office, Eurostat, cultural and creative industry (CCI)
activities accounted for nearly 3.7 % of EU employment in 2019 (7.4 million), more than the
automotive industry for example, and 29.5 million worldwide (1% of the active population).
Such activities contribute 4.2 % to EU GDP (Pasikowska-Schnass, 2019). In 2017, there were
1.1 million cultural enterprises in the EU-27, generating EUR 145 billion of value added
(Eurostat, 2020)
The direct and indirect impact of CCIs to the overall economy is not easy to measure. As
outlined above, the defining of CCI is one critical difficulty. However, the literature provides
some estimates. It is estimated that there is a direct contribution to employment, which
ranges from 2.6% of the production and employment in the most conservative delimitations
based on a culture-based approach, to 7.8% of the production and employment using
comprehensive delimitations, such as those based on (Rune & Volante, 2010) (Rune &
Volante, 2008).
Boix-Domènech & Rausell-Köster (2018) note that in the EU:
“…the creative industries not only have direct effects but also generate spillovers that
affect the rest of the European economy through indirect, induced and evolutionary
mechanisms…These mechanisms include supply and demand effects on production
growth, and in particular, indirect effects related to the capacity of the creative
industries to create technical progress and modify the evolutionary growth path of
the economy” (Boix-Domènech & Rausell-Köster, 2018)
And that the ‘response elasticities’ of these effects is in the range of 4 to 13% (BoixDomènech & Rausell-Köster, 2018).
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The contribution of creative industries to the economy for the EU is given as 7.8% of the
total production (GDP) and 7.9% of total employment (Boix-Domenech & Soler-Marco,
2017)
For the UK, CCIs are considered to be a significant contributor to the national economy, with
a Gross Value Added (GVA) of £111.7bn in 2018. The GVA of the sector is growing at five
times the average for the rest of the UK economy. The CCI sector employs around 3.2m
people (1 in 11 UK jobs). The largest contributors are software/IT/games and film/TV.
Geographical distribution is heavily skewed to London and the Southeast of the country. In
2018, CCI accounted for £35.6bn export service value, around half of which is from IT,
software and games. (Creative Industries Council, 2020)
CCI in the UK is seen as a particularly important sector as the UK leaves the EU and is given
specific attention:
“…the priority for the [UK] sector is scale: helping the SMEs and entrepreneurs that
overwhelmingly make up the sector to grow, in order to raise productivity” (HM
Government, 2018, p. 2)
Productivity in CCIs is highlighted as an issue in the literature, Boix-Domènech & RausellKöster (2018) note that productivity in the EU is affected differently depending on the
dominance of the type of CCI in EU regions:
“…higher levels of creative manufacturing reduce the labour productivity of the
regions, whereas higher levels of creative service industries have a multiplying effect
on the regional labour productivity in the EU.” (Boix-Domènech & Rausell-Köster,
2018)
80% of people employed in the CCI sector work in small or medium sized enterprises
(Eurostat, 2020), this indicates that the precariousness typical of small businesses is more
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prevalent in this sector than in others and therefore may need focused attention by building
resilience for those businesses and workers.
Self-employment is a key feature of the CCI sector. Across the EU-27, almost one third
(32%) of the cultural workforce was self-employed in 2019, compared with an average of
14% for the whole economy; as such, the relative weight of self-employment in the field of
culture was more than twice as high as the average for total employment” (Eurostat, 2020).
This high level of self-employment points to a fragmented sector, lacking in critical mass at a
local level and therefore the ability to access opportunities and to exploit economies of
scale. This degree of fragmentation indicated by micro enterprises and the self-employed
arguably presents a challenge in presenting a coherent, unified point of view to
policymakers.
Data gathered by the European commission, confirms that the creative arts are recognised
to be the most fragile sector in terms of business start-ups, with a cited survival rate of 80%
after 1 year, 55% at three years and 43% after 5 years compared to the overall figures of
80 % after one year, 60% after three and 45% after five years (Eurostat, 2020).
With the CCI sector being characterised by a high proportion of micro-businesses operated
as self-employment, this represents an additional difficulty in establishing the macro-scale
economic contributions of these businesses since GVA calculations from income are not
straightforward. Typically, self-employment income is not defined as income form labour
only and is most often accounted as ‘mixed income’ with the result that economic statistics
may be under-representative for this sector:
“The composition of the cultural industry – mostly small and medium-sized
enterprises (SMEs) – and the lack of statistical data available about the industry
make it difficult for policy makers to realize the true importance of the sector. To
increase the economic gains from culture” (Emilia, et al., 2008)
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The problem of collecting accurate and up to date statistical information has been
acknowledged in Finland. In the Government commissioned analysis of the creative
economy, a recommendation is made to capture data in a far more agile manner. The
example of creating a dynamic online dashboard to continually monitor CCI sector job
adverts using keyword based or AI is given. Data collection in this form would provide a rich
information source in real-time which would enable policy reactions to be made in a much
shorter timeframe. (Oksanen, et al., 2018)
Another key characteristic of the CCI sector is the high level of tertiary-level educational
attainment:
“In 2019, the share of people in the EU-27 working in the field of culture that had a
tertiary level of educational attainment (59%) was considerably higher than the
average recorded for the whole economy (34%)” (Eurostat, 2020)

The literature shows that that as a sector, CCI generate substantial economic gains for
nations, and that these are forecast to grow. But that there is also significant inequities
evident for those who work within the sector.
2.9

The experience of workers in CCIs

Creative careers are often characterised as having a ‘portfolio’ nature (Schlesinger &
Waelde, 2012) and that work in the sector is often precarious (Banks & Hesmondhalgh,
2009) in that jobs are often contract, project based or speculative in nature.
A longitudinal research study looking at graduates from creative university courses found
that:
“In their early careers, graduates make frequent job changes and undertake unpaid
work to gain experience, skills and insight into different sectors; and this can cause
considerable hardship” (Ball, et al., 2010)
This study also found graduates themselves identified barriers to career progression:
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“The main barriers to career progression are financial, lack of contacts and relevant
experience, coupled with competition and uncertainty in the creative sector. Whilst
creative graduates respond flexibly to changing employment opportunities, they
recognise that freelancing and self-employment are important sources of work, but
they are hindered early on by lack of business experience, professional knowledge
and client-facing skills” (Ball, et al., 2010)
And that the identified barriers specifically mentioned include a lack of business,
professional and communication skills.
As outlined earlier, the CCI sector is characterised by a high level of self-employed and
freelance workers. In addition to the resultant economic implications and instability, this
also results in less tangible effects. Hesmondhalgh and Baker (2010) carried out a
qualitative study of workers in three CCI industries and found that the experiential and
emotional responses of workers to their employment was at best ambivalent
(Hesmondhalgh & Baker, 2010). They present a complex and detailed picture but highlight
aspects such as isolation and networking that are pertinent to the DeuS project and
emphasise the notion that interventions should be ‘people focused’. Reflections of one of
the study participants include:
“I am concerned about where the work is coming from, I’m concerned about where
the work is going, whether my career path has any direction, and it’s quite difficult
when you are isolated to get reassurances because you don’t see other people”
(Hesmondhalgh & Baker, 2010)
Hesmondhalgh and Baker conclude:
“On the basis of our interviews, then, it seems that isolation, in its various guises,
continues to be a danger for most freelance cultural workers (Hesmondhalgh &
Baker, 2010, p. 17)
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And further, they reflect on the lack of intersection between workers’ experiences and the
public policy decisions and interventions that affect them:
“Creative industries policy has strongly suggested that jobs in the cultural industries
offer better experiences than those older jobs—partly through invocation of
buzzwords such as ‘creativity’ and ‘innovation’ and that this partly justifies the use of
public support to fund the expansion of these industries. It is only through a proper
consideration of the experiences available to such workers that such policies can be
assessed”. (Hesmondhalgh & Baker, 2010)
As expressed by the co-chair of the 2016 Institute of Small Business and Entrepreneurship
Creative Industries track Dr Charlotte Carey:
“We’ve learned that creativity is the driver, and being creative is the motivation, not
the money”. (Carey 2016).’
It can appear that the notions of ‘personal meaning’ and individual fulfilment mentioned in
other sections are tacitly used as compensatory mechanisms for the negative aspect of
working within CCIs.

2.10

Skills and CCIs

Skills in relation to CCIs can be viewed from different perspectives; the industry as a whole,
from the viewpoint of individual firms within the sector and their particular specialisms, or
from the point of the individual who holds the skills. There can also be a viewpoint external
to CCIs that considers how skills from within the CCI domain are relevant to other sectors.
There is a general consensus of a ‘skills gap’ in CCIs. A significant proportion of European
workers found their skills inferior to that required by their employment at the time of hiring.
This would indicate an obvious need for education policies to work together with social
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partners to ensure the correct skills are provided/acquired (Cedefop, Eurofound, 2018, p.
98).
In the UK, NESTA has carried out extensive research into the skills required in the sector to
inform future planning for skills development and planning. By analysing real job adverts
and using the DCMS definitions of creative occupations, five skills clusters were identified
for jobs within CCIs:
1. Support skills
2. Creating & design skills
3. Tech skills
4. Marketing skills
5. Teaching Skills
(Sleeman & Windsor, n.d.)
CCI jobs were organised into nine groups and the skills clusters are mapped to these
according to the requirement set out in job adverts. The results show the same mix of skills
are not needed in the same way across all jobs in CCIs. This is another manifestation of the
diversity of the sector and an illustration of the challenge in developing strategies to address
skills development.
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(Sleeman & Windsor, n.d.)
Of the five skills clusters, two (Creating & Design, and Marketing) would be considered to be
‘creative’ and these skills names can be often found in CCI job titles. However, the
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additional skills clusters are also critical to successfully undertaking any CCI sector jobs,
although:
“We cannot take a cookie cutter approach to creative education. The creative
occupation groups draw on the skill clusters in very different ways.” (Sleeman &
Windsor, n.d.)
In light of this:
“To better support the creative industries, we must ensure that creative talent have
the right skill sets. The Government should recognise that creative jobs require both
creative and complementary skills, such as Tech and Teaching. It is particularly
striking how often digital tech skills are demanded in occupations that are creative.
This suggests that learners should have access to a broad range of subjects and
technologies, to expose them to the range of skills and knowledge that employers
need.” (Sleeman & Windsor, n.d.)
A recent report by the UK-based Creative Industries Policy and Evidence Centre (PEC)
reflects a demand by employers of a wider range of skills, including enterprise
competencies:
“Employers don’t just value creativity alone: they need talent with project
management and organisational skills too. Our analysis suggests that strong project
management and organisational skills when combined with creativity will be a
particularly potent mix in the future. This should be a key takeaway for anyone
involved in training or education policy” (Easton & Djumalieva, 2018)
Not only is this seen as important for companies, this combination is forecast to provide a
compelling competitive advantage for individuals in the future:
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“jobs asking for creativity are also much more likely to grow as a percentage of the
workforce by the year 2030” (Easton & Djumalieva, 2018)
This is reflected in EU strategy:
“Entrepreneurship is recognized by the European Union as one of the eight key
competences for lifelong learning, and thus necessary for all members of a
knowledge-based society. It is also regarded as an enabler for economic recovery,
growth, job creation, employment, inclusion, poverty reduction, and also innovation
and productivity. As such, it has become a policy priority and measures have been
taken to incorporate entrepreneurship into different policy fields, including
education.” (Komarkova, et al., 2015)
The European Commission has published its own framework for entrepreneurship
(Bacigalupo, et al., 2016). Titled EntreComp, it explores the qualities and relevance of
entrepreneurship to addressing EU-wide skills shortages. It develops a set of 15
competencies (Table 1) together with progression models and learning outcomes which can
be used to structure learning curriculums and foster entrepreneurship.

Spotting opportunities
Creativity
Vision
Valuing Ideas
Ethical and sustainable thinking
Learning through experience
Working with others
Coping with ambiguity, uncertainty and risk
Planning and management
Taking the initiative
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Mobilising others
Financial and economic literacy
Mobilising resources
Motivation and perseverance
Self -awareness and self-efficacy

Table 1. The 15 Entrecomp Competencies (Bacigalupo, et al., 2016)
“Entrecomp defines entrepreneurship as a transversal competence, which applies to
all spheres of life: from nurturing personal development, to actively participating in
society, to (re)entering the job market as an employee or self-employed person, and
also to starting up ventures (cultural, social or commercial”. (Bacigalupo, et al., 2016,
p. 6)
EntreComp also stresses key outcomes for entrepreneurship education, such as budgeting,
teamwork, communication and valuing and generating ideas.
The FLIP project, a pilot project co-funded by the EU, is examining the ecosystems of CCIs in
order to strengthen them with particular reference to finance, learning, innovation and
patenting. Part of this process, running for around 2 years starting in 2019, is to look at CCI
skills and place them in a wider context:
“In order to achieve the cross-sectorial benefits of the CCIs, the development of
cultural and creative skills for CCIs will be put in the European context of
competences, qualifications and occupations. The goal is to develop models for
identifying and addressing skills mismatches and to finally connect CCIs with other
sectors by demonstrating the transversal relevance of skills and expertise related to
creative thinking” (FLIP, 2019)
This work will have relevance to the ongoing work planned in the DeuS project.
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As noted in a report by the Arts and Humanities Entrepreneurships Hubs project (AHEH,
2019), given the high level of self-employment within the CCI sector, it might be anticipated
that there is consensus within Education to develop these entrepreneurial competencies
within their learners. “However, offerings are diverse, ranging from fully embedded
programs contextualised for the discipline, to extra-curricular generic business support, to
no offering and indeed an opposition from academics to ‘impose’ such an offering” (AHEH,
2019, p. 7)
It is recognised that within some subject disciplines such as Fine Art, in the UK and
Germany, there is “a poor state of arts entrepreneurship education” (Thom, 2017).
Success factors identified for best practice within entrepreneurship training are those
highlighted by the University of Rostock in OECD (2009, 52):
● ‘Action learning’ based training/coaching;
● One-to-one support;
● Networking.
It was outlined earlier that a ‘one size fits all’ approach to skills provision is not effective, it is
also important to note that the delivery method of any skills training is equally considered in
the context of client group. The AHEH (2019) report noted that:
“Mainstream traditional approaches of a ‘chalk and talk model’ cannot be assumed
to be effective for arts and humanities entrepreneurs (Leadbeater and Oakley, 1999,
Raffo et al, 2000; Rae, 2004, Penaluna and Penaluna, 2008; McGlone, 2011), for
whom the motivation for entrepreneurial endeavour is more related to selfmotivation and identity” (AHEH, 2019)
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In order to maximise impact and success, it is important that skills training is both targeted
and appropriate to the people is it aiming to serve, but also that the delivery route and
method is also considered; there is a strong argument for a ‘people centred’ approach.
2.11

Education and CCIs

In the UK there is currently significant pressure to return creative subjects to the core
curriculum in secondary education; changing the so-called STEM (Science, Technology,
Engineering, Maths) to STEAM (where A is Arts). Various lobbying organisations advocate
creative education being an explicit part of curriculums and challenge the belief they are not
important in an economic sense.
“Employers are clear that they want to see children and young people with the
creative, entrepreneurial and communication skills that a study of the arts offers”
(Cultural Learning Alliance, 2017, p. 3)
However, that there is a gap between demonstrable skills benefits of an arts/cultural
education and the perception of the benefits of an arts/cultural education:
“…but parents, young people, teachers and universities do not always receive this
message clearly” (Cultural Learning Alliance, 2017, p. 3)
This points to a need to better explain and advocate for the benefits of a CCI related
education, to more closely align the understanding and expectations of parents, students
and educators, as the Cultural Learning Alliance states:
“…we want to see government and the arts sector working together actively to
promote the benefits of culture in education” (Cultural Learning Alliance, 2017)
An example from the UK of this issue being addressed is an initiative co-developed by
creative industry organisations ScreenSkills, Creative & Cultural Skills and the Creative
Industries Federation. The Creative Careers Programme is designed to provide information
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to young people about the full range of creative careers available and to train careers
advisors in advising on the pathways to those jobs with the aim of increasing diversity and
inclusion.
The relationship between the education sector and industry has been examined by NESTA.
They find there is a tension and disconnect between these two stakeholders:
“Our research found that partnerships between the education sector and industry are
particularly difficult because these sectors have different priorities and values when it
comes to the education system. Typically, businesses would like the education system
to provide skilled employees for the labour market. However, educational institutions
see their role more broadly as to help people learn, grow and reach their potential.
Their funding is usually related to the number of students they teach, rather than
specific outcomes linked to skills and employment. (Whiteley & Casasbuenas, 2020)
This is clearly an area to be addressed since close alignment and clarity of purpose would
foster the highest chance of achieving positive outcomes.
There is an argument that creative education enables cross-collaboration or an ability to
work across boundaries:
“…we train STEM people to think inside their singular silos and to be creative there,
but not in how to relate to people outside their increasingly narrow disciplinary
straitjackets” (Creative Industries Federation, 2015, p. 2)
However, Winner et al (2013) offer challenge to the assumption that arts education fosters
creativity and is a strengthening adjunct to non-arts subjects, particularly in a modern
knowledge-based economy:
“Evidence of any impact of arts learning on creativity and critical thinking, or on
behavioural and social skills, remains largely inconclusive, partly because of an
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insufficient volume of experimental research on these matters and also because of
the difficulty of adequately measuring these skills.” (Winner, et al., 2013, p. 9)
But also, that only regarding Arts education as a commodity to enhance economic wealth is
short-sighted, the Arts are an important domain in their own right (Winner, et al., 2013, p.
19). This conclusion is framed from the perspective of the individual and references their
personal fulfilment and meaning rather than from the perspective of a macro-economic
capitalist system.
The literature also highlights that there can be a misalignment between jobs, skills needed
for jobs and the subjects taught in education; skills are not the same as taught ‘subjects’:
(Easton, 2016)
“It is relatively easy to identify jobs that businesses find it difficult to fill. As explained
earlier, the Government’s official Shortage Occupation List has a high percentage of
creative and technical jobs. But it is more difficult to identify at a national level
exactly what skills businesses are looking for, and in particular, how these skills relate
to the subjects learnt at school.” (Easton, 2016, p. 19)
This theme is further developed by Lyonette et al. (2017) where academics can have a lack
knowledge about aligning their subject expertise with the wider industry and sector needs
(Lyonette, et al., 2017).
SMK University, Lithuania has adopted this concept in the design of Creative Industry
courses, acknowledging that creativity alone is not enough to impart a comprehensive and
useful university course:
“…those who work in this area must have knowledge not only in the area of culture,
but have economic knowledge, entrepreneurial abilities, be able to create and
manage companies, lead teams.” (Biveiniene, 2015, p. 77)
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SMK University has implemented a comprehensive and integrated approach to CCI teaching
that includes interchange of ideas with other institutions, integrating general management
skills, internationalisation and export skills, and supporting intermediaries in training and
networking. This responds to and supports the recognition that CCIs in Lithuania are a
significant stimulus for the economic and social development of the country (Makselis, et
al., 2018) and marks an intelligent and integrative approach to CII teaching policies.
A further dimension is that of sectoral boundaries and how these are reflected in education
policy making which creates artificial ‘silos’ and can hinder mobility:
“Education and skills policymakers should look beyond sectoral boundaries when
formulating policies to invest in the workforce’s creativity “ (Easton & Djumalieva,
2018)

2.12

A place-based approach: Spatial variance of CCIs

Not only are skills needed in varying mixes within the CCIs, it is also the case that CCIs show
significant geographical variance (Boix, et al., 2014). Concentrations are found around
capital cities as would be expected, but also that creative industries tend to co-locate near
each other and that specialisms vary by location, for example the UK with architecture, Italy
with fashion (Boix, et al., 2014).
“[The] spatial dimension of creative activities have implications for the design and
implementation of policy strategies” (Boix, et al., 2014, p. 4)
Given this evidence, Boix, et al (2014), propose that “a place-based approach is to be
preferred to an industry-based approach” (Boix, et al., 2014, p. 5)
And in doing so, decisions and policy design can be made at local level in a more targeted
and responsive manner. This point is emphasised by the British Council:
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“Policy makers generally think in terms of national policies but the story of the
creative economy over the last twenty years has been the story of initiatives that
have been taken at neighbourhood and city level, the growth of hubs, clusters and
regions.” (Newbigin, 2014)
This place based approach appears to be at variance to the adopted strategy of the
European Commission which has a strong sectoral dimension:
“The proposal for Creative Europe 2021-2027 intends to remedy these shortcomings
by including new specific sectorial support to areas such as music, architecture, books
and publishing or cultural heritage. These sectorial actions will focus on capacity
building, professionalization and talent development, data collection to understand
better the sectors, as well as export opportunities” (European Commission, n.d.)
However, actions in this field are multi-dimensional and do also encompass geographically
based actions, most notably in network focused activities such as Regional Initiative for
Culture and Creativity, EU network of creative hubs, European Creative Business Network,
European incubation networks for creativity-driven innovation, Pan-European network of
Digital Innovation Hubs, and European Regions Research and Innovation network (European
Commission, n.d.)
The themes of geographical location and placed based approaches to CCIs are also highly
relevant to the concepts of hubs and clusters which are discussed below.
2.13

Vocational training and CCIs

One strategy for addressing skills issues within CCIs is that of vocational training. In a
traditional context within the CCIs this would typically be craft skill based and focused on
the acquisition of practical skills.
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As the size and nature of the CCI sector has changed, so too has the concept of vocational
training for potential employees. In the contemporary world of education and employment,
VET is defined as:
“…education and training which aims to equip people with knowledge, know-how,
skills and/or competences required in particular occupations or more broadly on the
labour market” (Cedefop, 2014b, p. 292)
The concept of VET is to align more closely the skills and knowledge taught to that needed
by a particular job. In this sense it addresses the mis-match of education ‘subject’ based
teaching as highlighted above. VET is seen as a critical enabler to the increasingly dynamic
employment landscape and as a facilitator to a competitive and resilient labour force:
“It is catering for the preparation of young people to successfully enter working life
and for the upskilling and reskilling needs of people of working age for multiple
purposes: for people in employment to help them to continuously upgrade their skills,
adjust them to the changing work requirements or negotiate job changes, and for the
unemployed to help them acquire the skills needed to re-enter the labour market;
and more generally to empower the learners with the knowledge, skills and attitudes
to thrive in their professional, social and personal development.” (European
Commission, 2020)
Further, VET is seen as a powerful tool in addressing unemployment, particularly for young
people and at times of recession:
“VET has proven to be an essential part of the efforts to support youth employment
in the previous economic and financial crisis. (European Commission, 2020)
In its research and commentary, Cedefop have noted that:
“VET is now delivered by an increasingly diverse set of institutions applying a growing
variety of learning formats and settings. While countries normally tend to favour
either a school-based or apprenticeship-based VET model, increasingly these main
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models are being supplemented and complemented by alternative forms of
education, training and learning. There are clear indications that there are
increasingly mixed systems offering different tracks within one system” (Cedefop,
2020)
This research provides a very detailed synthesis of VET within the EU over the last decades
and posits a number of scenarios for the future:
Scenario 1: Lifelong learning at the heart – Pluralist VET
Scenario 2: Occupational and professional competence at heart – Distinctive VET
Scenario 3: Job-oriented training at the heart – Special purpose and/or marginalised
VET
(Cedefop, 2018)
It is likely that these will co-exist, but that there is a need for “strategic reflections and
dialogue on VET’s future purpose and role” (Cedefop, 2018)
There is continued attention and focus on the quality of VET (the European Quality
Assurance Reference Framework for Vocational Education and Training – EQAVET+) and the
adoption of principles of credits and modularity (the European Credit System for Vocational
Education and Training – ECVET), with both of these aspects highlighted as areas for further
progress (European Commission, 2020). Outcomes from the DeuS project should align to
these priorities.
The following thematic objectives have been identified in the current European Commission
proposal for VET:
1. Vocational education and training is agile in adapting to dynamic labour market
changes
2. Flexibility and progression opportunities are at the core of vocational education and
training
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3. Vocational education and training is a driver for innovation and growth and prepares
for the digital and green transitions and occupations in high demand
4. Vocational education and training is attractive and based on modern and digitalised
provision of training/skills
5. Vocational education and training promotes equality of opportunities
6. Vocational education and training is underpinned by a culture of quality assurance
(explained above)
7. Implementation at national level
(European Commission, 2020)
An example from the UK is the National College Creative Industries. This was set up with
central government funding as a partnership between an existing technical college and
employees who had identified a shortfall in skilled labour. However to date, the training
offered is limited to live performance technical stage management and is therefore
narrowly targeted to a very specific industry sector.
This indicates that a top-down approach which is too narrowly focused or restricted by a
funding mechanism that manifests a restricted portfolio (in this case technical support for
performing arts), the outcomes are similarly restricted.
The method of delivery for VET must also be considered. In the past VET in the creative
sector would have been physical technical skill acquisition, a typical example would be craft
practice. Virtual learning environments (VLEs) or e-learning has expanded greatly in recent
years and has a number of advantages:
“E-learning has a number of advantages and disadvantages compared to traditional
classroom teaching. [...] The literature review found that learners value the following
aspects of e-learning: flexibility in choosing location, timing and pace of learning;
reduction of the learning time by individualisation of the learning content; increased
motivation to learn thanks to multimedia presentations, access to online libraries and
the use of virtual classrooms; and elimination of travel and accommodation costs.”
(Belaya, 2018)
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But Belaya (2018) also highlights that there are also disadvantages:
“However, learners also need to consider some risks: e-learning requires selfdiscipline and media literacy, can trigger an addiction through excessive use of
electronic media, slows the development of social skills through spatial isolation of
participants, and requires the workplace to be technically equipped.” (Belaya, 2018)
Further, there may be more specific disadvantages if applied to CCI, an obvious one is the
acquisition of tacit knowledge of materiality in craft or applied art. Although it must be
acknowledged that there is a vast amount of online learning materials generated entirely
informally in this arena in the peer to peer format of YouTube videos which seems to negate
this as a concern.
2.14

CCIs, innovation and skills

Innovation within high-skill economies is seen as critical in a post-industrial world and work
has been done to identify the skills needed (EU eight key competencies, OECD Skills
strategy, OECD Innovation strategy (OECD, 2015)). What is clear is that innovation requires a
mix of skills (Winner, et al., 2013, p. 4) (NB, it is not explicitly stated if these are or should be
held by an individual or the skills mix represented by the sum of a group of people).
The three broad skill types required for innovation are identified as:
● Technical (content and procedural knowledge)
● Thinking and creativity (questioning, finding problems, understanding limits, making
connections, imagining)
● Behavioural and social skills (persistence, self-confidence, collaboration,
communication) (Winner, et al., 2013, p. 4)
“…the skills and business models of this sector [CCI] and of the wider creative
economy are those which many experts judge to be of increasing importance:
blended technical and creative skills; collaborative interdisciplinary working;
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entrepreneurialism and enterprise” (UK Commission for Employment and Skills,
2014) cited in (Bazalgette, 2017))
There are characteristics of CCI that are seen as of growing importance now and in the
future:
“This individual-centric, project-based working pattern is an important feature of the
modern workforce” (Bazalgette, 2017, p. 41)
An important dimension to consider is that of non-digital versus digital and the transition
from one to the other in the context of CCIs and the consequent mirroring skills transition.
There is general consensus that the trend of digitalisation of the labour market will continue
and that CCI will follow this trend. Implications on skills include:
● A growth in generic (for example, programming) and specialised skills across
the creative and digital sector.
● High demand is expected for data management, analysis and visualisation
skills as the amount of data transferred, collected, and stored increases
exponentially.
● Creative and digital skills become more integrated in high-technology growth
sectors – in life sciences, new materials science and artificial intelligence. Key
skills in demand include design, design engineering and representation of
complex data (e.g. through visualisation).
● There is an increasing need for those with cyber security and digital forensic
skills.
● Increased inter-disciplinary thinking will be in demand to enable
organisations to understand the user experience and customise products and
services for the market. For example, this is expected to increase the demand
for ethnographic, product design and innovation skills.
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● There is a growing need for more entrepreneurial and self-organisation skills
as structures shift from traditional permanent employment contracts to a
more flexible, project-based employment.”
(UK Commission for Employment and Skills, 2014, pp. 101-2)
In tandem with the digitalisation trend, location and time-tied work will become less
important (NB. it could be speculated that the Covid-19 pandemic will reinforce and
accelerate this trend):
“Work in the future will be more interconnected and network-oriented. Employees
(and employers) will require the competencies to work across different disciplines, to
collaborate virtually, and to demonstrate cultural sensitivity.” (UK Commission for
Employment and Skills, 2014, p. 104)
It is to be noted here that the UK Commission on Employment and Skills frames skills
development as the responsibility of employers (rather than individuals) as a means of
ensuring the competitive sustainability of businesses:
“In this context, the imperative on businesses to collaborate around skills
development grows. Action by employers to ensure (and protect) their supply of
workforce skills and talent will be critical in servicing a more global supply chain. This
will also challenge organisations to manage internal staff alongside orchestrating
relationships with external actors to create the right skill sets.” (UK Commission for
Employment and Skills, 2014, p. 105)
But there can be a counter argument that if individuals take this responsibility, it provides
them with greater power and autonomy within the labour market. This may be an
important philosophical consideration in the development of the DeuS project and its
outputs.
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Also, from the viewpoint of the individual, Muller et al (2009) assert that innovative
potential of CCIs is hindered by the prevalence of micro-businesses and that policies to
address this must be tailored accordingly:
“A main barrier to fully utilising the innovative potential of this sector is the lack of
time at the side of creative entrepreneurs which reflects the small average firm size
and the high share of sole traders. Innovation policy in support of creative industries
should thus design programmes that are suitable for micro firms.” (Muller, et al.,
2009)
Another important aspect to consider is that of the time needed to acquire skills. For
certain creative industries, skills education and training operates over long timescales, so
this time lag in the delivery of skilled people to the labour market must also be addressed:
“Investment in craft skills and education are imperative should the UK want to ensure
a future pipeline of makers and craft innovators.” (KPMG, 2016, p. 7)
This is another illustration of the diverse nature of CCIs and that any successful intervention
is unlikely to be ‘one size fits all’ in character.
2.15

Working collaboratively in CCIs

As noted above, the CCIs are dominated by SMEs and micro-business. Across the EU-27,
almost one third (32%) of the cultural workforce was self-employed in 2019, compared with
an average of 14% for the whole economy. This pattern is reflected at individual nation
level, for example 90% of firms in the UK having 5 employees or fewer, 60% having no more
than a single worker (Bazalgette, 2017):
“…the relative weight of self-employment in the field of culture was more than twice
as high as the average for total employment.” (Eurostat, 2020)
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With this disparate and fragmented pattern of workers and businesses, there are a number
of challenges that face the sector and from different perspectives.
From the viewpoint of the individual worker, who may be the sole employee, there is the
notion of isolation, both socially and commercially (Hesmondhalgh & Baker, 2010). It is
recognised that interaction with others – formally or informally, has positive benefits and
that where interaction is lacking there may be negative effects:
“Gathering with likeminded people generates positive emotions, and working
alongside others leads to great ideas” (Amabile et al,. (2005), De Guzman & Tang,
(2011) cited in Cuerel et al., 2019)
Single-person or SMEs also face a problem in finding sufficient resources for training and reskilling:
“Levels of investment in training and development and business size are closely
correlated. SMEs and sole traders have a tendency to underinvest in CPD for
themselves (and their employees where appropriate) and face a number of
challenges when accessing training, including time and cost” (Bowes, et al., 2018)
At a macro scale, from the viewpoint of policymakers developing strategy or simply
assembling reliable data, this becomes increasingly difficult as the number of individual
businesses or participants increases. The establishment of industry trade bodies, lobbying
organisations and government agencies is one response that seeks to co-ordinate and
create a coherent single voice representing the needs of the diverse group. Examples from
the UK include NESTA and Creative Industries Council. These organisations often act as
mediators between the collection of entities that make up the industry and the processes
and mechanisms of government and policymaking. But this does not address the microscale needs of individual CCI firms or workers in terms of access to knowledge and skills
outside their own immediate capabilities that are needed for entrepreneurship and
business development.
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Collaborative working addresses this issue and one manifestation of this is coworking.
Although not exclusively a response only found in CCIs, there is evidence that co-working in
creative industries is significantly more represented (Cuerel, et al., 2019).
An exemplar of collaborative working and co-creation, and upon which the DeuS project is
shaped, is the Open Design School (ODS), one of the two pillar projects for Matera’s
application as the European Capital of Culture. This is an international interdisciplinary lab
for the community that has brought together authors, bloggers, designers, craftsmen,
hackers, students, professionals, and academics, creating the first design school in Europe
based on the principles of Open Culture. (Matera 2019, 2019)
The primary goal of ODS was setting up a workshop to self-produce everything needed for
the cultural program of Matera 2019: designing, prototyping, building and installing the
infrastructure and service supply of 84 projects. In this respect it is fundamentally different
from conventional co-working project spaces (as discussed later) in that there was a single
overarching objective for the collective (the cultural programme), albeit with a multitude of
smaller sub-projects. The ODS embodied specific methodological approaches including peer
to peer learning (see section 3.4).
2.16

Facilitating collaboration and innovation: physical and virtual spaces

The notion of where and how collaboration takes place must be considered. Some CCIs are
more adaptable to spatial/temporal mobility than others and can seamlessly move to a
digital environment (for example, graphic design or computer games design), whereas some
creative industries are rooted to physical spaces and locations, for example craft, applied
arts or performance. Addressing this issue, the Crafts Council (in the UK) commissioned a
report to explore the issue of innovation through collaboration in Craft (KPMG, 2016)
“…interviews and analysis identify that collaboration between craft and other sectors
is a key to innovation both now and into the future, particularly as the trends
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towards increased digitalisation continue to blur the boundaries between physical
and digital.” (KPMG, 2016, p. 7)
The processes of innovation, collaboration and cooperation can happen prescriptively
through explicit and specific project aims, or organically through creating favourable
circumstances and environments such as coworking spaces.
At its most basic level, co-working offers a potential economic advantage to the selfemployed creative by sharing the fixed costs associated with a permanent workplace –
facilities such as kitchens and meeting rooms. It also addresses the human and social needs:
“…co-working addresses the needs of the numerous entrepreneurs, freelancers, and
digital nomads who work autonomously yet run the risk of becoming “isolated and
socially adrift” (Garrett, Spreitzler, & Bacevice, (2017): 821 cited in Cuerel, et al.,
(2019))
But co-working also offers a nurturing environment for innovation. Innovation is seen as
one of the most valuable characteristics of CCIs not only within its own sector, but also for
the wider economy:
“They support innovation in a variety of other sectors through creative inputs, such
as ideas for new products (i.e. innovation content), supplementary products and
services (such as software) or marketing support for product innovations” (Muller, et
al., 2009)
How and where innovation takes place are both addressed in co-working, in that co-working
spaces enable interaction either formally or informally in physical spaces. They are places
where divergent skills can come together, and boundaries are breached. It is at these
boundaries that innovation takes place:
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“We can expect more and more innovations to take place at the borders of disciplines
and sectors.” (UK Commission for Employment and Skills, 2014, p. 105)
This intersectional interaction is seen as vital and of growing importance to the process of
innovation:
“As companies become increasingly open in their innovation activities, cross-sectoral
and cross-discipline collaboration with customers, suppliers, experts and others
becomes even more prevalent in developing products and services that can be
brought to market.” (UK Commission for Employment and Skills, 2014)
Though co-working spaces are not CCI specific, their role in collaborative working,
innovation, support, networking and cooperation can be important. They can be considered
“Serendipity accelerators” (Moriset, 2013) where exchanges happen formally/explicitly or
informally/tacitly. Co-working spaces differ markedly in their characteristics and there are
examples of coworking spaces that are aligned (either intentionally or otherwise) to CCIs.
The industry online magazine Creative Boom identifies a number of UK co-working spaces
that they consider particularly relevant to creative business:
“…genuine collaborative communities that offer so much more than just a "cool"
graphic on a wall and a fancy roof garden.” (Cowan, 2018)
This point is exemplified by the experience shown at MIT Building 20. Here a building of low
value “ugly and slapdash” (Bergstein, 2014) was put to use to house a multitude of
disparate academics, students and laboratories. It became one of the most famous and
productive innovation spaces in the world, but this was not due to it being architecturally
designed as such. Innovation is about risk taking and the ‘un-precious nature of the building
supported this:
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“For one thing, its very ungainliness reduced the risk that would otherwise have come
with trying something new. No one cared if a bunch of researchers knocked down a
wall when they needed more room for a project” (Bergstein, 2014).
And without consciously creating an environment where people met and exchanged ideas,
it happened organically. A resident reflects:
“One of the nice aspects of Building 20 was, it sort of has forced us to interact with a l
ot of different people doing different things. And some of the things one learns have t
o do with academic and technology affairs, but also you learn a lot of other things as
well.” (MIT, n.d.)
Physical space alone is not necessarily all that is needed. Hesmondhalgh and Baker highlight
workers in coworking spaces can remain isolated:
“…one men’s magazine writer (Interview 28) rents a desk in the office of a design
agency which is located in a regional ‘creative industries’ precinct. But whilst a
location in such an office space can help to reduce isolation, workers can still feel
removed from others in the same profession.” (Hesmondhalgh & Baker, 2010)
Co-working spaces in themselves, then, are not a complete solution. i.e. co-working spaces
are not automatically the answer, there is more required than simply physical spaces.
Schoals (2006) emphasises this point and cautions that fostering innovation is not as simple
as creating a grouping of firms:
“…the growth of knowledge occurs simultaneously and unpredictably out of…
interpersonal and sometimes informal exchanges” (ibid,163).
Cuerel et al., (2019) highlight the importance of ‘community’ which is developed through a
“multi-step process built through day-to-day interactions and careful management”
(Merkel, 2015; Rus & Orel, 2015; Garrett, et al., 2017 cited in Cuerel, et al., (2019)). This
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concept of community will often derive from a shared set of values (such as relating to
sustainability, openness or accessibility) and that these are explicit and adopted and agreed
by consensus ( (Cuerel, et al., 2019). Allied to this notion of community, is the role of
manager. According to Cuerel et al., (2019), “The potential role of the manager of a
coworking space as a facilitator for productive encounters and collaborations has received
scant attention”, but that this role can be of critical importance not only in building
‘community’ but in the pursuit of collaboration, cooperation and innovation. Managers may
act in a passive role to create the optimal working environment, or behave in a more
curatorial or interventionist manner to engineer interactions between clients (Cuerel, et al.,
2019). This facilitation role therefore should not be overlooked when designing training
interventions.
2.17

Digital and non-digital divergence

As outlined earlier, some CCI businesses and activities are more reliant on physical spaces
and specific technical processes and equipment than others. This reliance can act as a
barrier to collaboration by anchoring those business/people to specific physical locations,
i.e. workshops or studios. One approach that offers a solution is co-working spaces
designed around makers; spaces with workshops, tools and equipment. An example from
the UK Makerversity in London. Makerversity has two aims: 1. To provide co-working space
for makers with workshops, tools and machines. 2. To provide learning programmes to
inspire and increase diversity in the creative industries. In this second aim, Makerversity is
also addressing and providing the favourable environment needed for collaboration and
innovation.
In contrast to CCIs that rely on physical spaces, there are those that can easily operate in a
virtual space, including the processes of collaboration and innovation. One example is that
of computer games design. Here, stakeholders interact solely in a virtual environment and
create new communities. These online communities are “the new locus of innovation in
digital creative industries” (Parmentier & Mangematin, 2014). However, it is still the case
that innovation is identified to occur at the points of interaction between different
stakeholders and that “Co-innovation with communities requires companies to open up
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their boundaries, products and services, and company identities” (Parmentier &
Mangematin, 2014)
Operating in a virtual environment requires considerably fewer resources (both physical and
financial) and therefore it is likely that these environments are preferred as interventions
since they can be more readily achieved. But in doing this, there is a disadvantage to those
CCIs that cannot easily operate in such environments. Once again, this illustrates why it is
important to fully understand and accommodate the broad and diverse nature of CCIs.
2.18

Intermediaries, hubs and clusters

Another approach to fostering collaboration and skills development is the formation of
intermediary bodies. An example is CEO Cultural Enterprise Office, Scotland a creative
business development agency. A user of the service comments:
“The rejection and the knockbacks and [turning my practice back] into a hobby just
filled me with so much doubt and so much resentment towards my university,
because I felt I'd been taught how to make jewellery but not how to be a jeweller […]
It was just like, ‘Why don't I know this stuff? Why don't I know how to write a
business plan? Why don't I know how to market myself? Why do I not know how to
even write a 50-word blurb about my work?” (Munro, 2017, p. 19)
Entities such as CEO are often formed as ‘top-down’ measures in response to a desire to
support a skills and employability agenda, but Munro (2017) notes that there is a tension
between the macro-level desires of the funders of such agencies (governments) and the
micro-level impacts and interventions that they provide. This tension also has relevance
when examining CCIs and their needs based on geographical location in that often a ‘topdown’ policy agenda does not necessarily serve the specific needs found at a local level.
An alternative model is a more organic approach represented in clusters. Similar to the
geographical concept of industrial agglomeration, clusters are identifiable groupings of firms
operating within a specific industry, all operating in a relatively small geographical area
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(Porter, 1998). This spatial proximity distinguishes them from networks and also serves to
undermines the theory that information technology has made distance irrelevant (Morgan,
2004).
In its research findings, the AHEH project explains in more detail:
“Creative communities have emerged, frequently in the fringes of cities with cheaper
rentals, which act as a resource and a base from which ideas, projects and markets
can be developed. Within these clusters there are complex issues of personal and
professional risk, and the relationships of trust that need nurturing to develop wider
creative networks and alliances (O’Connor, 1997; Banks et al 2000). Risk is
minimised by word-of-mouth contacts, social networks, knowledge specialists and
existing reliable customers and clients is an approach to ensuring firstly cultural and
then economic value on projects and products. Banks et al 2000). Lash and Urry
(1994, 114) assert that owner-managed enterprise in culture, arts and media are ‘a
transaction rich network of individuals who also happen to be in firms.” (AHEH, 2019)
The importance of clusters in relation to entrepreneurship is highlighted by Raffo et al.
(2000). They posit that entrepreneurs acquire relevant skills by ‘doing’ and by working and
networking with those with more experience within their sector. With this in mind, a more
‘naturalistic’ approach to teaching and learning approaches in entrepreneurship based on
real world projects is suggested (Raffo, et al., 2000)
Clusters, co-working spaces and hubs are not rigorously defined in the literature and are
often used as descriptors interchangeably. Indeed, they share many characteristics and
cluster theory would appear to partly explain the rise of the co-working space or the
business incubator (AHEH, 2019). Capdevila (2013) in fact describes co-working spaces as
micro-clusters; they are co-located firms in very specific locations. The AHEH (2019) project
found that “training needs can be met within the confines of a ‘hub’ or co-working space,
with networking opportunities and collaboration happening naturally.” (AHEH, 2019), and
this would indicate that these types of spaces are an ideal location for VET activities.
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Section 3: Case Studies
3.1

Introduction

Partners have presented a selection of case studies to exemplify or contextualise potential
themes in the DeuS project.
A total of 39 case studies have been provided.
These case studies represent a very wide range of project and activity types with diverse
purposes and stakeholder profiles. They do not necessarily present models for replication
by the DeuS project in the strict parameters of provision of VET (although some do), instead
they provide insight into potential form and process for the DeuS project and its possible
outcomes. For example, the nature of organisation, the method of service delivery,
stakeholder involvement, etc.
There is undoubtedly a wealth of useful information and lessons to be gleaned from these
case studies that can inform and direct further investigation in the development of the DeuS
project and act as ‘signposts’ for topics, ways of working, obstacles and successes.
Through analysis of the submitted case studies, a number of broad themes emerge where
there are commonalities in aims, approach, client group or market, delivery model,
organisational profile, and other characteristics. An attempt has been made to examine
some of these ideas and offer some discussion in the context of the aims and objectives of
DeuS.
3.2

Participation: Provider and Audience

In many of the case studies, there is a strong theme of participation and meaningful
engagement between the ‘provider’ and ‘audience’ (in simplistic terms), which is seen as a
key to many of the projects, for example Tiimiakatemia, Finland and Bašta, Slovakia.
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Participation and engagement can take place to varying degrees and at different times and
phases of the delivery of the product or service.

Provider

Audience

Provider

Audience

Provider
Audience

No overlap, the audience is
passive recipient

Some overlap, the audience
is part participatory recipient

Near full overlap, the
audience and provider roles
are very closely aligned

For example, a project may be co-developed from its inception, often characterised as a
‘bottom up’ approach and is exemplified by the spontaneous forming of artist collectives
(Cockpit Arts, London, Bottom Up!, Italy). Or a project may be devised independently from
its audience but delivered in a ‘peer to peer’ framework in a way where the audience
becomes part participatory, for example Kreativwirtschaft Austria. A further example of an
integrated high level peer to peer learning approach is Open Design School, Matera (see
section 3.4).
From the case studies provided it is not possible to say, and it would be an oversimplification to assume, that more participation is better. Further analysis and assessment
of the success of the projects outlined is needed and the associated strategies used, and any
assessment of success would require some reference to an assessment methodology.
A further dimension is the nature of the project and its particular path to affect change.
Several examples are provided where the aim of a project was urban regeneration (for
example Favara, Italy). The results of such projects will be long-lived and fully immersive for
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the residents of the location. Therefore, those projects tend to attempt to build wide
coalitions of stakeholders and foster deep participation.
Other case studies, where projects are concerned with delivering a service or provide
support activities, tend to be less participatory in comparison. The change enacted is on a
smaller scale – support for an individual or to a business – and is on a far more transactional
basis.
3.3

Education and training Formal/Informal

The examples submitted include formal learning within conventionally recognised pathways
such as colleges and universities. One such example is the University of Perugia which runs
a masters level course in “EU funds, project design and project management for culture,
creativity and multimedia”. This would have significant commonality in themes addressed
by DeuS and in addition because of its format will have overcome the obstacle of
certification and validation which presents difficulties for informal learning pathways. The
course aims to train people directly to have a full set of skills needed for EU project design
and management, as such it will be addressing not only the ‘creativity’ based skills but also
the full range of additional skills required and as outlined by much of the literature,
including networking and communication as well as project management. In particular the
‘management’ aspect is identified in the literature as a very common missing skill within CCI
and one that will be increasing in importance over the coming decades as work and job
types and patterns change.
Tackling a similar skills deficit but in a contrasting manner, is the Tiimiakatemia project in
Finland. This is a student-centred project that is primarily focused on teaching through
applied learning; real projects are used and developed using real money. Students lead
their own learning by making decisions and peer to peer learning is also developed as the
different projects in the cohort progress. The project accentuates independence and
autonomy in learning, and this is one area which is forecast to become more in demand in
the labour market. It may therefore be particularly pertinent to the DeuS project.
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3.4

Peer to Peer Learning

Peer to peer learning is increasingly recognised as a valuable method of teaching and
learning. Several of the case studies cite peer to peer learning as an explicit aim, whilst
there are others where it occurs naturally as a result of the organisation and environment.
An example is Makerversity, UK where makers share workshops, tools and processes and
are encouraged to share knowledge and skills. This is particularly relevant in a craft/making
realm since knowledge and skills can be highly specialized and siloed making access to those
skills less easy. Where there is shared making workspace, skill, technique and process
sharing becomes intrinsic to the working environment, along with collaboration which as
stated in the literature is a key prerequisite to innovation.
Peer to peer learning is closely associated with collaborative practice, and an example of
and integrated methodological approach embracing both of these aspects is Open Design
School, Matera (see section 2.15). ODS is a horizontal platform driven by a peer-to-peer
learning approach between heterogeneous professionals from Matera, Italy and Europe
(116 to date), encouraging also an active participation of the public through regular peer
reviews and open talks (with over 2,680 participants and 67 experts to date).
The methodology of ODS is based on sharing and mutual learning, driven by the need for
continuous creative exchange between art, science and technology. ODS was also born as
an opportunity to develop new networks and new economies within the city, but also as a
generator that allows an active and collective re-engagement of public space. (Matera 2019,
2019)

3.5

Cross cohort education

This is where cohorts who would normally never interact are brought together. An example
is My Machine Slovakia, an educational programme that joins primary, tertiary and technical
students to think creatively and invent new products. By joining different age groups each
with differing skill sets, the project achieves not only the design and practical execution of
real ideas, it also strengthens and bolsters the skills of each group, illustrating to the
participants that their input is critical to the overall success of the project whilst also
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expanding their knowledge of the wider design process. It is a collaborative process that is
also tacit (to participants) peer to peer learning experience.
3.6

Location specific or virtual digital space

A number of case studies are centred on specific locations, often existing buildings that are
undergoing some transition in use. The buildings may be redundant in the context of their
original designed use, but of some particular historical, cultural or architectural value and
this is a key driver in the case study project. An example is Bašta in Slovakia where local
stakeholders, including the voluntary sector were engaged to develop new social,
educational and cultural uses for an important historical building.
Another characteristic of these types of redevelopment or regeneration projects is their
timescale. Broadly, there are those projects that are developed with a fixed goal and
completion time in mind, whereas others are intended to continue indefinitely. This
introduces the additional dimension of sustainability for the long term and it introduces and
additional consideration of an appropriate business model.
An example of a project occupying a digital space is DIG IT, Finland. Here, the project was
concerned with tackling poor outcomes for students in secondary education by instigating
transnational events, mentoring and workplace visits. The route to documenting and
dissemination was digital storytelling. This enables key information and messages to be
assembled and transmitted to a wide national or international audience with ease and
speed. It enables the project to always be up to date and have the flexibility to add and
change information as it becomes available.
3.7

Co-creation – working with partners, developing relationships

An example of a bottom up, co-creation approach is given by Bottom Up!, Torino. This is an
urban renewal project but one that take ideas generated directly by the community and
provides them with training in the skills needed to develop and realise those projects.
Although not concerned with CCI VET, it may offer insights for the DeuS project in the
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aspect of providing training to a diverse cohort in the skills they need to realise ideas and
enable creative autonomy and empowerment.
CO-CREATE, Austria designed a curriculum for VET providers for CCIs based around the
principles of co-creation and co-design. The programme developed a shared curriculum with
associated learning materials including handbooks, visual training material and videos. It
was noted that there were challenges in bringing together the worlds of academia and the
practical world of VET providers and in addition validation of informal learning presented
further issues. These are challenges faced by several case studies and which may also
become relevant for the DeuS project, so any solutions found by these projects may be
particularly valuable.
Another project in Austria that uses principles of co-creation is Choch3. This is a programme
that seeks to strengthen entrepreneurial and cooperation skills specifically for CCI
practitioners. The participants work using bottom up principles and peer learning is used to
facilitate interdisciplinary knowledge transfer. Co-creation is used in groups to develop
projects. Overall the Choch3 programme presents a comprehensive learning and skills
agenda to its participants. Again, it may be useful for the DeuS project to explore this in
more detail and also to analyse any data available relating to past participants and their
subsequent career paths.
3.8

Inclusion – marketing accessibility

The theme of inclusion is a common factor over several of the case studies. Each project
will have different target groups according to its purpose and in order to reach that target
group, employ appropriate methods of engagement. An interesting example of inclusion is
Granny’s Finest, Netherlands. Here the aim was to generate inter-generational social
contact and exchange of skills in the context of craft – specifically knitting. Older knitters
had the experience and skills but were often socially marginalised and experiencing
loneliness. The project joins older people who have craft skills with younger designers to
create knitwear that is then sold as ‘slow fashion’.
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This illustrates a valuable lesson in designing and formatting an intervention very specifically
tailored to the target client group.
3.9

Delivery, targeting and marketing to end users

There are experiences and lessons available in some of the case studies regarding reaching
the intended audiences. One such example is Toimintavoima Oy, Finland. Although this is
not connected with delivery of VET, it is an example of a project that needed to reach the
widest possible audience, but who were potentially difficult to reach. This was identified as
an obstacle and a strategy was developed to publicise the project through partners’
networking contacts. Two points are illustrated here, first that identifying such obstacles
early in the project process is beneficial, but also that existing structures and networks of
participants and organisations can be well utilised, and solutions may not need to be
developed from a zero-start position.
3.10

Efficiency of resource deployment

The Teach for Slovakia programme is designed to address deficiencies in the national
education and to do this by creating a community of leaders equipped with a broad range of
skills not only direct teaching skills. For example, networking, leadership, negotiation etc.
These participants then go into the wider sector and disseminate these skills and drive
standards higher. This model of deployment makes efficient use of resources, effectively
‘training the trainers’ so that the inputs (skills and training provision) are multiplied many
times over as the participants go into the sector as practitioners.
3.11

Assembling best practice, maximising impact

The Hundred project in Finland is working in the realm of education and seeks to assemble
best practice from around the world. Innovations are researched and 100 new teaching
models are developed which are then shared and disseminated. A strategy such as this
ensures maximum impact through the widest possible distribution and maximises returns
for the project investment. Creating open source resources and free to access materials
enables wide impact but also creates potential problems of ownership and licensing so
these aspects would need to be addressed early in the process.
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Similarly, the Pontis Foundation, Slovakia also runs a programmer (Generation 3.0
Programme) that seeks innovative learning approaches and acts as an intermediary in
introducing these approaches to the teaching community and facilitates their adoption.
Such intermediary roles may be useful in both the development and delivery of the DeuS
project.
3.12

Business models and funding sustainability

In general terms most case study projects were formed in some way by public sector (public
education bodies, civic councils, etc.) or not profit organisations. There are few examples of
private enterprise and this may reflect two aspects: First, a difficulty in justifying investment
on its return purely measured in monetary terms which would be a normal prerequisite for
commercial enterprises. It would be strongly argued by all the projects that they represent
excellent returns on investment, but it is the case that these returns can often be in nonmonetary form and are therefore more difficult to quantify and measure. Second, and
allied to this, is the tolerance or appetite for risk. Very often public bodies are able to make
investment decisions based on broader terms and with higher levels of associated risk.
Several of the case studies were examples of social enterprises, a model where the aim of
the business is to produce ‘social benefits’ rather than monetary profit. Examples include
Granny’s Finest, Netherlands, and Cockpit Arts, UK.
There are other examples of financing. The Favara Society of Good Works is an urban
regeneration project and proposes a funding model of public subscription whereby all the
inhabitants are invited to invest (not donate) so that they all become co-owners of the
regenerated town. In this way there is a wide ownership/stakeholder base that creates a
working environment that is likely to be actively predisposed to generating successful
outcomes.
From the information provided, it is not possible to draw any definitive conclusions
regarding the financial sustainability of any of the projects. Some are designed as short-
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lived projects set up to achieve a single time-limited goal, for example community
engagement with architectural or urban renewal, whereas others are on-going projects
delivering services.
It is suggested that the case studies submitted could be interrogated in more detail in
relation to their funding and business model in order to inform Work Package 6 of the DeuS
project.
3.13

Make spaces, coworking, incubators, hubs

There are several examples of co-working spaces which offer both flexible workspaces for
creative business, but also provide education and training programmes designed for the
occupiers of the spaces and their business types. Two examples are given from the UK but
serving different parts of the CCI sector; Ideas Factory, Norwich; and Makerversity, London.
Makerversity provides co-working space for makers, there are workshops with tools and
equipment as well as conventional desk working space. Alongside this, they run a
programme of learning on a wide variety of topics to support businesses and the people
that run them. Examples include pitching, wellness, business risks, as well as product and
practical demonstrations.
Ideas Factory is a social enterprise set up to serve digital businesses. It operates within the
Norwich University of the Arts as start-up incubator space. However, it also provides
information, training and support for support areas beyond the creative specialism of the
occupiers such as tax and law clinic, mentoring, networking and funding information.
Both of these examples show how skills development services and training can be ‘piggy
backed’ on an existing service – in these cases co-working spaces.
An additional point here is that both of these projects are based in physical locations and
develop there allied training programmes to also based in their physical locations (although
of course there will also be an online presence). This may be particularly noteworthy for
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Idea Factory as it is designed to serve a digital community which might indicate training
could easily be developed online, but the chosen primary delivery route is location based.
The Valletta Design Cluster is also an example of a co-working and maker space, but it has a
wider aim and focus that uses user centred design to promote design, entrepreneurship and
social impact. It was a flagship project of Valletta 2018 European Capital of Culture, and is now
administered by the Valletta Cultural Agency.

3.14

Collaborative and multidisciplinary working

Polifactory in Milan, Italy was set up by several departments in the Polytechnic of Milan
(Design, Electronics, Information and Bioengineering, Mechanics). Its purpose is to create a
multi-disciplinary centre of competence that interweaves and strengthens different design
cultures. This is achieved by developing a range of programmes involving multiple partners
such as research and experimental activities.
One significant difficulty reported by Polifactory is that of bureaucracy when working with
public bodies and that using an experimental approach where multiple solutions are tried
can be hampered by administrative constraints. This difficulty should not be overlooked
when considering implementation models for DeuS as it may significantly impact on
replication across different settings. In order to mitigate against this, it may be possible to
develop strategy guidance that specifically addresses this aspect, for example drawing on
the experience of DeuS partners to provide tools for dealing with multiple bureaucratic
organisations by addressing their common concerns or ways of working.
Collaboration is extensively referenced by the case study projects; it is also that case that
some illustrate collaborations of partners who would not normally be brought together. An
example is the work of Pamela Baldacchino with the Mater Dei Hospital in Malta. Here the
artist introduced art and design into a medical setting as an integral part of medical therapy.
This project illustrates the active and determined pursuit of a partnership of parties that
would traditionally be thought of as unaligned and exemplifies where such collaborations
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can yield effective outcomes. It is a potential lesson to look beyond established, traditional
or conventional boundaries in disciplines and working partnerships.
3.15

Training for CCIs

Polifactory, like other case study projects, has implemented a programme of training and
learning. Several initiatives have been set up including experimental activities based around
scenario setting where design challenges are set related to the integration of design,
manufacturing and innovative technologies. Polifactory also recognises the peer to peer
learning that occurs naturally in such collaborative spaces and augments this with a
programme of mentoring and coaching in design competences as well as entrepreneurship.
Another maker community that also provides specific and targeted training is Mayer Makes
EU, Austria. Here, collaboration is seen as key to innovation – a theme commonly found
both in the literature and extolled by policymakers. To facilitate innovation through
collaboration, a specific workshop programme has been developed that addresses the key
points such as:
● intellectual property
● Communication
● Project risks
● Conflicts
● Internal processes
● Critical thinking
● Project development
● Steps going forward
These themes echo those identified in the literature and in research carried out into skills
gaps within CCIs as outlined previously, so this approach could form part of an expanded
analysis to look at effectiveness and potential for replication.
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A similar approach is taken by InnovationRCA, UK. Operated by the Royal College of Art,
InnovationRCA operates an incubator for new graduates and aims to support and nurture
new creative business through the provision of support services and skills such as
commercialising mentoring and access to business experts.
CLOCK, UK is an approach to professional development for the creative industries that seeks
to provide creative professionals with equivalent qualifications to higher education but
based on knowledge gained through work and practice. It provides a learning curriculum
and framework that is flexible to enable any creative worker to access and it is also kit based
and open enabling learning to take place around an individual’s work. Mentoring, learning
and assessment is partly undertaken by peer review and with quality assurance processes
and structure built in to enable validation of qualifications gained. The qualifications are
certified by the Scottish Qualifications Authority at Scottish Credit and Qualifications
Framework (SCQF) or European Qualifications Framework (EQF). The programme is person
centred in that the skills developed and assessed are based on the work and practice
context of the individual and their particular needs. This person focus appears to be a
particularly important factor to consider; are skills developed for the benefit of firms that
need skilled workers, or for the benefit of autonomous individuals and their own
empowerment within the labour market. This may be a philosophical question to be
addressed in the development of the DeuS project.
3.16

Conclusions

It is suggested that in parallel to further work, these case studies are interrogated further
and with greater detail in relation to the emergent form of the DeuS project and its
developing aims. It is suggested that the collection of case studies continues and that
selection criteria are more closely aligned with particular areas of focus that develop in the
project, for example types and methods of participation, partnership development between
agencies, funding mechanisms. Along with a focused analysis of case studies, it would be
beneficial to also have an understanding of the success of projects and an assessment of
their sustainability. It could also be beneficial to examine in more detail the transition from
a one-off investments, for example in building renovation or urban renewal projects where
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physical infrastructure is reated, to the on-going operation of service provision (such as skills
training) and how financial sustainability is achieved. Consideration could also be given to
collecting case studies that are considered poor examples in their outcomes in additional to
exemplars, as these may provide focused lessons for the development of the DeuS project.
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Section 4: Workshops
4.1

Introduction

As part of work package 3, focus group workshops involving CCI stakeholders were
undertaken at national and EU level.
Seven national focus group workshops took place between May and June 2020. Due to the
Covid-19 travel restrictions, these took place using online video-conferencing platforms. A
further focus group workshop, hosted by the Creative Business Network (CBN), took place in
June as part of CBN’s BRIGHT festival. A final EU-level workshop is planned for September
2020, to be hosted by the European Creative Business Network (ECBN), aligned with
ECIS2020. This last workshop is scheduled to enable us to discuss and elaborate on themes
arising from the stakeholder analysis.

Date
Fondazione Matera Basilicata 2019 /

5 & 19 June

Materahub, Italy
Vytautas Magnus University, Lithuania

22 June

Xamk University, Finland

24 June

Creative Region Linz, Austria

15 June (6 preceding interviews in May)

Valletta Cultural Agency, Malta

14 May

Creative Industry Košice, Slovakia

12-14 May

UWTSD/Wales

12 May

Creative Business Network, BRIGHT;

30 June

Denmark
ECBN, Netherlands
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Scheduled: 11 / 25 September

The aim of the focus group workshops was to draw together a range of CCI stakeholders to
facilitate a structured discussion on themes including:
● The main challenges for CCIs both during the Coronavirus COVID-19 restrictions and
generally.
● Collaborative ways to solve challenges
● Important skills and competences for the Creative and Cultural Industries (CCIs) now
and in the future
● Examples of barriers to working collaboratively and existing solutions
● Formal / informal education experiences
o The relative value of these experiences
o Gaps in education systems and existing solutions
● Identify vocational training platforms
o Experiences of online training platforms and what is missing
● What are the main trends in training (both formal and informal) for CCI operators
that you have observed over time?
The findings will be used to define a coherent sectoral strategy and finalize the SWOT
Analysis which will influence the developments of subsequent work packages.
4.2

Stakeholders

The range of stakeholders involved included:
● CCI Practitioners/ Freelancers
● CCI Enterprises
● Researchers
● CCI Advocacy Bodies/ Policy makers
● Funders
● Educators
DeuS partners adopted a format and structure most relevant at a local level. Workshop
participants were sent an overview of the topics to be discussed in advance of the
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workshop. During the sessions, each partner had a note taker to record responses. Each
partner provided a report of all their findings for analysis.
As discussed in section 2, Creative and Cultural Industries is a ‘catch all’ term for a vast array
of enterprises and practitioners encompassing Fine Art, Performance, Craft, Design,
Architecture, Film and Media to name but a few. Individuals classed as CCI have equally
diverse educational backgrounds, business structures, and personalities. While the findings
of the Focus Groups/Interviews may represent the circumstances and beliefs of a number of
the enterprises and practitioners, they may not be relevant to all. In order to rank the
perceived importance to contributing stakeholders, the findings from partner focus group
workshops were compiled and grouped into themes by the frequency in which they were
mentioned.
In order to reflect differing national perspectives, quotations and summarised comments
from workshop reports include reference to the country hosting the workshop.
4.3

Key themes

4.3.1 An identity crisis / definitions / a fragmented sector
Some emerging themes are felt with greater magnitude in certain countries than others. In
Italy the focus group responses are dominated by the awareness that the Cultural and
Creative Industries are fighting for a clear identity and recognition of the value, both
economically and culturally of the sector. This theme was noted to a lesser extent by
participants from Austria and Finland. While this was not a theme that emerged from all
countries, the findings of the literature review supports the argument that greater clarity is
required in order to enable collaborations outside of the CCI sector.
At the Creative Business Network Deus Policy Round Table event, speaker Barbara Stacher
reminded everyone that “The cultural and creative sectors include a wide range of
economic sectors: architecture, archives, libraries and museums, artistic crafts, audio-visual
(including film, television, video games and multimedia), tangible and intangible cultural
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heritage, design (including fashion design), festivals, music, literature, performing arts,
books and publishing, radio, and visual arts.”
Since the 1990s the term CCI has been used in academia and by policy makers, however it
may not be a term that is widely recognised by CCI professionals. Italian focus group
participants outlined the need for a clearer definition than the term CCI: “Definition of what
the Creative Industry represents is needed as it encapsulates a vast unmanageable
spectrum” (Italy) “the term CCI is not well known and is often misunderstood” (Italy).
An Austrian participant noted, “Cultural AND creative industries are lacking affiliation, the
“term” CCI is a notion, which is not inclusive” (Austria).
Italian participants noted, “Recognition is difficult due to the fragmented and
heterogeneous nature of the sector both with content and form…” (Italy)
Supported by Austrian participants, “Culture is not perceived as “decisive factor” for
regions; Culture and economy are existing in parallel worlds; there is a lack of alliance and
twinning” (Austria) and that there needs to be an “Appreciation of creativity as a monetary
value” (Austria).
The issue of the heterogeneous nature of the sector is compounded by the fact that many
CCIs work in silos (Italy/Austria/Finland) and that “…absence of networks and
representation within a fragmented system and therefore lack of critical mass which means
the sector is unable to communicate their needs to the policy maker” (Italy).
At the Creative Business Network Deus Policy Round Table event, speakers from the Deus
project highlighted. “it is now time to break away from silo thinking and look at the role arts
and culture should have in society through a multidisciplinary and holistic approach”
(Finland).
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But it was recognised that the CCIs need support to do that, “there is also a need for
mediators between the arts & business, as they live in different worlds and speak different
languages” (Finland).
Paolo Montemurro, DeuS Partner, Materahub noted that “Although almost all regions
integrated the cultural and creative industries into their smart specialisation strategy, it is
still difficult to involve the relevant stakeholders into the design of policies for the cultural
and creative sectors.” (Italy). Supported by participants in the Welsh focus group who raised
the topic of “underrepresentation of creative industries in policy making decisions”.
This may arise from difficulty of communicating the value of the CCI sector with policy
makers, as the impact of CCIs to the economy is more complex to quantify than other
sectors “CCI sector lacks a data analysis culture combined with a lack of transparency in data
collected. Training is needed on this and at the same time a clear definition of WHAT needs
to be measured (to then understand how)” (Italy).
“The CCI sector needs more entrepreneurial attitude and aptitude and use metrics that are
identifiable beyond the sector and adopted in the same way.” (Italy)
Participants in Austria reinforced the importance of involving the CCI sector in policy
decisions “Most of CCI are intrinsically motivated to solve social and environmental
challenges. They should be actively integrated in regional (open) innovation ecosystem.”
(Austria).
Collaboration with the local community is important to recognise both issues and potential
solutions. “Inclusion and participation on a local level should be a central objective for
development within CCI but often it is not achieved or even attempted”, (Italy). “Too much
dependence on calls which detracts from responding to actual needs within the community.
(Italy)”
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4.3.2. Collaboration/Cooperation: Value
The need to break down the silos and work in collaboration within other CCIs, wider
industrial sectors and the community has been outlined above. Most of the focus groups
highlighted numerous reasons why skills in setting up a collaboration and working
collaboratively are essential. They list the benefits that can flow from collaboration. While at
the same time highlighted why this is often difficult for CCIs.
“Regarding finding solutions in a collaborative way, participants find great value in
interdisciplinarity and believe projects should more interdisciplinary as one can learn a lot
from other people’s practice” (Malta).
“While collaborating, sometimes people find themselves in the situations, that normally
they would not be part of. As they have the common goal with the person they collaborate,
it is easier to approach towards it”, (Slovakia).
The importance of interdisciplinary collaboration was further discussed:
“Cross-sectoral communication and collaboration is one of the most important common
competence needed right now for CCIs. Ability to collaborate with a professional from the
different sector, different context is of high importance as the border between different
sectors disappears already”, (Lithuania).
“Ability to identify potential collaborators, to identify possible links between different
objects within or outside the sector”, (Lithuania).
“[It is] important is to know the difference between the real collaboration (equal partners)
and when one part is customer and other supplier”, (Slovakia).
“When a challenge is the “big capacity” of the project (time consuming, different tasks
including – when artist needs to apply for the funds, manage the tasks, do the production –
this is a common issue in Slovakia for example) = cooperation is the answer” (Slovakia).
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4.3.3 Barriers to collaboration
However, it seems that sometimes professionals do not understand the importance of
collaboration. “They all underlined how important collaborations are when creating artistic
content, with multi- and interdisciplinarity being often underestimated because not
considered/ understood”, (Malta).
Often it seems that professional simply do not know how to collaborate, how to connect
with other professionals and communities. Participants in Slovakia identified this as a main
challenge for CCIs “Be able to do a real networking, when it leads to the cooperation”.
”…cooperation in general is a challenge. To know how to connect the communities, to find
the right way how to engage the stakeholders”.
“Respondents are open for the collaboration, if [they are] not collaborating is mostly
because of they are not aware of any “right” format or need the “push”, starting point”,
(Slovakia).
“The barriers are for example the networking itself, there is no formal networking that is
“facilitated”, some formal platform, networking is applied just free conversations, so it does
not lead to the specific outcomes”, (Slovakia).
Other issues are more personal, for example the issue of trust. “The Educator emphasized
barriers to working collaboratively - ability to cooperate and trust, individualism and
unwillingness to enrich own ideas with competencies of others. Creators treat themselves
as a value and sometimes it complicates cooperation and ability to exchange with each
other values”, (Lithuania).
“Sometimes people are afraid to share their ideas and experience with others as they think
they could get “stolen”, (Malta).
“When cooperating, important is to FINISH the tasks (be able to rely on the partner)”
(Slovakia).
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4.3.4 Collaboration – need for structure
A number of participants highlighted the need for structure to ensure effective
collaboration:
““Anything new is seen with suspicion” (artists). Sometimes collaboration is perceived as a
confused thing and there is no clear understanding of how a project could be multidisciplinary, resulting in multi-disciplinarity being sometimes forced (artist, CCI Advocacy
body representative)”. (Malta)
“Cooperation fail because collaborations are often not properly set up, clearly structured
and planed and roles are not defined properly……. - Lacking of clearly defined collaboration
framework (goals, definition of roles, workload, property rights, ….)” (Austria).
In the Wales focus-group, the need to negotiate aims and aspirations for the collaboration
was mentioned with a participant mentioning that there can be misunderstandings and
different cultural expectations without appropriate planning, (Wales).
It was identified that “Competences in Cooperating need to be learned. Most of CCI are
open and willing for cooperation but are missing know how on how to set up and run
cooperation properly. (Austria)” Peer to peer learning was identified as a potential way to
learn skills in collaboration, these suggestions will be highlighted later.
4.3.5 Need for physical space
While congregating in physical spaces has been limited during the COVID-19 pandemic the
face-to-face element is still seen as important to enabling collaboration. Everyone has
learned to use digital alternatives but often CCI activities are physical. “…absence of
dedicated spaces - digital communities can work but physical spaces are a determining
factor for networking for the CCI sector”. (Italy)
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“The power of spaces: a safe space where cooperation can take place on eye and equal
level. Safe space is not only meant in terms of infrastructure but also in terms of
methodological approach and appropriate timeframe. (Austria)”
“Lack of infrastructure is recognised as a primary obstacle and the need for spaces” (Italy).
“Space and funding are recognized at times as barriers to project expansion and further
research”. (Malta)
“The Advocacy Body mentioned that there is a need of a place with complex services
provided”. (Lithuania)
4.3.6 Types of Skills Required for the CCI
As noted by an Austrian participant, “Important CCI Competences can be summarized in
-

Professional competences (software, product design, architecture…)

-

Transverse competences (creativity, communication digital skills)

-

Business Skills (Sales, Costs and Finance)” (Austria)

It is widely accepted that CCIs are highly skilled in their professional competencies, their
formal education equips them adequately for their creative profession. However, the equal
importance of Transversal Skills both Soft Skills and Business Skills was highlighted by all
partners as vital in enabling growth and collaboration of the sector as whole. There is a clear
sense among participants from all countries that formal education does not always provide
the wider skills.
4.3.7 Important Skills: ‘Soft’ Skills
All focus groups identified soft skills as being of key importance to CCIs. “The areas cited
most often were the so called ‘soft skills’ such as resilience and adaptability; as well as
emotional intelligence, cultural sensitivity, and collaboration. This reflects the uncertainty
and vulnerability of our current situation (Wales)”
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“Besides the artistic skills from a technical point of view, open mindedness is considered as
asset by all” (Malta).
Many of the skills listed by participants in Finland and Slovakia were soft skills “Sustainable
wellbeing knowledge, multicultural skills, ethical skills, problem solving skills, multiprofessional skills, social communicating skills, customer service skills, self-disciplinarity,
Creative industry coaching and mentoring skills (Finland)”. “proactivity…communication
skills, problem solving, time management… motivation …teamwork” (Solvakia).
“Very, very often mentioned emotional intelligence, the ability to solve conflicts and
empathize with the customer… needs (UX/UI).” (Slovakia)
“…critical thinking skill (Lithuania)”
“Technologies will be constantly changing, analytical thinking and the ability to adapt to new
situations will be one of the most important skills (Slovakia)”
“Soft skills and ‘attitudes’ of increasing importance (Italy)
“…need to be self-aware and to be willing to change their perspectives to accommodate
changing circumstances (Wales)”
“Negotiation, task management…emotional intelligence and cultural sensitivity and
collaboration (Wales)”
“Ability to filter information…In an age of information overload, there is value in filtering
and curating resources to find the most useful and relevant (Wales)”
In terms of acquiring these skills, participants in Italy raise an interesting point “Soft skills
have become central to training although less so in CCI sector because it is assumed
professionals already have them (Italy)”
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It was also noted that “It is difficult to train transversal skills like “Openness: we experienced
that it works to attract Creatives via buzzwords with incentives, mentoring is also a method
that works, good practices always work (Austria)”.
It was also noted that recognition of informal learning is important “…would be great if
there were a better appreciation of all I have learned informally. My students now gain from
what I have learned from my informal learning. At this stage, would be very beneficial if
society could acknowledge all these different types of learning – as against only the exambased learning”.
An Italian participant noted that they are “talking also with Universities to understand how
formal credits can be applied to transversal skills (Italy)”
4.3.8 Skills gaps: Practical Business / Entrepreneurial Skills
Practical business skills and entrepreneurial skills were identified just as frequently as soft
skills. There is a perception that “education and creatives worlds have a common challenge
regarding lack of business/project management acumen (Italy)”
Project management
“The Advocacy Body mentioned project management is important for the CCIs as it involves
many different skills and competencies like finances and budgeting or planning/managing
resources. The speaker noticed that many creators outsourcing different services instead of
learning them personally.” (Lithuania)
This point was supported by participants in Wales who noted as a result of COVID-19 they
now wanted to “upskill so that they can bring some functions that are currently outsourced
back in-house (e.g. digital marketing and analytics). Either to save costs but also to develop
a better understanding of these functions should they need to take them on in the future”.
(Wales)
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Participants in Slovakia listed they type of business skills required by CCIs “project planning,
completion of things we come up with – be able to finish once you start; agile project
management; marketing and communication skills; know how to sell, how to communicate
individual things in the process, development, catching things to the end, how to sell to the
market; strategic marketing (Slovakia).
Digital Skills
The current situation has meant that everyone is now far more reliant on digital resources
than ever before any many have learnt skills which they previously had not considered
necessary. A number of focus groups raised technology as a necessary skill for CCIs.
“[in response to COVID 19] need to rapidly upskills in terms of digital communication and
ways of conducting business remotely” (Wales).
“Ability to adapt quickly to new technologies” (Slovakia).
“IT (programming and ability to communicate with new technologies)” (Lithuania).
Bid Writing
The challenge of securing funding was recognised, particularly the skills in writing
applications for funding or proposals.
“…skills identified included…….grant/funding bid writing” (Wales)
“Be able to ‘write’ the proposals for funds” (Slovakia)
“More practical training/knowledge needed (writing proposals in particular)” (Italy)
Innovation and Entrepreneurship
Being able to innovate and be entrepreneurial was recognised as important in growing
businesses.
“We monitored that CCI is well educated in professional skills but is lacking business skills.
Before starting cooperating it is important to understand how business works. It is also
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important for Creatives to have competences in innovation transfer methods like design
thinking, co-creation” (Austria).
“Ability to innovate and change business / entrepreneurship….being able to look to the
future. Developing products for what will be needed in a few years, reflect the needs of
customers, know how to sell the solutions. (Slovakia)
“The Educator mentioned innovation management and technology transfer studies in the
University of Management and economics which were very transformative as the
management skills are very important. (Lithuania)
“The CCI sector needs more entrepreneurial attitude and aptitude to produce and sell
creativity” (Italy).
“….whilst extra-curricular opportunities were very valuable, there is benefit in formalising
enterprise education”
“entrepreneurial skills not on a par to traditional ‘profit’ sectors (Italy)
“… competences should not be trained selectively but holistically e.g. like in accelerator
programs, where young entrepreneurs are trained, coached and guided tailormade to run
business and help them to grow” (Austria).
Realisation of Ideas
A particular challenge for CCIs identified by stakeholders, was the ability to convert
innovation and ideas into action and outcomes.
“…not so much a problem of protecting ideas but the skills to transform them into a reality
(Italy)”.
“…to be able to realize ideas… the idea is not enough” (Slovakia).
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“The big need to know how to understand the intersection between business and
implementation, know how to verify and test the ideas/solutions…. product oriented
approach - executive of ideas, transformation of ideas into reality, - brainstorming methods”
(Slovakia).
Costing and Pricing
For some CCIs there is a difficulty in putting a value on their activity, which makes pricing
services for clients more difficult. The issue is compounded by the view that the arts are not
recognised for their true value to the economy as discussed previously.
“Some difficulties can be found in financial instruments and how to determine the value of
your service publicly. Many projects often buy from the cheapest supplier, which makes
their competitors lower their prices too much… People should be allowed to talk about
pricing aloud”, (Finland).
“Skills on how to price creative service adequately (Austria).
Protecting Ideas
Intellectual property and protecting ideas was raised as an issue. “Problem of Protecting
ideas (IP, Copyright etc…) and problem of understanding ‘assets’ - confusing definitions and
complex, bureaucratic system leads to creatives often renouncing their rights which has an
impact on sustainability and challenges also project writers that need to be informed when
working with creatives”, (Italy).
Knowledge how to protect creator’s ideas is becoming of great importance. (Lithuania)
Monitoring and Evaluation
It was identified earlier that being able to quantify the impact of the CCIs is important to
prove the value of the sector to the economy. “Monitoring/quality measurement of public
engagement and impact urgently needed with a metrics able to measure not only
economic/numerical data but also the intangible data regarding social impact”, (Italy).
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4.3.9 Business / Entrepreneurial Skills: Complement not displace…
While it is important for CCI professionals to have an understanding of business and
entrepreneurial skills there was a counter argument in that “The Educator emphasized that
management skills are very useful and important but there is a danger for creators to
become managers. Also new technologies may modify or displace creativity…” (Lithuania)
Stakeholders in Italy noted “there exists a bias with transversal/business skills within the CCI
sector that often professionals do not want to associate themselves with such
competencies”, (Italy) and again in Austria “Some CCI have constraints against business
skills, they want to express their creativity not doing business” (Austria).
It is therefore beneficial for CCIs “… to build teams with complementary skills was
mentioned, with a blend of skills and strengths to avoid wasting time trying to do everything
yourself”, (Wales); a sentiment supported by “creatives need more support in responding to
financial opportunities (citing UK as a best practice) and also how to sell their ideas matching them with professionals that have the specific skills that a creative can’t be
expected to have”, (Italy).
Other solutions could include “The skill to create new business models based on sharing,
open access … in order to avoid the competitive environment” (Lithuania).
“So talking about IT skills maybe it would be good for creators to integrate some digital
solutions (budgeting, project management apps) into their activities. Knowledge how
different digital solutions is operating would fill the gap of some skills and competences”
(Lithuania).
4.3.10 Skills gaps: Personalise
It was recognised by some that often CCI professionals do not recognise what their skills
gaps are and what training would be most appropriate for themselves and their business.
CCIs need support in this area. A participant in Austria pointed out that there are two
different groups in vocational educational training, “the ones who know exactly what they
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need for their employability and for LLL [Life Long Learning] and the others who do not
know their skill gaps. Education systems need to provide some kind of ‘orientation training’
What are the future trends? what skills do learners need therefore? What is my individual
skill gap?” (Austria).
“Lack of CCI VET learners in knowing their learning needs. There are tons of training offers
but CCI need to analyse their competence needs to optimize their learning careers.”
(Austria)
“Creatives are not aware of their skill gaps; they are not planning education and training”
(Austria).
“Self-assessment tools can be helpful in conjunction with training” (Italy).
Be it a formal training needs analysis or more informal self-assessment tool this is an area
where the Deus Project could support CCIs.
4.3.11 Value of informal / peer learning
The exceptional value of peer learning was recognised by all as one of the most effective
mechanisms of informal learning. Mentoring and Coaching is seen as a key skill, to pass
knowledge and experience between professionals in the sector. It was recognised that not
only should CCIs engage with mentors but also they should learn to become mentors
themselves.
“We should find people who have a hunger for networking and then the possibility of
building something concrete grows. We need to find synergies that give possibilities for a
longer cooperation and let the participants teach each other instead of teaching them
something” (Finland).
“One participant (artist/ researcher) pointed out that CCI practitioners have to learn from
each other to build their relationship in terms of content; the exchange of skills comes
faster”, (Malta).
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“…added value of informal experience beyond or supplementing formal education. This
was considered to largely take place in employment, ‘rising to the challenge’, learning from
peers and networks” (Wales).
“The importance of learning from others, observing and listening was also cited as key to
personal and professional development” (Wales).
“P2P learning has to work on meta level; amical, on eye level, friendship based. Makers are
intrinsically collaboration not competition driven, (Austria).
“The Freelancer emphasized working with other designers within the different projects –
that was the best experiences and where the strongest education was happening. Learning
from the different professional – with different educational, practical background, different
point of view, culture”. (Lithuania)
“All participants emphasised the value of learning from experience and from others beyond
their formal education. Mainly from peers in employment.” (Wales).
“The trend is that we observe more holistic approaches: CCI are accompanied, trained and
mentored individually from their idea to market like in hubs and accelerators” (Austria).
“Mentoring/coaching” was seen as an increasing trend in training in Slovakia “Mentoring is
a great way of education, long term and systematic activities are preferable (tailorededucation according to the needs of the creatives)”, (Slovakia).
“Lack of peer mentoring/coaching and dialogue within CCI sector teams impacts process of
recognition and constructive feedback that leads to growth and also for networking”, (Italy).
“The Advocacy Body is planning to organize conference and masterclass classes based on
the mentorship where attendees could deepen their knowledge within the chosen topics.
The mentorship based trainings would be on the trends in the future”, (Lithuania).
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4.3.12 Importance of Industry Engagement with Education Programmes
The importance of Importance of Industry Engagement with Education Programmes was
recognised by all. Industry Engagement can inform curriculum development and provide
opportunities for work experience. Learning while working in a real life situation has a far
greater impact on the learner and teaches many of the soft skills required by practitioners.
“CCI entrepreneurs miss the PRACTICAL know-how (not the theory) informal education.
Universities are too theoretical and do not reflect the needs of the students” (Slovakia).
“What is a formal education worth when you cannot apply the skills in real life?”, (Austria).
It was noted that “Very much highlighted was the fact, that after the formal education
(universities), CCI entrepreneurs needed to get the extra experience in order to get the
practical know how, to become part of the functional networks”. (Slovakia). It is far better
for leaners to have these opportunities at the same time as formal study.
“One participant had a positive attitude towards the University for offering these
opportunities in addition to the specific programme, the other had a negative interpretation
and felt that this and other enterprise support should have been provided as part of the
curriculum”, (Wales).
Findings from the Creative Business Network Deus Policy Round Table event highlight that
“We must overcome the separation between the arts, science and technology.”
Furthermore “We must improve the education system to bring together people from
different disciplines so that they can learn from each other while working together on
concrete challenges.”
“The overall theme was increased industry and sector engagement within formal education.
The need to reflect ‘real life’ experience, including failure was a suggestion to further
support student development” (Wales) “‘real-world’ experience vital for students” (Wales)
“The importance of industry engagement in the design of HEI programmes…” (Wales)
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“In general, participants recognized the fact that a mix between formal training and an
independent exposure to artistic practice can give a more comprehensive preparation to an
artist approaching a professional career”. (Malta)
It would also be good for students to be granted more access to professionals already working
in their field of interest in order to unveil some of the technicalities of the job which are not
really tackled in their course. (Malta)
“Talking about formal education system there would be a need to provide creators with the
main competencies that are needed in the market – first of all thinking, ways of thinking, also
experiential training. Ability to work collaboratively and this competence should be gained
through practical experiences while visiting different environments, different contexts.
Where it is possible to experience different discipline culture”. (Lithuania)
“Balance needs to be developed between the purely theoretical approach on the job
learning” (Italy).
“Combining formal and informal VET to get out best of both worlds, both make sense in a
perfect combination. Formal goes from the basics to the practice and informal other way
round. Formal learning teaches you to apply the basics and informal shows you the
experience from practice. Both meet in the middle and allow you to critically rethink what’s
established and let you travel on new roads” (Austria).
“A student for a year after graduation could have kind of a harbour, adaption period working for a year with mentorship and leadership before he could enter the market and
start working independently”, (Lithuania).
The value of industry engagement in educational programmes was evidenced in that The
participant from a CCI enterprise mentioned that from the perspective of an employer, they
had noticed that in the recent couple of years, “…graduates from the same programme had
‘improved’ in terms of preparedness for employment, being more open to feedback and
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working harder”. This was attributed to greater dialogue between industry and the HEI
team developing the programme (Wales).
4.3.13 Experience with on-line platforms
In the context of Covid-19 and restrictions on face to face forums, workshop participants
gave their insights into the experience of working online.
Particular challenges cited include the deficiencies of online platforms such as Zoom that
have a time lag making the delivery of music lessons a challenge. A number of participants
mentioned that the Covid crisis had promoted thoughts of ways in which to use technology
to bridge a gap such as creating online training content. (Wales)
Using technology has its challenges, collaborative activities that involve teams can be
accommodated online but take longer. Some participants mentioned that email
communication and online meetings can introduce misunderstandings and that it can be
helpful to follow up with a summary of the discussion. (Wales)
A further challenge with online collaboration was mentioned, that it can be challenging to
draw people into a conversation online, with some voices going unheard if they don’t join in
due to their own confidence or problems with the technology. (Wales)
Other challenges associated with online collaboration include file sizes associated with
music and video particularly. The need to find novel ways to collaborative online was
discussed, particularly for education and non-lecture based workshop sessions. (Wales).
One educator participant mentioned that she is developing her skills in delivering online
lectures, having had a poor experience. She is taking inspiration from looking at online
short courses (no specific mentions) to inform her design of online courses. (Wales). Other
participants highlighted the opportunities offered “educators should use media which are
“liked” by students (i.e. they find it easy to access them)”, (Malta).
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Participants cited the challenges associated with online learning that has been precipitated
by the Covid-19 crisis. Challenges include the immense preparation needed, particularly for
interactive elements. The lack of dynamic feedback was also a problem, with the educator
unable to gauge engagement and understanding through direct observation (Austria).
Stakeholders also mentioned the importance of taking a user-centred approach to the
design of an online platform. It was also noted that open-source, peer reviewed platforms
are better accepted by stakeholders, (Austria).
Another educator mentioned the www.eciu.org project – training through the process. A
student chooses a certain project and develops it through the whole period of studying.
He/she is able to choose different credits from different universities that are involved in the
networking, (Lithuania).
Other participants pointed to non-traditional educational forums “Hackathons a learning
tools for makers to collaborate: learning by doing, playfulness; peer group decides on work
process … it does not feel like commitment. (Austria).
The theme of flexible learning, and a move away from a ‘talk and chalk’ model was further
developed in the Finnish workshop: The education system is outdated in many schools and
the themes in the lectures are old. We discussed how the cultural sector is in a constant
change, which would require new flexible teaching methods and possibilities for employees
with a long experience to go study easily and update their knowledge. This is a difficult topic
since it is hard to take roots in structures that don’t yet exist. Deus could build a flexible
learning and training approach, which suits for a world in constant change (Finland).
The focus group workshop in Slovakia gave especial consideration to training formats. The
outcomes from this topic are included in full below as they raise valuable insights for the
DeuS programme:

86

-

A form of workshop that you can do within the team (for an hour or two) a group of
people will run through some problem. During the exercises, solutions are found and
then the solutions are put directly into the process. So the solution can be made in an
hour / two. The reason - not to address this issues during theoretical meetings
(something like super short design sprint).

-

The seminars up to 3 hours, the content: combine a short theoretical part and then a
workshop practical part + leave the space for debate.

-

Webinars max for an hour and half (the whole day events are TOO much)

-

Speaking about the long-term education - online max hour of time, possibility of
personal consultations, tailor-made solutions, communication of vision and your
problem, but longer-term solutions.

-

workshops - solving a specific problem, two-day assessment centres, take the
customer problem and try to choose solutions to the problem. The added value can
be brought by a creative person. Consultations connect together with everyone and
see different perspectives/engage stakeholders.

-

practical education - workshop when something arises, when people learn and
contribute to the creation of something,

-

coaching, long term mentoring,

-

a database of virtual videos, training materials, articles, everything can be find in the
library. It would help to know how some things came into being. Know the production
process.

-

joined workshops, when people can learn from each other

-

if online webinars – only as an additional education activity

-

mentoring as a long-term education was very much highlighted by to CCI
entrepreneurs (have also the further coaching, further communication about the
issues provided)

-

one good experience with the university – when the pedagogues were leading the
students into the practical “life”, going beyond.

-

Erasmus for young entrepreneurs –EU programme, very beneficial for the young
entrepreneurs to gain the confidence plus skills and cooperate with the experienced
peers
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-

In a workshop - Thanks to online, we can involve many professionals who could not
be physically involved in educational activities. This way we can make it more
interesting, more valuable for the participants

4.4

Summary of findings

The emphasis of each focus group was varied, each partner country approached the activity
differently and recorded information in a variety of ways. However, clear consensuses
emerged.
● Cultural and Creative Industries are fighting for a clear identity and recognition of
the value, both economically and culturally of the sector.
● The term CCI has been used in academia and by policy makers, however it may not
be a term that is widely recognised by CCI professionals.
● The sector is heterogeneous and many CCIs work in silos.
● There is a need for greater collaboration within the CCI sector and wider into other
industrial sectors and with communities.
● Need for facilitated networking opportunities.
● Need for support to set up and run formal collaboration/cooperation projects.
● Need for physical spaces for collaboration, with integrated support functions.
● Need for greater monitoring and evaluation to support policy makers/ funders to
understand the economic value of CCIs.
● Learning is most effective when academic knowledge is combined with practical
know how and experience in the workplace.
● Peer to peer learning is recognised as the most effective form of informal learning,
particularly for acquiring soft skills.
● Industry engagement with education programmes enriches the curriculum making it
fit for purpose, while also providing opportunities for wider collaboration and live
projects for learners.
● Need to overcome the separation between arts, science and technology.
● The need to carry out activity online due to Coronavirus (COVID-19) has been very
challenging for many and has required adaptability.
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Each partner country identified the skills that they perceive as important for the CCI sector.
A table outlining the skills identified ranked by the total number of partner countries who
identified them can be found in the Appendix.
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Section 5: Survey Analysis
5.1

Introduction

Aims
To explore similarities and differences between the perceptions of freelancers, enterprises,
educators and other groups within the CCI sector in regards to importance of certain skills,
the quality of training provision and the role of collaboration.
Background
The data-gathering exercise took place in the context of the Covid-19 crisis. The surveys
opened on 20th April 2020 and remained open for a period of 10 weeks. During this time
there was clearly significant disruption to day to day life and business, with many CCI
stakeholders facing significant personal and financial pressures.
The number of survey responses was much lower than anticipated, however given the
singularity of the context this was unavoidable.
The low number of responses does present a challenge in terms of statistical
relevance. With this in mind, the surveys have been assessed as a means of identifying
themes for further investigation in the literature review.
Full details about the methodology, response rates and survey results can be found in the
Appendix section of this report. A short overview of the key findings is outlined below.
The key research questions:
●

What has been the impact of Covid-19 (and subsequent measures) on creative and
cultural industries?

●

How important are entrepreneurial skills and competencies currently and in the
future?

●
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What are the barriers to collaboration?

●

What is the role of education and additional training in creative and cultural
industries?

●

5.2

What is the role of policy in creative and cultural industries?
Conclusions

The four surveys ran for 10 weeks from 20th April 2020 and they received 219 responses in
total. With 97 responses from freelancers, 51 from enterprises (45 of which were micro
enterprises), 49 from educational establishments and 22 from a mix of advocacy groups,
policy makers and funders. This data-gathering exercise took place in the context of the
Covid-19 crisis.
The stakeholders were largely in agreement with the value of the Entrecomp skills and
competencies though did highlight additional areas including creativity, problem
solving, critical thinking, emotional intelligence and communication and leadership skills.
In relation to the effectiveness of formal education, only 34% of freelancers believed that
their formal education had prepared them to earn a living from their practice. Most areas of
the framework received medium or low ratings. In particular, it appears evident that formal
education does not adequately address the skills associated with obtaining funding,
protecting creative ideas or finance & budgeting.
The majority (76%) of the freelancers surveyed collaborate with others during their projects
and depend on others’ skill sets (71%). The main barriers preventing effective collaboration
include lack of awareness about opportunities for collaboration (61% of respondents) and
lacking the skills to write effective project proposals (61% of respondents).
Three major trends in education were derived from the survey responses; blended learning,
experiential learning and co-creation. Blended learning is the practice of using online
resources where appropriate to optimise the time spent learning in-person leading to a
more effective use of both the teacher and learners’ time. Experiential learning involves
practical and often project-based methods of teaching. These methods provide “real-world”
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experience to learners, allowing a clearer path between theory and application. Co-creation
in education is a collaborative pedagogy where learners are encouraged to openly
contribute to the design of their curriculum, and provide peer-to-peer support where
appropriate.
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Section 6: Conclusions and Recommendations
This report has highlighted the very wide range of information relating to CCIs and the
particular topics to be addressed by the DeuS project together with the diverse perspectives
this information provides.
The very broad landscape – of both resource material and perspectives of stakeholders
gives a wealth of information upon which to draw for the development of the DeuS project.
However, this also creates a circumstance where focus can be blurred and resultant actions,
interventions and outcomes are not effective.
The literature shows that the CCI sector as a whole is highly valued at national
governmental level and promoted as a future solution to job creation and improving wealth
and GDP. However, this positivity is not always reflected from within the sector, by
businesses and by the people who work in the industries.
It is noted that the various strands of this review have underlined similar themes. This
indicates that there are real and significant issues to be addressed that are important to
several stakeholder constituencies. For example, businesses report issues with skills along
with workers, and there have been various attempts to report and act on these skills
deficits. This is confirmation that the DeuS project occupying a critical space and that action
is needed.
This review has also shown that there is a multiplicity of voices offering commentary on the
CCI sector and its associated perceived problems together with solutions, both proposed
and enacted. This highlights one of the key aspects of the sector and one which may impose
a significant influence on the development of the DeuS project, that of diversity and
fragmentation.
In order to keep focus and clarity of purpose as the DeuS project moves forward, it is
suggested the process of dialogue and consultation to re-affirm direction and actions is
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continued both within the partners who have a wealth of knowledge and experience and
also through their contacts and networks. This process is likely best undertaken in WP4 as
part of the validation report that will provide direction for the DeuS project.
Given this, there are a number of topics it may be appropriate to discuss further.
6.1

Suggested topics for further consideration and discussion

Addressing the diversity and fragmentation of the CCI sector. This could include adopting
set definitions of industries that already exist, or some other taxonomy. Another option is to
consciously choose not to limit by definition, but to allow participants to self-define.
Addressing the disparity between the value placed on CCIs by governments in terms of their
economic worth (GDP, GVA), and the evidence that individuals working within the sector
often find their own worth to be under-valued. Should this disparity be reduced, and if so,
how?
Recognising that the CCI sector is far from homogeneous and that industries and
practitioners will have very different needs and wants in relation to training and skills
development. This could mean developing a response that is both flexible and modular.
Understanding where the training developed under DeuS will take place – will training take
place in a virtual environment or a physical location? A virtual environment will facilitate
quicker and less expensive delivery but could exclude specific parts of the CCI sector that
rely on physical spaces, processes or facilities (for example, some types of performance or
craft making). In addition, the existence of Localised Labour Markets (LLMs) within the CCI
sector could indicate particular and specific responses according to geographical location.
Being clear about who the project is serving. Is its purpose to provide a ready and plentiful
labour pool to ensure industry and business can maximise economic productivity, or is it
focused towards individuals and providing them with skills to increase their own economic
worth, opportunities and autonomy as actors within socio-economies.
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Accommodating future anticipated (and unanticipated) changes in patterns of consumption,
work and in technology which may happen rapidly, whilst also recognising that some
constituent industries with the CCI sector are highly rooted in tradition and historical
practices and exhibit significant inertia and developmental time lags.
Acknowledging the shift in power evident in the emergent technology creative sector (for
example music and TV streaming services where the creators have become subservient to
the content platforms. If this is something to be challenged, how should it be done and
what skills and strategies to creators need to do this?
Themes of resilience, responsiveness, robustness and adaptiveness so that change within
the CCI sector can be accommodated from the perspective of both industry/business and
individual workers that avoids or mitigates catastrophic disruption and associated
consequences such as industry decline and mass unemployment.
Understanding that innovation and development often happens at the boundaries of
existing structures (which could be individuals, businesses or creative disciplines), so that
fostering and enhancing collaboration, cooperation and interaction drives progress.
Understanding and addressing boundaries – those that define industries, disciplines,
businesses, locations, etc., and that actions at these boundaries (removing, aligning or
making more permeable) can lead to greater impacts
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Appendices
Workshop data:
Each partner country identified the skills that they perceive as important for the CCI sector.
The table below shows the skills identified ranked by the total number of partner countries
that identified them.

Important Sills for CCIs

Entrepreneurial skills
Critical thinking
Business Skills
Digital / technological skills
Creativity/Think outside the box
Problem solving
Communication skills
Design thinking
Collaboration / Cooperation skills
Management skills
Understand the needs of the customer/
customer service skills
Responding to financial opportunities i.e.
Grant/funding bid writing
Soft skills
Emotional intelligence
Marketing /branding skills
Networking skills
Ability to innovate
Time management
Creativity as a problem solver
Openness
Budgeting and finance skills
Research/ Knowledge Transfer skills
Traversal skills/horizontal competencies
How to sell their ideas / sales skills
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Mentoring and coaching
Resource management
Cultural sensitivity/ Multicultural skills
Online communication skills
Analytical thinking

Important Sills for CCIs

Logical thinking
Ability to adapt
Flexibility
Holistic approach
Product-oriented
Practical skills
Interdisciplinary skills
Presentation skills
Motivation skills
Look to the future
Audience development skills
Brainstorming methods
Project planning
Agile project management
Strategic skills
Interdisciplinarity /Cross sectoral
communication
Self-presentation
Proactivity
Organisational skills
Ability to persuade / discuss
constructively
Skills on how to set up a cooperation
Cooperation mind set
Costing and Pricing
Facilitation skills
Creativity as a business skill
Innovation transfer skills
Conflict resolution skills
Protecting ideas
Skills to transform [ideas] into a reality
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Team management
Professionalism
Multi-skilling / Multi-professional skills
Resilience
Ability to adapt to change
Self-aware
Observing skills
Listening skills

Important Sills for CCIs

Negotiation skills
Ability to filter information
Task management
Online delivery skills
Practical skills
Environmental expertise
Sustainable wellbeing knowledge
Ethical skills
Self-discipline
Strategical skills
Culture political skills
Leadership skills
Event organizing skills
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Survey Analysis
Introduction
Aims
To explore similarities and differences between the perceptions of freelancers, enterprises,
educators and other groups within the CCI sector in regards to importance of certain skills,
the quality of training provision and the role of collaboration.
Background
The data-gathering exercise took place in the context of the Covid-19 crisis. The surveys
opened on 20th April 2020 and remained open for a period of 10 weeks. During this time
there was clearly significant disruption to day to day life and business, with many CCI
stakeholders facing significant personal and financial pressures.
The number of survey responses was much lower than anticipated, however given the
singularity of the context this was unavoidable.
The low number of responses does present a challenge in terms of statistical
relevance. With this in mind, the surveys have been assessed as a means of identifying
themes for further investigation in the literature review.
The key research questions:
●

What has been the impact of Covid-19 (and subsequent measures) on creative and
cultural industries?

●

How important are entrepreneurial skills and competencies currently and in the
future?

●

What are the barriers to collaboration?

●

What is the role of education and additional training in creative and cultural
industries?

●
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What is the role of policy in creative and cultural industries?

Methodology

Method
During the development of the surveys it became apparent that one survey would not be
suitable for the variety of individuals, organisations and enterprises which make up and
support the Creative and Cultural Industries. As a result, four separate surveys were tailored
to be relevant for the different target audiences. In each of the four surveys there were
twenty three questions. Although the language was tailored to each target group, questions
were related across all 4 surveys. Survey contained a mix of 5-point Likert scales, open fields
and drop down selections.
The surveys were developed in Microsoft Forms and published on the DeuS website. All
project partners were asked to use their networks and communication channels to promote
the surveys. Partner organisations involved in the project are located in Austria, Denmark,
Finland, Italy, Lithuania, Malta, Netherlands, Slovakia and UK. However, the surveys were
not restricted solely to stakeholders within these countries.
This was done via a multitude of formats and platforms including direct email contact,
newsletters, Social Media (Facebook, Twitter, LinkedIn). The surveys were live for a period
of 10 weeks from 20th April 2020 to 1st July 2020.
The data shows that it took respondents between 20-30 minutes to complete a survey.
Target
The DeuS project partners wished to target a wide variety of stakeholders within and linked
to the Creative and Cultural Industries. These included Freelancers and Enterprises,
operating within the sector as well as Educators, advocacy groups, funders and policy
makers providing support and training to the sector.
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Questions and themes covered
The first section of the survey gathered demographic and basic information including;
●

location (drop down of European Countries)

●

area of activity (drop down of categories derived from NACE (Nomenclature of
Economic Activities) codes which are recognised across Europe.

●

gender identity,

●

size of their workforce/student body (for enterprises, educators and advocacy/policy
groups)

●

level of education provided (for educators)

●

disciplines taught (for educators)

While originally designed to focus on education and collaboration, the surveys were to be
launched into a fast moving situation where the impact of Coronavirus - COVID 19 had
become critical and putting the future of the creative and cultural industries at risk.
Therefore a section was added to understand the impact of COVID 19 on respondents and
to place the rest of the survey in context. The section covered:
-

extent of disruption to activity (multiple choice ranging from ‘completely’ to ‘not at
all’, with open field for further comments)

-

methods employed to adapt/cope (multiple choice, with open field for further
comments)

Next the respondents were asked to rate the importance of a set of skills and competencies,
both for the current context, plus for the future, considering the changing nature of
employment.
Another key theme was collaboration: respondents were asked a series of questions relating
to the benefits of, barriers to, and how to encourage collaboration.
Education was a further topic, with questions relating to how well education had prepared
learners for employment or professional practice, as well as experience of further education
and training.
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Results
Overview
The surveys opened on 20th April 2020 and remained open for a period of 10 weeks.
Closing on 1st July 2020

Response rates
Survey

Quantity

Freelancers

97

Enterprises

51

Educators

49

Advocacy

22

Grand Total 219

The surveys received 219 responses in total. With 97 responses from freelancers, 51 from
enterprises (45 of which were micro enterprises), 49 from educational establishments and
22 from a mix of advocacy groups, policy makers and funders.
The low numbers of respondents overall makes the data less robust, however interesting
themes have been identified and responses correspond with findings from focus groups. For
the period of time that the surveys were live, almost all countries within Europe were in
various stages of lockdown due to Coronavirus (COVID-19). Many organisations across
Europe launched surveys to gauge the impact of Covid-19, the low number of responses
could be due in part to general survey fatigue.
DeuS members originally surmised that freelancers would be the most hard to reach group
when in fact the survey aimed at Freelancers had the most respondents.
Of the freelancers that responded, 54% identified as women, 43% men, 2% preferred not to
say and 1% non-binary.
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Location
Partner organisations involved in the project are located in Austria, Denmark, Finland, Italy,
Lithuania, Malta, Netherlands, Slovakia and UK. Italian partner is the lead.

Location of survey responses
High (>20) responses from Austria, Italy, Malta, Slovakia and the United Kingdom
Medium (14) responses from Finland
Low (<10) responses from Bulgaria, Czechia, Denmark, Germany, Greece, Hungary,
Lithuania, Luxembourg, Netherlands, Pakistan, Poland, Portugal, Romania, Serbia, Slovenia,
Spain, Switzerland, Turkey
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While the surveys were open to all countries across Europe it is clear that the majority of
responses came from the countries where partner organisations are located.
All partners promoted the surveys via their own communication channels in particular via
social media. In addition, connections were explored with other current EU projects
including DISCE and FLIP to increase visibility. The survey was also loaded on to the FLIP
‘Creatives Unite’ website.
Fields of activity
Each survey aimed to capture the area of activity of the respondent. For conformity the
drop down list of activity areas was derived in the most part from Nomenclature des
Activités Économiques dans la Communauté Européenne (NACE) codes which are
recognised across Europe.
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Freelancers;

High number of the freelancers categorised themselves within the field of 'Design' or 'Project
development, management and regeneration'.
Enterprises;

High number of the enterprises categorised themselves within the field of 'Project
development, management and regeneration'.
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Impact of Covid-19 on CCIs

Key:
●

Positive impact - activity has improved

●

Not at all – activity is continuing

●

A little – activity has reduced but some activity is ongoing

●

A lot – most activities have ceased only a small amount of activity continues

●

Completely - I am unable to carry out any activities

Observations:
As stated above, for the duration of the period when the surveys were live most European
countries were in some level of lockdown as a result of the Coronavirus pandemic.
Questions relating directly to the impact of Covid-19 were added to the surveys just prior to
their launch. Results show that half of respondents indicated that they had been impacted
significantly, with most activity having ceased and only a small amount continuing.
Respondents left comments indicating that while planned activity was disrupted
significantly, new approaches had quickly been adopted and activity adapted to suit the new
context.
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FreelancersEnterprises
(n=97)

Educators Advocacy

(n=51)

(n=49)

(n=22)

working 43%

63%

36%

31%

We can carry out all activity online 30%

29%

13%

8%

ways of delivering activity 20%

37%

21%

20%

We are able to access government support 16%

10%

2%

0%

12%

5%

8%

0%

2%

2%

6%

5%

0%

We have adapted activity to enable online

We have developed new and innovative

We would like to access training to deliver
activity online 10%
We have not been able to adapt to online
working in any way 7%
We have accessed training to deliver
activity online 4%
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We have had to supplement income with
other activities 0%

8%

0%

2%

6%

8%

4%

We have changed our activity completely in
order to deliver online 0%

As a group, enterprises adapted more easily to working online, 63% of enterprises stated
that they had adapted activity to enable online working. With no respondents unable to
adapt in any way to online working.
43% of freelancers adapted activity to enable online working, 30% are able to carry out all
activity online. 7% were not able to adapt in any way to online working.
Relatively low number of Freelancers (6%) and Educators (8%) had changed activity
completely in order to deliver online.
Very low numbers across all groups had accessed training to deliver activity online and
similarly low numbers were interested in accessing training.
Only 16% of Freelancers and 10% of enterprises were able to access government support.

Entrepreneurial skills and competencies
Skills and competencies explored, adapted from the The European Entrepreneurship
Competence Framework (EntreComp):
Taking the initiative

●

Working with others

●

Digital skills

●

Planning & management

●

Spotting opportunities

●

Coping with change

●

Written communication

●

Finances & budgeting

●

Obtaining Funding
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●

●

Protecting ideas

Observations: educators undervalue the importance of written communication,
finance/budgeting/funding and intellectual property skills, despite recognising that they are
important skills for the future.
The majority of skills listed were seen as being of importance both now and in the future.
Protecting ideas did not rate as highly as the other skills.
Obtaining funding did not rate as highly for freelancers or enterprises as it did for advocacy
groups.

Overall difference:
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When the data set is combined across respondent types, it becomes clear that all
skills/competencies are recognised as likely to be more important in the future compared
with now.
In addition to the skills outlined by the Entrecomp framework, a range of themes emerged
from the responses to an open comment field. Including creativity, leadership, problemsolving, critical-thinking, emotional intelligence, communication and leadership
Additional skills identified from open comments field and groups into emergent themes:
Creativity:
“Creativity”
“Creativity, Critical thinking, Entrepreneurship”
“Creativity. Communication (all forms). Inter, multi and transdisciplinary practices. “
“creativity, teamwork, future literacy”
“yes, divergent thinking, creativity, compassion and empathy, resilience.”
“Thinking outside the box and developing creative skills”
“The skills list does not capture the tenets of the creative act in my opinion. The changed
nature of digital collaboration, and the barriers to discussing, developing, realising and
resolving outcomes requires a specific mindset, digital literacy and intention - without
considering hardware and accessibility. The shift from physical creative collaboration to
digital is currently very unsympathetic.”
“Yes...passion… curiosity driven exploration...commitment...values the analysis doesn't
mention social capital…”
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Problem solving / critical thinking:
“Problem solving, creativity, communication (beyond written, such as presentations).”
“Critical thinking, complex problem solving/dealing with complexity, ecological mindset,
entrepreneurship skills, learning & adapting”
“Critical thinking - social skills”
“Critical thinking such as trying to understand any information in the broadest possible
context”
“Creative and rational thinking at the same time (Abductive thinking; Divergent and
Convergent thinking); ability to experiment; ability to visualize; prototyping”
“The ability to understand multiple disciplines. The ability to Think Critically and Creatively.
the ability to go for idea generation to project implementation.”
Emotional intelligence:
“Emotional and social skills”
“Empowering social and personal skills”
“emotional intelligence, creativity, cross-cultural-skills, critical-thinking”
“emotional intelligence”
“Self-awareness, Value (generating and recognizing values), time management (in terms
also of well-being)”
“Change Management, coping strategies”
Communication and leadership:
“Communication, time management, self-care, psychohygiene”
“leadership”
“entrepreneurial thinking, informal and network leadership, learning-to-learn, project
management, people skills, facilitation skills”
“Bartering and skills sharing beyond the financial use of 'money' as a system. Cultivating
transitional spaces for diversity to encourage the emergence of new and culturally situated
ideas.”
“leadership of remote teams, building virtual teams, trust and security within the team”
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Other:
“Consistent”
“Priority Management, To take time to do nothing, self-reflexion”
“Obtaining an adaptive and playful mindset and tools and practices to navigate the
uncertainties we will increasingly face.”
“stakeholder management, scenario analysis and planning, prototyping, data analysis”
“practical skills”

Skills in the workplace:

Enterprise (n=51)
To what extent are new

To what extent do your more

employees coming to you with an

experienced employees have an

adequate level of these skills and

adequate level of the following

competencies?

skills and competencies?

4.0

4.2

3.7

4.4

3.6

4.3

3.5

4.1

3.4

4.2

3.2

4.0

management

3.2

3.9

Protecting ideas

2.7

3.2

Digital skills
Working with
others
Written
communication
Taking the
initiative
Coping with
change
Spotting
opportunities
Planning &
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Finances &
budgeting

2.6

3.5

2.3

2.8

Obtaining
Funding

Responses indicate that enterprise stakeholders feel that their current employees have an
adequate level in most skills areas and higher than new employees coming into the
organisation, except in the area of digital skills where new employees are on a par with
existing employees. Protecting ideas and obtaining funding are skills with which both new
employees and existing employees are less well equipped.
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Barriers to collaboration

Reasons for collaborations:
Freelancers (n=97) Enterprises (n=51)
Collaborating for the needs of a particular
project

76%

51%

Working with people with different skill sets

71%

82%

I have access to co-working space

23%

0%

user

57%

63%

Requirement of a grant / funding application

30%

33%

I don’t work collaboratively

2%

0%

Working collaboratively with the client / end

Majority (76%) of the freelancers collaborate with others during their projects and depend on
others’ skill sets (71%).

Barriers to collaboration:
Freelancers

Enterprises

(n=97)

(n=51)

Don’t hear about opportunities

61%

24%

Struggle with writing proposals

61%

4%

Financial constraints

59%

41%

together

47%

18%

Location

41%

12%

and ideas

22%

12%

Prefer to work alone

31%

4%

Lack of spaces and infrastructure to work

IP issues – concerns about protecting my work
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It’s not necessary or relevant

25%

12%

Language barriers

16%

10%

61% of freelancers stated that a major barrier to collaboration was lack of unawareness of
opportunities.

Observations
Highest among freelancers
Don't hear about opportunities (61% of respondents)
Struggle with writing proposals (61% of respondents)
Financial constraints (59% of respondents)
Highest among enterprises
Financial constraints (41% of respondents)
Don't hear about opportunities (24% of respondents)

61% of freelancers don’t hear about opportunities for collaboration, highlighting the
importance of networking groups locally, nationally and internationally, i.e. Design Swansea.
Enterprises struggle less with these issues with only 24% stating that they don’t hear about
opportunities.
61% of freelancers also struggle with writing proposals. Whereas only 4% of enterprises said
that they have trouble writing proposals. This points to a need to provide training to
graduates and embed this as a skill in courses.
Financial constraints are considered a barrier for 59% of freelancers and 41% of enterprises.
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Role of education and additional training for CCIs
Formal education:
Did your formal education prepare you to earn a living from your
practice? Freelancers (n=97)
Yes

34.02%

No

41.24%

Maybe

24.74%

Only 34% of the freelance stakeholders believed that they formal education had prepared
them to earn a living from their practice.

Observations:
Most areas received low ratings, indicating that formal education does not adequately
prepare freelance creatives. In particular, formal education does not address ‘obtaining
funding’, ‘protecting ideas’, finance & budgeting’
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Upskilling:
How would you rate your experience with the following methods of formal and nonformal training? (Rating 1-5)
Enterprises
(n=51)

Freelancers (n=97)

Non-accredited workshops

4.0

3.9

Higher Education – degree etc

4.0

3.8

Conferences

3.8

3.8

Vocational Educational Training / apprenticeships

3.7

3.7

Online courses (MOOCs)

3.6

3.4

Evening classes

3.3

3.6

Observations:
Non-accredited workshops rated above online or evening classes.
What areas were covered by the training you’ve engaged with?
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Enterprises (n=51)

Freelancers (n=97)

Digital skills

53%

46%

Social media

49%

29%

Marketing

47%

31%

Business skills

41%

32%

Finance

22%

7%

Human Resources

22%

9%

Language training

18%

23%

Budgeting

12%

8%

Grant-writing

8%

13%

I have not accessed additional training

12%

19%

Observations:
Around half of the enterprises have engaged in additional training for digital skills (53%),
social media skills (49%) and/or marketing (47%).
88% of the enterprises had accessed additional training.
81% of the freelancers had accessed additional training.
Lowest engagement with finance and budgeting training.

Trends in education:
What are the main trends in training (both formal and informal) for CCI operators that you
have observed over

time?
Word cloud indicating frequency of keywords from open field responses to a questions
about trends in education
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Themes derived from comments include;
1. Blended learning - the combination of online material with in-person sessions:
“Shift to blended learning.”
“Digital. Online + face-to-face (mix pedagogical approach). Educational democratization.
Customization. Creativity and Innovation. Impact assessment. Complexity. Diversity. PBL”
“70-20-10 split of learning opportunities as well as a form of blended learning and selfdirected learning.”
“mix online and off line / more peer-to-peer learning / more hands on approaches”
“The world is moving towards blended learning. I find short intense course experiences to be
much more fruitful than the current university semester based structures.”

1. Experiential learning - the process of learning through experience:
“Learning-by-doing, real-life projects, mentoring and supporting initiatives from the
students.”
“Practice based and non-formal approaches to adopt”
“mix online and off line / more peer-to-peer learning / more hands on approaches”
“We love face-to-face and prototyping...so we are strongly committed with real activities
(coupled with a digital platform... slack asana gsuite miro mural)”
“Increased live projects & external engagement with enterprise”
“Project-based learning is also key. Make it practical. Make them collaborate with others
towards the same end goal”
“Increased live projects & external engagement with enterprise”
1. Co-creation, co-production, collaboration:
“co-creation, gamification, for the better interaction, online support to the education.
learning design tailored made according to the needs of the customer”
“Co-design with the ecosystem. (Both online and face to face)
Peer to Peer learning
Study Visits and short Placements ”
“Training in co-production and collaborative methods”

Conclusions
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The four surveys ran for 10 weeks from 20th April 2020 and they received 219 responses in
total. With 97 responses from freelancers, 51 from enterprises (45 of which were micro
enterprises), 49 from educational establishments and 22 from a mix of advocacy groups,
policy makers and funders. This data-gathering exercise took place in the context of the
Covid-19 crisis.
The stakeholders were largely in agreement with the value of the Entrecomp skills and
competencies though did highlight additional areas including creativity, problem
solving, critical thinking, emotional intelligence and communication and leadership skills.
In relation to the effectiveness of formal education, only 34% of freelancers believed that
their formal education had prepared them to earn a living from their practice. Most areas of
the framework received medium or low ratings. In particular, it appears evident that formal
education does not adequately address the skills associated with obtaining funding,
protecting creative ideas or finance & budgeting.
The majority (76%) of the freelancers surveyed collaborate with others during their projects
and depend on others’ skill sets (71%). The main barriers preventing effective collaboration
include lack of awareness about opportunities for collaboration (61% of respondents) and
lacking the skills to write effective project proposals (61% of respondents).
Three major trends in education were derived from the survey responses; blended learning,
experiential learning and co-creation. Blended learning is the practice of using online
resources where appropriate to optimise the time spent learning in-person leading to a
more effective use of both the teacher and learners’ time. Experiential learning involves
practical and often project-based methods of teaching. These methods provide “real-world”
experience to learners, allowing a clearer path between theory and application. Co-creation
in education is a collaborative pedagogy where learners are encouraged to openly
contribute to the design of their curriculum, and provide peer-to-peer support where
appropriate.
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Survey respondent breakdown
Size of enterprises
Size of Enterprises Quantity Percentage
Micro (<10)

45

88.2%

Small (10 - 49)

5

9.8%

Large (250+)

1

2.0%

Gender of respondents
Gender

Percentage

Woman

53.61%

Man

43%

Prefer not to say

2.06%

Non-binary

1.03%

Location of respondents

Location
Austria

Advocacy

Educators

Enterprises

Freelancers

Grand

(n=22)

(n=49)

(n=51)

(n=97)

Total

1

Bulgaria

8

16

1

1

18

43
2

Czechia

2

2

Denmark

1

1

6

2

14

1

1

2

2

4

1

1

Finland

3

Germany
Greece
Hungary

128

2

3

Italy

7

Lithuania

4
2

Luxembourg

1

Malta

4

Netherlands

3

5

1
1

4

6

11

23

1

2

1

2
1

1

Romania

1

1

Serbia
1

Slovenia

5

7

1

2

1

1

18

31

1

Spain

1
2

Switzerland
Turkey

35

1

Portugal

Slovakia

16

1

Pakistan
Poland

8

2

1

4
1

1

1

United
Kingdom
Grand Total

1

18

4

15

38

22

49

51

97

219

Activity of freelancer respondents

Activity Categorised - Freelancers

Count

Design

22

Project development, management and regeneration

18

Fine and visual arts

12

Film & TV

7

Architectural

7

129

Publishing

5

Photographic

4

Music

4

Libraries, archives, museums and other cultural activities

4

Craft

4

Performing Arts

3

Video and Animation

2

Training

2

Translation, copywriting and training

1

Marketing and communication

1

Cross discipline

1
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Activity of enterprise respondents

Activity Categorised - Enterprises
Project development, management and regeneration

Count
17

Design

7

Film & TV

6

Libraries, archives, museums and other cultural activities

4

Architectural

3

Photographic

2

Performing Arts

2

Fine and visual arts

2

Craft

2

[blank]

2

Technology Development

1

Music

1

Games

1

Fashion

1

Survey responses: List of existing VET platforms
udemy.com
Youtube.com
Coursera.org
Skillshare.com
Lynda.com
Linkedin.com
Creativeregion.org
Nodecenter.org
Masterclass.com
WKO.at
Encandilartefotografia.com
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Jotabarros.com/club-fotografia-callejera
Domestika.org/es/courses/category/8-fotografia-y-video
Animationmentor.com
Scriptangel.com
Futurelearn.com
Upwork.com
Translatorscafe.com
Proz.com
Pluralsight.com
Vedamo.com
Teachable.com
Ideo.org
Domestika.org
Emmilehtomaa.fi
Interaction-design.org
Artscouncilmalta.org
Acumenacademy.org
Mindtools.com
Sofigreo.com
Udacity.com
Digiskills.pk
KhanAcademy.org
Cylix.co.uk
Federica.eu
Fai-AR.org
Ffilm Cymru Wales
Fi.co
Fun-mooc.fr
Cocreate.training
Archinfo.sk
Archiweb.cz
Ask.audio
Codecademy.com
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Zukunftsinstitut.de
Businesswales.gov.wales/skillsgateway/skills-and-training-programmes
Microlearn.com
Craftyourfuture.eu
Virtualnikomunikace.cz
Creativelive.com
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Case study summaries

Work Package 3: Case Study
Name

Diploma Design management

Organisation

Creative Industries Styria CIS

Contact details / location

Eberhard Schrempf, Austria; eberhard.schrempf@cis.at

Context of organisation

CCI Network and service organisation for the region of Styria

Sector

Design

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
regional development and/or
address societal challenges…
● Innovative and effective
collaboration
● Barriers to collaboration
● Innovative approaches to training
for CCIs
● Who are the stakeholders involved
in the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would
want to set up something similar?
● Other…

Key Lessons for the DeuS project
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The diploma course Design Management is the only course in
this field in Austria. The course is aimed at all those who see a
lot of potential and dormant resources for innovation in their
traditional and industrial companies - and at those who are
passionate about good design and believe that the origin and
identity of a product is an essential component for success on the
market and is therefore decisive for more added value. The
course is targeted at project managers, product developers,
people in key positions as well as people in middle management
in all industries who want to anchor design and design processes
in their companies.
All lecturers of the course are experts and actively responsible
for specific design management processes. The individual
teaching units benefit from the respective knowledge. At the
same time, the entire design management know-how can be
actively acquired.
The diploma course Design Management is a cooperation
between the Chamber of Commerce and the Creative Industries
Styria.
Basic principles:
- Network and contacts
- Know-how transfer through use cases
- Practical workshops and applied learning
10-12 participants

Design is still seen as adornment process not as management and
innovation process. There is a need to raise awareness and put

the right focus. The name Open Design School is somewhat
misleading, as it does not deal with design as open source.
Images if possible

Other links
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https://www.cis.at/en/magazine/degree-program-designmanagement/

Work Package 3: Case Study
Name

C hoch 3

Organisation

Kreativwirtschaft Austria

Contact details / location

Michaela Gutman, Austria; Michaela.Gutmann@wko.at

Context of organisation

Umbrella Organisation for CCI sector in Austria

Sector

Cooperation coaching for CCIs
Creative Industries Coaching is an Austria-wide programme for
CCIs to strengthen their entrepreneurial competence and
cooperation skills. Within the framework of the "Creative
Industries Strategy for Austria", 100% of the funding is provided
by the Federal Minister for Digital and Economic Affairs
(BMDW), the Austrian Federal Economic Chamber (WKÖ),
Kreativwirtschaft Austria (KAT) and regional partner
organisations in the federal provinces to offer the programme
free of charge.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
regional development and/or
address societal challenges…
● Innovative and effective
collaboration
● Barriers to collaboration
● Innovative approaches to training
for CCIs
● Who are the stakeholders involved
in the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would
want to set up something similar?
● Other…
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It is the thought that cooperations fail because collaborations are
often not properly set up, structured and planned that inspired the
programme. Competence to cooperate cannot be trained by
frontal lecture; it needs a mixture of theory and self-experience.
In the Creative Industries Coaching C hoch 3 (C to the power of
three) a group of 20 creative professionals selected by a jury has
the opportunity to model their business model in a co-creative
manner within the network, to expand their economic
competences and to incorporate new ideas into entrepreneurial
offerings. The workshops take place over a period of 6 to 8
months in all of the 9 regions of Austria.
Here are the core elements of the innovative programme
approach:
- Bottom-up orientation, in which the group decides what is
actually needed for entrepreneurial activity and what the focus of
the workshops will be.
- Peer learning, in which an interdisciplinary transfer of
knowledge among the participants is promoted. The focus is on

personal experience and the exchange of experiences at eye
level. Expert knowledge is only consulted when necessary.
- Group coaching, in which a climate of trust is built up, which
makes it possible to talk openly about challenges and to
strengthen each other.
- Co-creation projects in small groups with a fixed content
contribution on the topic of cooperation, which guarantees
optimal support for cooperation projects and strengthens the
networking aspect at C hoch 3.
- Use of digital tools for cooperation, which complement the
analogue workshops. If necessary, it is also possible to switch to
digital modules in the programme if the framework conditions do
not allow personal meetings at short notice.
In addition, feedback loops are planned for the further
development and quality assurance of the programme with
insight meetings with the participants, final events, train the
trainer formats and an evaluation of the programme.
C to the power of three is offered, advertised and implemented
by KAT in cooperation with regional partner organisations.

Success Factors:
- Sustainable network and cooperation of 800 participants
even after the coaching program
- Ch3 organisers are only “enabling” network fells selforganised
- Cooperative attitude is key
- Eye level approach
- Intrinsic motivated facilitator of the network
- Bottom-up approach
- Quality standards of coachesOpen reflection and learning
culture
Key Lessons for the DeuS project
Images if possible

Other links

137

https://www.kreativwirtschaft.at/kreativwirtschaftsservice/choch-3-kreativwirtschaftscoaching/c-hoch-3-kreative-suchenund-finden/

Work Package 3: Case Study
Name

CO.Create Training

Organisation

Creative Region Linz & Upper Austria

Contact details / location

Gisa Schosswohl gisa@into-projects.com

Context of organisation

CCI VET provider

Sector

VET Training on collaborative processes
CO-CREATE was an Erasmus+ cooperation project that
created, piloted and shared a curriculum, handbooks and visual
training material on co-design: a set of valuable design skills that
has gained increased relevance in recent years.
The term co-design describes an approach to design that attempts
to actively involve all stakeholders (e.g. employees, partners,
customers, citizens, end users) in the design process to ensure the
result meets their needs and is ultimately usable. This brings
about a great range of benefits for their product or service such
as a better fit to the customer’s needs, profitability or brand
loyalty.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
regional development and/or
address societal challenges…
● Innovative and effective
collaboration
● Barriers to collaboration
● Innovative approaches to training
for CCIs
● Who are the stakeholders involved
in the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would
want to set up something similar?
● Other…
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The curriculum is dedicated to VET providers to provide their
learners with all the hands-on knowledge they will need to apply
this process to their future professional practice. CO-CREATE
also provides short video learning materials and hands-on
handbooks on the basic skills of co-design processes.
It was an initiative of 6 partners committed to supporting the
creative industries sector across Europe: Creative
Region (Austria), University of Art and
Design (Austria), Academy of Fine Arts and Design (University
of Ljubljana, Slovenia), Deusto University (Spain), Creative
Industry Kosice (Slovakia) and the European Creative Business
Network (The Netherlands).
The Erasmus+ funding for CO-CREATE ran from 2016 to 2018.
Challenges encountered during the project:
Bringing together different worlds of academics and VET
practitioners, and extracting the best of these 2 worlds.

Validation in European and National Qualification Frameworks
because they are not prepared to categorize informal learning
process in the European VET framework.
These materials might also be useful as DeUS sensibilisation and
learning materials in the development of the training.

Key Lessons for the DeuS project

Getting out of the best of the 2 worlds to develop a VET
training-together with academic and practical world
Useful training on design thinking processes

Images if possible

Separately on G-Drive.

Other links

http://www.cocreate.training/
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Work Package 3: Case Study
Name

Fast Lane Collaboration Workshop

Organisation

MAYER MAKES e.U.

Contact details / location

Clemens Mayer, Austria; clemens.mayer@mayermakes.at

Context of organisation

Clemens is a maker, who developed this workshop format out of
a need to enable cooperation between agile makers and complex
industry companies

Sector

Maker Community

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
regional development and/or
address societal challenges…
● Innovative and effective
collaboration
● Barriers to collaboration
● Innovative approaches to training
for CCIs
● Who are the stakeholders involved
in the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would
want to set up something similar?
● Other…

Key Lessons for the DeuS project

The idea of the "Collaboration Fast Lane" workshop is to define
and regulate the cooperation clearly from scratch.
The process is designed to increase the transparency and
efficiency of the cooperation, with a kind of "moral code"
clarifying possible contentious issues, including
● intellectual property
● communication
● project risks
● conflicts
● internal processes
● critical thinking
● project development
● steps going forward

Collaboration is the key to real innovation. Every single
cooperation is different and needs individual solutions. There is
no one-size-fits-all approach.

Images if possible
Other links
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mayermakes.at www.industrymeetsmakers.com
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Work Package 3: Case Study
Name

Nature of Innovation

Organisation

NATURE OF INNOVATION Verein Forschung-und
Ausbildungszentrum für Arbeit und Technik

Contact details / location

Andreas Kupfer andreas@kupfer.or.at

Context of organisation

Innovation processes in Regional development processes

Sector

Design Thinking in Regional development

The regional development and research project NATURE OF
INNOVATION was an innovation process implemented in 4
subregions of Upper Austria from 2016 to 2019.
Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
regional development and/or
address societal challenges…
● Innovative and effective
collaboration
● Barriers to collaboration
● Innovative approaches to training
for CCIs
● Who are the stakeholders involved
in the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would
want to set up something similar?
● Other…

Key Lessons for the DeuS project
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The overall objective of the project was to launch innovative
projects of particular relevance to the region, involving the local
population and in cooperation with regional stakeholders. The
Design Thinking method forms the methodological core of the
project. Experts from the Upper Austria Logistics University of
Applied Sciences in Steyr introduced Design Thinking to the
overall project and also accompanied the innovation process.
A diverse team consisting of regional managers, designers,
researchers and consultants is working on using Design Thinking
as an approach to regional development and adapting it to the
complex conditions within the region and regional management.
Key topics were economy, tourism, urban and rural
development, culture and technological challenges.
Which stakeholders and formats?
Innovative Approaches?
Learnings?
Give aways?

Design Thinking and regional Development
Learnings:
● It requires sufficient space, time and resources to
understand the problem "correctly and comprehensively

● Empathy with the needs and perceptions of the users is
the basis for understanding problems. For this phase of
the process, place, time and methods must be carefully
chosen
● The focus and good selection on "the question" creates
identification and clarity in the team
● In the "idea development" phase, new, off-beat, out-ofthe-box ideas should be widely admitted, and no criticism
of the ideas should be expressed
● The selection of the most promising ideas requires the
involvement of experts, moderation and project
management
● Prototyping has proven to be an excellent tool to
transform ideas into possible visualized solutions
● Most people of the innovation teams are volunteers, there
is often lack of additional commitment for the testing and
improvement phases of the prototype
● Ideally, the implementation phase must be clarified in
advance at the beginning of the process, and it is
recommended that a separate workshop be held to
develop "business models
How an “Ideal Design Thinking” regional development process
should look like:
● Design Thinking creates different perspectives on
problems, leads to an intensive treatment of the problem
instead of immediately generating solution ideas,
promotes intuitive thinking and lateral thinking, enables
the rapid implementation of ideas in prototypical
experiments and often creates a positive atmosphere
through the experience character
● The Design Thinking method enables new people to be
easily involved in projects
● For Design Thinking to really work, a "culture of error"
and "creative self-confidence" is needed
● The initiator/client may not propagate a predefined
solution, only a real open-ended task contributes to the
motivation of the process team
● The project manager is the interface between the
innovation team and the process team, must be fully
committed to the task and must be responsible for
communication within the innovation team
● The innovation team should consist of 6-8 people, with
strong, medium, few or no affected people, external
experts and people from the creative sector
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Work Package 3: Case Study
Name

Favara Society for Good Works (Favara Società per Azioni Buone)

Organisation

Favara Society for Good Works– (Favara Società per Azioni Buone)

Contact details /
location

Florinda Saieva (Italy); florindasaieva@gmail.com

Context of
organisation

Social Enterprise

Sector

Civic Engagement

Expand on indicative
In Favara, 8 years ago, we proposed the utopia of transforming an abandoned old
themes:
● Examples of good town into a major tourist-cultural attraction. That utopia became reality.
●

●
●
●
●

●
●
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practice
Using design as a
vehicle to inform
regional
development
and/or address
societal
challenges…
Innovative and
effective
collaboration
Barriers to
collaboration
Innovative
approaches to
training for CCIs
Who are the
stakeholders
involved in the
initiative?
Who set it up?
What difficulties
were
encountered?

What determined this first success of the city of Favara: the work of politicians,
the city, the Region, the State, Europe or the resourcefulness and determination of
a small community of dreamers?
If the answer is a small Community of dreamers, then this city is ready for a
second utopia.
Do we want to strengthen the work done from 2010 to 2018 and imagine that
Favara can also consolidate its role as a model city for urban regeneration through
art, culture, education and innovation?
Favara will increasingly have to become one of the cities where one dreams of
and plans the future, a cosmopolitan city where it will be nice to live, with an
excellent housing offer that is welcoming young people, students, creatives and
foreigners and with many cultural events throughout the year. A fun city with a
great night life.
We imagine that in the next 7 years Favara could pass from 32,000 to 35,000
inhabitants and then grow by 5,000 new citizens every 10 years up to 50,000
citizens by 2050.
To do this, we will not have to build any new buildings. The city of Favara
already has under-utilised real estate assets that can accommodate up to 90,000
people.

● Any advice to a
peer who would
want to set up
something
similar?
● Other…

We want to focus on diversifying housing policies, providing training
opportunities and creating new jobs, and increasing quality of life.

The tool will be the Favara Society for Good Works
(Favara Società per Azioni Buone).
Within 10 years, every citizen of Favara will be the owner of a piece of parking
lot, social housing, a cultural center, a nursery, etc.
We will put together people who own strategic development properties with
others who can invest money and others who have the necessary skills to carry
out this process.
Favara will again be a laboratory of experimentation and, if we succeed in
Favara, we can replicate this process in any other city in Italy.
Do you know how much the bank deposits of Favara amount to? An amount no
less than 500 million euros has been estimated.
Do you know what that means?
If we can convince all the people who have bank deposits to invest (not donate)
ca. 10% of these sums in the Favara Society for Good Works, we could spend up
to 50 million euros to transform Favara into the most beautiful, innovative and
fun city in Southern Italy.
We can invest in public spaces, in education for future generations, and in
efficient and sustainable housing complexes.
We can invest in the education and work placement for our children, avoiding
that they move to other cities in search for a job. We can invest in places,
activities and services for the elderly, for the disabled and for all those who have
been left behind.
But let's think about it for a moment, why should "thinking" people of common
sense
continue to invest in companies they know nothing about, either in coal or oil and
not in the development projects of their city?

Key Lessons for the
DeuS project

Images if possible

Other links

145

Civic Engagement
https://www.facebook.com/photo.php?fbid=10223448038738021&set=a.103418
2263690&type=3&theater

https://www.facebook.com/andrea.bartoli2/videos/10223443897994505/
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Work Package 3: Case Study
Name

BAŠTA cultural centre

Organisation

BAŠTA

Contact details / location

Veronika Pachová, Jana Jonovová, Bardejov, Slovakia;
bastakulturcentrum@gmail.com

Context of organisation

Cultural centre

Sector

Innovative and effective collaboration in order to support and
improve the cultural life in the city
Historic premises of the stronghold are becoming a new cultural
centre (also the first one in the small city).
The civic association dedicated their time and effort to persuade
the local stakeholders, historians and politicians to have the
“stronghold” for rent for 10 years (currently this period is
extended indefinitely). Gradually, other active city communities
began to join them - OZ Kandelaber, Guild of Architects, local
artists, and informal initiatives.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Their goal is to revitalise the exceptional spaces of the stronghold
(BAŠTA literally means stronghold) and make them accessible to
the general public. Step by step, they are creating a cultural and
community centre in which the following organisations and
activities operate under one roof:
- Various cultural and artistic activities: music, film, theatre, fine
arts, etc.
- Different types of non-formal education, leisure activities,
creative workshops
- Support of local community activities (for families with children,
yoga in the Bastion, Benefit bazaars, etc.)
- Relaxation area with a café and a selection of craft drinks
- Development of ecological feeling and interest in what is
happening in the city
- Development of tourism
Thanks to the determination and energy of a number of
volunteers, BAŠTA has been operating on a regular basis since

spring 2017 with an open café. However, only one and a half out
of the five floors has been adapted for year-round operations.
Therefore, the effort does not end here and, in addition to
cultural and community activities, they are working on projects
that will help them renovate other floors, so that the BAŠTA can
fully develop its potential and create even more space for active
people who are willing to change society for the better.

Key Lessons for the DeuS project

Effective collaboration between citizens, local stakeholders,
volunteers, the city in order to develop the cultural potential in
the city

Images if possible

Attached below

Other links

http://bastakulturcentrum.sk/
https://www.facebook.com/bastakulturcentrum/
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Work Package 3: Case Study
Name

Bottom Up! When the city is transformed from bottom up Festival of architecture

Organisation

Fondazione per l’architettura / Torino - Ordine Architetti Torino
Fondazione per l’architettura / Torino
Via Giovanni Giolitti 1 – 10123 Torino (ITALY)
www.fondazioneperlarchitettura.it
Bottom Up! Festival
https://www.bottomuptorino.it/en/

Contact details / location

contact person: Raffaella Lecchi
r.lecchi@fondazioneperlarchitettura.it

Context of organisation

Architecture – Design – Urban planning – Civic participation

Sector

Festival

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
regional development and/or
address societal challenges…
● Innovative and effective
collaboration
● Barriers to collaboration
● Innovative approaches to training
for CCIs
● Who are the stakeholders involved
in the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would
want to set up something similar?
● Other…

Bottom Up! is the new Torino Festival of Architecture created by
the Ordine Architetti Torino (Society of Architects) and the
Fondazione per l’Architettura / Torino (Torino Architectural
Foundation). The goal is to spread knowledge about contemporary
architecture and encourage practices of urban transformation from
the bottom, with ideas springing forth from the community and
materialising through crowdfunding actions.
Bottom Up! is an urban experiment with the direct involvement of
communities. Private citizens, schools, artists, collectives,
committees, associations, companies and designers could nominate
a proposal and participated in the call expiring January 16, 2020.
Starting from February, the authors of the selected projects offered
a training course focused on urban regeneration, storytelling,
crowdfunding and the social media: four key tools to make their
concepts materialise.
The selected projects have become the backbone of the Bottom
Up! Festival which will support them all along the process and
communicate their progress step by step. Indeed, the festival
mission is to nurture successful projects.
The crowdfunding campaigns were scheduled to launch on April
1, 2020, but, as other festival initiatives, they were postponed as a
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consequence of the Covid-19 containment measures and would be
for September 2020.
During the lockdown period due to Covid-19 (March-June 2020)
the festival never stopped. It continued training the groups and
promoting the adaptation of the projects to the new times through
periodic remote meetings.
From the communication point of view, the festival organized 12
live streamings on the Facebook page and inaugurated a
"laboratory of visions" through a dedicated Facebook group
(Bottom Up! VOICES).
In addition, the festival participated in the digital edition of the
Fuorisalone in Milan through a 16-episode web series
(https://www.fuorisalone.it/2020/it/tv/video-collection/26/bottomup-il-festival-di-architettura-di-torino)
If confirmed, the programme of the final days will develop as
follows. Starting from the first of the final three days (October
2020), Bottom Up! places will be opened to the public and be
activated by the proposing teams with previews, unveiling, telling
and sharing of the meanings of the proposed transformation. The
second day will be devoted to the stories of people who have
developed similar practices. Finally, during the last day, the
projects of Bottom Up! will become the absolute protagonists of a
major final public event, which will close the crowdfunding
campaigns and reveal which projects have received the greatest
interest.
● What difficulties were encountered?
Either the programme or the format of the events had to be
completely changed due to the pandemic. The Festival was
designed to be live, using various places of the city for
meetings, presentations, talks, exhibitions, etc. They decided to
go online but had to completely redesign the program, extend
the duration, thus making a greater effort to keep the attention
of the audience, researching new contents every day.
● Any advice to a peer who would want to set up something
similar?
To set up a large and diversified partnership (not only cultural
institutions but also social and economic allies) in order to be
able to face unexpected issues, troubles, sudden changes. The
more, the better.

https://www.bottomuptorino.it/en/
https://www.fuorisalone.it/2020/it/tv/video-collection/26/bottomup-il-festival-di-architettura-di-torino
https://www.facebook.com/bottomuptorino
https://www.facebook.com/groups/1541804695989066
https://www.facebook.com/bottomuptorino/videos/?ref=page_inter
nal
https://www.instagram.com/bottomuptorino/
Other links
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Work Package 3: Case Study
Name

Factory of the future

Organisation

None

Contact details / location

None

Context of organisation

Local Incubator

Sector

Entrepreneurship
Factory of the future aims to improve the growth conditions of
creative entrepreneurs and attract new creative entrepreneurs
in Southern Funen, which is an outlying area with low growth
and limited access to knowledge, advice and relevant
collaboration partners.
The objectives are reached through courses and coaching for
selected entrepreneurs to improve their skills and change their
mindset. In addition, the project facilitates networking and
mentoring activities, and provides courses for municipal
administration and business advisers.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Factory of the future is managed and coordinated by the local
incubator ‘Fremtidsfabrikken’ and the main beneficiaries are
entrepreneurs in the 4 municipalities of Southern Funen, the
municipal administration and local business advisers benefit.
Course instructors and coaches come from private firms and are
selected in tenders.
Resources needed
The total budget of the project, including supplementary grants,
was €3.4M. The main budget item is teacher- and advisorrelated expenditure. Another important budget item is project
management. Registered time spent by entrepreneurs in the
project counts as co-financing.
Evidence of success
The project has been evaluated by an external company
measuring both qualitative and quantitative outputs and effects
based on interviews and questionnaires. 36% of the

respondents declared that the project would improve their
growth potential, 46% that it already had.
The success of the project can to some extent be explained by
the communication method in recruiting participants and by the
efforts to improve framework conditions and the commitment
of local government.
Potential for transfer
The project could be interesting for other regions with similar
challenges and the following practices and lessons learned could
be relevant transferring:
1) The recruitment method for creative entrepreneurs with less
focus on economic growth.
2) The communication to municipalities emphasising the
positive effects in each municipality.
3) Teachers should have hands-on experience as entrepreneurs
themselves.
4) Differentiation of courses and possibly other offers are
needed both in relation to skills and ambition level.
Transfer of the project experience has also taken place to a
large degree in Denmark, and the project management has
given presentations in different geographical areas of Denmark.

Key Lessons for the DeuS project

This good practice from Denmark has been developed in
response to local challenges that prevent creative
entrepreneurs from accessing knowledge, support and
partnerships. In addition to supporting creative enterprises, the
programme also benefits municipal administrations and
business advisers through mentoring and courses. The
programme has been evaluated very positively with the
majority reporting an increase in their growth potential. The
solution is replicable and could inspire policymakers elsewhere,
but sufficient funds need to be available to contract suitable
instructors and coaches.
https://www.interregeurope.eu/policylearning/goodpractices/item/1081/factory-of-the-future/

Other links
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https://fremtidsfabrikken.svendborg.dk/

Work Package 3: Case Study
Name

PLUS

Organisation

KEPA Business and Cultural Development Centre

Contact details / location

Christina Skoubridou, KEPA Business and Cultural Development
Centre, Greece; info@e-kepa.gr

Context of organisation

Market development programme

Sector

Design
PLUS is a market development programme aiming at maturing
the Danish business community and the Danish design
industry’s ability to cooperate. It was managed by a consortium
made up of the Danish Design Centre, the Confederation of
Danish Industry, Technical University of Denmark and Design
Denmark. The actual service was provided by 19 established
design agencies in Denmark.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

The goal of the programme was for Danish companies across
different sectors/industries and design agencies to collaborate
on completely new business ideas with design as a central tool.
This would strengthen a new innovation culture in the Danish
business industry by gathering and sharing experiences
supporting new types of partnerships between the established
industry, established design agencies. In other words, it was
about bringing design competencies to companies to boost their
innovation capacity and enhance designers’ competencies
within strategic design.
The companies applied for participation in the programme by
issuing relevant innovation challenges. The companies and their
innovation cases were evaluated by the programme consortium,
and the most relevant were awarded participation in the
programme. Then the participating companies were teamed up
with relevant design agencies by the consortium.
During a period of 2-4 months, the 18 teams collaborated on
one innovative service or business idea each, proposed by the

companies. The design agencies facilitated the processes.
During the programme lifetime, all partnerships had their own
PLUS blogs on which they posted news about the progress.
Resources needed
The Danish Market Development Fund funded the programme
with €1.34M as co-financement. The PLUS partnerships were
each funded with €33,534 of these which were disbursed
directly to the design agencies. The participating companies
funded their own participation with €6,707 besides their own
work and hours.
After the programme ended, interviews and effect
measurements were conducted with all participants. The
companies were asked to evaluate PLUS’ contribution to their
revenue. Based on their evaluation, the programme’s value
added is estimated at €21.5M over a 3-year period. Besides,
companies and design agencies reported that PLUS already
contributed to the development of new products, concepts, and
prototypes, and that they expected to create more new
products etc. over the course of the next three years.

Key Lessons for the DeuS project

This is a good example on how cooperation between traditional
industry and cultural industries can be facilitated, especially in
the field of design. Companies could apply to the programme by
presenting their innovation challenges. The most relevant
challenges to the programme were then tackled with the help of
designers. Services, products and management mindset were
influenced by this collaboration.
The programme was very successful in generating added value,
new products, concepts, and prototypes. This practice has great
replication potential given the availability of sufficient resources
and presence of competent design agencies.

Other links

https://www.interregeurope.eu/policylearning/goodpractices/item/3054/plus-programme/
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Work Package 3: Case Study
Name

City Drivers

Organisation

Laurea, Ornamo, XAMK, Tampere University of Applied
Sciences

Contact details / location

Contact person, Kouvola, Finland

Context of organisation

Education

Sector

Education
CityDrivers project was a successful project that aimed to make
it easier to buy and sell creative competence by expanding the
professional skills of the operators in the field through free-ofcharge service design training.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
regional development and/or
address societal challenges…
● Innovative and effective
collaboration
● Barriers to collaboration
● Innovative approaches to training
for CCIs
● Who are the stakeholders involved
in the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would
want to set up something similar?
● Other…
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Participants who joined the training, learned the principles of
service design, got to implement new service design models and
received a big network of other creative experts and potential
clients around Finland.
During the training, the participants were supported to recognise
their own core skills and received coaching and mentoring to
develop their business models and improve their sales, marketing
and funding competences.
The project was done in cooperation with Laurea, Ornamo,
XAMK and Tampere University of Applied Sciences. Most
participants were happy with the training and especially the large
network it provided. But, as mentioned above, the course offered
a lot of tools and for some participants there were too many tools
and the course took too much work. Because there were so many
assignments, some participants lost the meaning and the benefits
of the training.

The CityDrivers project can give us examples on how to focus
on building the network and advertise especially to Finnish
people that working with DEUS what the project can offer them
in terms of network of professionals from Finland and abroad.
We also need to remember that since the DEUS – project has lots
of aims and tasks, we too as the CityDrivers project need to be
careful on not giving too many assignments to the participants
during the project.
Key Lessons for the DeuS project

Other links
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https://www.theseus.fi/bitstream/handle/10024/227907/Laurea%
20Publications%20120.pdf?sequence=5&isAllowed=y
https://www.laurea.fi/en/projects/c/city-drivers/

Work Package 3: Case Study
Name

HundrED

Organisation

HundrED

Contact details / location

Saku Tuominen, Helsinki, Finland

Context of organisation

Non-profit organisation

Sector

Education

The purpose of education is to help every child flourish, no
matter what happens in life. The world is changing faster than
schools, but beautiful things are still happening in education all
over the world.
HundrED is a project that brings together the best innovations
in the world and develops 100 new teaching models with
schools around the world and shares them free for all. The
project leader is a Finnish education company “SCOOL”.
Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
regional development and/or
address societal challenges…
● Innovative and effective
collaboration
● Barriers to collaboration
● Innovative approaches to training
for CCIs
● Who are the stakeholders involved
in the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would
want to set up something similar?
● Other…
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The background of the project is to support changing the school
system so that it relates to present working life. The skills and
jobs in the working life change all the time so schools need to
adapt to that.
Our work is made possible by ambitious companies and
organisations, both big and small that share our mission and
values. That is why the project seeks for the world’s leading
education experts and has already connections with experts like
Sir Ken Robinson and Salman Khan. It also has a very wide
network of partners including large organisations in Finland like
DNA (one of the Finnish telecom service providers), OP (one of
the largest financial companies in Finland) and Supercell (a
mobile game developer based in Helsinki).
One big result of the project is to build a platform of education
innovations, which will be given for use to any school around
the world. The platform, though, is only a basis to let every
teacher in the world know that the world changes constantly. It

will provide tools for teachers to find a mindset together with
other teachers and students that change is constant, and
innovations are found by acting differently than before.
Every education leader should be able to essentially go
shopping for the best new ideas by browsing a curated
catalogue of proven innovations. HundrED is that catalogue.
And it’s really quite surprising that one has not existed before.
HundrED is ’connecting the unconnected’ according to Saku
Tuominen.
While students would be the primary beneficiaries of importing
successful education ideas, benefits will be felt regionally and
nationally as well. The school structures and cultures that open
their doors and minds to new ideas first and with the fewest
reservations are likely to best prepare students to thrive in a
world that’s increasingly connected, digital, diverse, skilled, ondemand and rapidly changing.

The idea about an open platform for anyone is something to
think about. After the DEUS project is over, we could build
something similar and write down easy to read and easy to use
tools for anyone who is in our project’s target group.
Key Lessons for the DeuS project
Other links
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https://hundred.org/en#header

Work Package 3: Case Study
Name

Kymi Antalogia

Organisation

Toimintavoima Oy

Contact details / location

Piia Kleimola, Kouvola, Finland;
piia.kleimola@toimintavoima.fi

Context of organisation

Education

Sector

Education

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
regional development and/or
address societal challenges…
● Innovative and effective
collaboration
● Barriers to collaboration
● Innovative approaches to training
for CCIs
● Who are the stakeholders involved
in the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would
want to set up something similar?
● Other…

Key Lessons for the DeuS project
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In 2009 a new Kouvola municipality was formed together from
4 smaller municipalities. The people in the city were fighting
with political issues and people needed something to unite them.
That is where Piia Kleimola and her organization stepped up to
help. They made a project and built an adventure route within the
Kouvola region, which went by all the 4 municipalities. The
route was travelled by bus, which stopped by at historical
monuments. In the monuments, passengers met actors who
played local people, who would live in the area in the 1800s.
The success of the project started instantly, when the core group
met. Piia Kleimola mentioned that they invited people to
participate in planning the project openly in a local newspaper.
Around 25 people showed up at first and they made a strategy
for the project openly together.
The project was a success in the local scene and it attracted
around 500 people. It was also a good example on how to build a
connection with local companies in a creative way. 75% of the
local companies were creative industries entrepreneurs.
One of the biggest challenges with the project was marketing. It
was surprisingly hard to sell new kinds of events to Finnish
people. Despite this, the project team survived by discussing how
each project worker could spread the word to their networks and
asked their contacts to spread the word further.
We could make up a similar marketing strategy with our project
and discuss together how to spread the voice of our project. This

project also gave us great examples on how approaching local
companies is important.

Other links
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https://kouvolansanomat.fi/uutiset/lahella/1b44b0e1-b411-4dae904b-d690231879e4

Work Package 3: Case Study
Name

MyMachine

Organisation

Carpathian Foundation

Contact details / location

Žofia Teplická, Košice (Slovakia);
zofia.teplicka@karpatskanadacia.sk

Context of organisation

NGO providing financial support, education and counselling for
active people and non-profit organisations to improve life in
Eastern Slovakia.

Sector

Education
MyMachine gives a chance to inventive children and young
people to find and create technical solutions for original ideas. Its
uniqueness lies in the cooperation of three levels of the
education system - primary, secondary vocational and higher
education.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Children and young people learn to work in teams, communicate,
present, perceive and respect each other's talents, think critically
and take a creative approach to problem solving. At MyMachine,
they place emphasis on the technical directions of education science, technology, engineering, art and mathematics STE(A)M. These are all competencies that are considered key to
gaining a foothold in today's global and ever-changing world.
MyMachine is an international programme. It was founded in
Belgium and is currently implemented in 8 countries around the
world, including South Africa, Slovenia, Portugal, France, the USA
and Norway. In Slovakia, it has been covered by the Carpathian
Foundation since 2016. Thanks to this programme, they also
draw attention to the need to link non-formal education with
formal education in Slovak schools.
The programme runs over one school year and has 3 phases:
1) The idea: children in primary schools aged 6 to 12 invent and
present their dream inventions in the form of drawings.
MyMachine emphasises the importance and necessity of every
single invention.

2) Concept: in this phase, young people - students of technical
universities and product design - are involved in the design of
inventions. Children's drawings are turned into functional
concepts, the best designs are then processed into plans,
diagrams and models.
3) Prototype: in the last phase, technical drawings and developed
solutions are handed over to students of secondary vocational
schools with a technical focus. Students will create real
prototypes of inventions in collaboration with the children who
invented them and the college students who designed the
design.

Key Lessons for the DeuS project

How to link non-formal education with formal education

Images if possible

Please, see below

Other links
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https://karpatskanadacia.sk/mymachineslovakia/
https://www.facebook.com/MyMachineSlovakia/
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Work Package 3: Case Study
Name

Nadácia Pontis

Organisation

Pontis Foundation

Contact details / location

Norbert Maur, Bratislava, Slovakia;
norbert.maur@nadaciapontis.sk

Context of organisation

Focus on education, corporate responsibility, transparency and
inclusion

Sector

Innovative learning approaches
The foundation supports the development of the skills,
knowledge and education needed for the 21st century. Focuses
on the educational programmes centred on personality
development, technological and scientific knowledge, business
skills, social and civic competencies.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

The Generation 3.0 programme is an annual cycle during which
the Pontis Foundation seeks innovative learning approaches,
links them with the education community, helps them with an
effective setup, and supports their dissemination to schools
across Slovakia. The programme supports the best educational
projects and transfers them to EDU accelerator, in which
experienced business mentors help them prepare their project
for dissemination to other schools throughout Slovakia. At the
same time, researchers in education help them monitor the
impact of their project.
The Generation 3.0 programme is an annual cycle during which
the Pontis Foundation seeks innovative learning approaches,
links them with the education community, helps them with an
effective setup, and supports their dissemination to schools
across Slovakia.
The Project is funded by individuals, corporates and institutional
donors as well as by philanthropists.

Key Lessons for the DeuS project

Ways of supporting the innovative learning approaches

Images if possible

Attached bellow

Other links

https://www.generacia30.sk/en
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Work Package 3: Case Study
Name

Polifactory

Organisation

Poli.Mi - Polytechnic of Milan

Contact details / location

https://www.polifactory.polimi.it/en/ - Milano
contact person: Stefano Maffei - stefano.maffei@polimi.it

Context of organisation

Design - manufacturing - incubator - consultancy

Sector

Makerspace - fablab - KET (Key enabling technology) center talents pre-incubator - research and strategic consultancy -

Expand on indicative themes:
● Examples of good practice

Examples of good practices
Design NOW (2016)

● Using design as a vehicle to inform
regional development and/or
address societal challenges…

Promoters: Politecnico di Milano - Cumulus Association - La triennale
di Milano - POLI.DESIGN

● Innovative and effective
collaboration

Keywords: City Making - Design Innovation - Distributed Production

● Barriers to collaboration

Design Now is a programme of open and collective project
activities promoted by the School of Design and by the
Department of Design of the Politecnico di Milano and the
Consorzio POLI.design, with the support of Polifactory, the
collaboration of the Triennale di Milan and the patronage of the
Cumulus International Association.

● Innovative approaches to training
for CCIs
● Who are the stakeholders involved
in the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would
want to set up something similar?
● Other…
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in collaboration with: Iacc Barcelona - Fab City - Paco Collaborative

This programme is aligned to the international exhibition of the
XXI Triennale and focuses on a concrete experimentation
centred on one of the main themes of the exhibition: how does
the paradigm of distributed production change the classic
articulation of roles and approaches that the design has practiced
and taught in its recent history? The goal of the initiative is to
involve the main schools of Italian design and international
cuisine in a path of exploration of this key theme for the
evolution of society and the discipline. The programme of
activities, entirely developed at the School of Design and inside
Polifactory, includes 3 project activities:
A JAM – “When Production goes into the city”

It is centred on the relationship between service design and new
production and distribution models. It took place on 20th and
21st May in 6 different cities: Milan, Pamplona, Madeira, Pune,
Medellin and Leeds. The participants to the Summer School
were selected during this Jam.
A SUMMER SCHOOL – the “Fab City: Designing Products
and Services for Urban Resilience through Manufacturing”
40 participants – 30 selected through an international call and the
remaining 10 through the Jam – worked on the theme of urban
resilience through the distributed manufacture inside the Fab
Cities. This phase was held from 8th to 16th July at the School of
Design – Politecnico di Milano and Polifactory.
An EXHIBITION where all the projects developed within
Design Now was staged in a show included in the programme of
the XXI Triennale, during September 2016, with a closing event
dedicated to the theme of urban resilience and manufacturing.
Innovative and effective collaboration
Polifactory is an interdepartmental research laboratory that
explores the relationship between design and new digital
manufacturing processes, promoting a new culture of making.
It is a container of services and activities designed to develop
youngsters’ multidisciplinary talent and their ability to
materialise innovative solutions of products-services that
integrate design and technology.
Competitive Research
Polifactory develops research projects at local, national and
international level. It collaborates both with public (e.g.:
municipalities, regional governments) and private institutions
(e.g.: big companies, SMEs Networks and artisans). Polifactory
conducts scientific studies and inquiries on different aspects
related to the relationship between new models of production,
based on different situations and contexts.
These activities provide economic sustainability for Polifactory.
Innovative approaches to training for CCIs
Didactical and experimental activity
Polifactory organises activities to explore new scenarios for
different manufacturing sectors and services, tackling various
challenges related to the integration of design, manufacturing
and innovative technologies. As part of that, activities
encompass planning and organisation of hackathons/workshops,
scenario building, engagement through open calls and support to
concepts development and prototyping.
Ideas and Talents pre-incubation
In order to support young talents in improving their autonomous
learning paths, Polifactory offers various coaching activities.
Since makerspaces are, by definition, spaces that stimulate social
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and collaborative learning (in a peer-to-peer approach),
Polifactory believes and follows this philosophy by offering
various coaching services that help single individuals or whole
groups of people for the development of strategic, design,
technical and technological competences, as well as selfentrepreneurship. See more about this branch of activities at this
page.
Cultural initiatives and events
Polifactory organises different kinds of cultural initiatives:
seminars, lectures, workshop, meetings and exhibitions. Besides
offering its spaces, Polifactory can, in relation to its main topics,
support the engagement of interesting subjects.
Stakeholders
Scholars, researchers, graduate and undergraduate students,
companies and firms that develop scientific projects, didactical
and cultural projects in residence.
Who set it up?
Polifactory was designed and developed by several departments
of Politecnico di Milano (Department of Design with the
Department of Mechanics and the Department of Electronics,
Information and Bioengineering) with the goals to interweave
and strengthen the different design cultures.
Polifactory connects these systems of cultural, organizational,
technical and scientific skills, in order to create a
multidisciplinary centre of competences, dedicated to new design
and production models for products and services. It is accessible
to the community of teachers, researchers, PhD students and
students within the Politecnico di Milano and to firms,
organizations and institutions that operate in Lombardy, in Italy
and abroad.
Difficulties
- lack/absence of places for matchmaking between market
request and potential offer
- most of potential clients do not have a transparent and
clear organisational model
- being part of a public administration, it’s hard to work on
experimental project within a rigid, bureaucratic and nonflexible environment. Experimentation requires the
freedom to try multiple solutions and the need to change
the model while developing it. Administrative
constraints.
Advice
- Need to develop a more open and smart procurement
procedure together with public administrations
- need to design creative bureaucracy tools to overcome
unforeseen changes
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Other links

https://www.polifactory.polimi.it/en/

Work Package 3: Case Study
Name

Teach for Slovakia (TfS)

Organisation

Teach for Slovakia (TfS)

Contact details / location

Simona Lučkaničová, Bratislava, Slovakia email

Context of organisation

Education provided by the trained participants, in order to
develop the educational system in the country.

Sector

Education

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Teach for Slovakia creates a community of leaders who work
together on change inside and outside schools. During the 2
years of the programme, participants will gain experience from
the reality of the education system. Also, they undergo personal
development training and work on community or school
development projects. After 2 years, they continue as
ambassadors and, from various positions and careers, they lead
the necessary changes for a better and fairer education system.
There are 40 such teachers in the schools across Slovakia that
help develop and improve the educational system in the
country.
Weak points of the education system in Slovakia identified by
Teaching for Slovakia (TfS):
- generational poverty
- low readable literacy
- big gaps (between the family “standards”)
- the low number of leaders
The programme is focused on:
● Personal development - includes training such as
networking, the art of negotiation, storytelling,
leadership models, effective communication, problemsolving, building a personal vision, and project
management.

Students from socially disadvantaged backgrounds – the
participants, who worked in schools from socially
disadvantaged backgrounds, increased the basic level of
mathematical literacy of their students from 5% at the
beginning of the school year to 30 to 40% at the end of
the year in one year.
● Networking - through our community of supporters,
they intensively connect programme participants with
successful people who want to support the change in the
education system (businesses, private companies, NGOs
and also the public sector)
● Internships - public administration, the private sector, or
foreign partner organisations, the choice is varied completing the summer internship is part of their
programme. Participants have the opportunity to design
it themselves, depending on their interests and where
they want to continue to operate. In the case of their
partners, they mediate the first contact and thus help
the participant to get to the place that interests him.
● Access to the workshops, conferences, training, contacts
(a network of 48 organisations around the world)
●

Key Lessons for the DeuS project

Other links
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How to spread the education, disseminating
https://teachforslovakia.sk/
https://www.facebook.com/teachforslovakia/
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Work Package 3: Case Study
Name

Tiimiakatemia

Organisation

JAMK University of Applied Sciences

Contact details / location

Contact person, Jyväskylä, Finland; email:
info@tiimiakatemia.com

Context of organisation

Education

Sector

Education

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
regional development and/or
address societal challenges…
● Innovative and effective
collaboration
● Barriers to collaboration
● Innovative approaches to training
for CCIs
● Who are the stakeholders involved
in the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would
want to set up something similar?
● Other…
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Tiimiakatemia was born from a need to do something differently
by Johannes Partanen in 1993. JAMK needed a new way to bring
together people interested in entrepreneurship. They built an
entrepreneurship unit called “Tiimiakatemia”, which taught
students project leadership and team coaching from day one.
Each student joins a project from day one and uses real money to
get his work going. They do not study theory normally. Each
student joins a project team, who has a mentor and with the
mentor, the students get to choose books they want to read based
on what they want to learn. So, the school starts from the
interests of the student at first, and the student gets to build his
own project learning route for the whole studies.
Students teach each other often based on the current project they
are working on. The school supports working with different
companies, and one example was a trip to Romania, where
students travelled there by road. Students gathered sponsor
money from other companies and with the help of them, they
travelled from Finland to Romania. When the school was
finished, the students could do a world around trip with the
money they have collected with their projects.
Tiimiakatemia provides robust, tested and flexible way of getting
people to train their knowledge workers’ competencies. The
Method has been used for over 20 years both in management and
entrepreneurship education. It has 10,000 users in over 15
countries who use it in their own contexts and in their own ways.
Numerous learners have discovered the joy of learning and
become entrepreneurs by using the method. Those learners who
are in working life have developed their managerial skills and
have been able to build and lead teams in success.

Key Lessons for the DeuS project

Let’s try to do something different and discuss and find the
motivation of students in each country. Then, let’s give as much
autonomy for students as possible by giving them interesting
projects to participate in for example.
Because an individual cannot learn entrepreneurship in a vacuum
or within the constraints of a conventional classroom,
Tiimiakatemia emphasises learning by doing.

Images if possible

Other links
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https://www.jamk.fi/en/Home/
https://tiimiakatemia.com/en/

Work Package 3: Case Study
Name

Valletta Design Cluster

Organisation

Valletta Design Cluster (within the Valletta Cultural Agency)

Contact details / location

Andrea Stegani, Valletta Cultural Agency,
andrea.a.stegani@vca.gov.mt
Exchange Buildings, Republic Street, Valletta, Malta

Context of organisation

The Valletta Design Cluster is a project and a department of the
Valletta Cultural Agency, a public cultural organization under
the Ministry of National Heritage, the Arts and Local
Government
Infrastructure

Sector

Creativity, community and positive social impact

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

The Valletta Design Cluster within the Valletta Cultural Agency
— a legacy project of Valletta 2018, European Capital of Culture
— is a community space for cultural and creative practice
situated in the renovated Old Abattoir (Il-Biċċerija l-Antika) in
Valletta. It focuses on design, entrepreneurship and social
impact, while supporting and promoting user-centred design as
a catalyst for innovation and as a multi-disciplinary approach
that can create positive impacts for communities and
individuals.
The Valletta Design Cluster aims to provide space and
opportunities to Malta’s burgeoning cultural and creative
operators. It is a project steeped in the rich history of Valletta,
providing a bridge between 450 years of urban activity and the
city’s future. The key human contributors to this major
regeneration effort are Valletta’s residents and neighbouring
communities together with cultural and creative professionals
in design-intensive practices.
The Valletta Design Cluster is harnessing this energy, tapping
into national and European funds and expertise in the creative
economy, and building on the legacy of Valletta 2018. When
completed, the space will include dedicated resources and areas

for co-working, a fully equipped makerspace, meeting rooms
and conference facilities for seminars, workshops and adult
learning, a food space, studios for long-term tenants, and a new
public roof garden covering the roof of the building. The Valletta
Design Cluster will also have its own practitioner in residence
spaces, with two apartments that can double up as international
project labs for visiting creative practitioners, makers and
researchers.
The space will be launched in September 2020, and staff have
been engaging with the prospective communities of users for
the past 4 years in order to create spaces which can meet the
needs of creative practitioners; the gathered information will in
turn influence the Valletta Design Cluster programme of
activities. The information has been collected in several
meetings, meet-ups, focus groups, and with the help of short
questionnaires. The target communities range from NGOs, to
independent practitioners, policy makers, creative enterprises,
start-ups and more active in the field of D&T, food production
and making, greening, placemaking, arts & culture, social
wellbeing and similar.
No major difficulties were encountered at a conceptual level,
and people always showed a lot of openness and availability to
collaborate to refine the concept and to try to get a final
service/ space which suits their needs. Data gathered at policy
level in the past decade about the need for such a multipurpose community-based space triggered the inception of the
works for the Valletta Design Cluster. One of the ideas behind
the project is that individuals can grow personally and
professionally by interacting with others who may have a
different background than theirs and who may help them with
their expertise.

Key Lessons for the DeuS project

Community engagement is key to achieving better results and
solving challenges through collaboration. It is important to be
open to people from different backgrounds as they might
suggest good ideas you may consider to improve your project
outcomes.

Images if possible

Other links
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https://culture.gov.mt/en/VallettaCulturalAgency/Pages/Vallett
a-Design-Cluster.aspx

Work Package 3: Case Study
Name

Ekskursas

Organisation

Ekskursas (Excursus)

Contact details / location

Žilvinas Rinkšelis, zilvinas@kaunas2022.eu| Lithuania, Kaunas

Context of organisation

Non-formal body of culture heritage initiators co-organised in
2015 in Kaunas after it gained European Heritage Label.

Sector

Architecture, design history / tourism (guides)
"EKSKURSAS" (Excursion in English) is a flexible group of
architecture heritage specialists and enthusiasts that organise
informal and extremely popular thematic tours to historical
heritage buildings and places in Kaunas.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

"EKSKURSAS" is not enough for lazy weekends. A thematic tour
is an opportunity to move away from the usual tour format,
spend an interesting holiday and become more attentive to
your living environment. Guides invite Kaunas residents and
guests to get acquainted with the unique architecture of
Kaunas.
Cleverly designed itineraries in the buildings allow you to visit
unprecedented spaces, highlight the main highlights and values
of the buildings, reveal the diverse face of architecture, and the
stories complement the usual themes with lesser known but no
less significant things.
The buildings are perfectly recognisable to everyone, but the
circumstances of their appearance, history and change of
functions, unseen spaces, interesting stories, and meaningful
weekend afternoons are rarely known - this is the EKSKURSAS.
The Ekskursas team consists of historians, professionals as well
as community members, people who are about heritage.

Key Lessons for the DeuS project

Example of innovative ways to share knowledge, learn about
city and history, informal education and to re-specialize one-self
(be a guide without guide diploma).

Images if possible

-

Other links

http://www.ekskursas.lt/
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Work Package 3: Case Study
Name

KVAD

Organisation

Association of Cultural Managers (KVAD)

Contact details / location

+37061183444; stepanovaite.ruta@gmail.com | Lithuania

Context of organisation

National association

Sector

Culture management, art curatorship
Founded in 2014, the Association of Cultural Managers (KVAD)
seeks to unite Lithuanian cultural managers, active practitioners
and academics in various fields: theater, dance, audiovisual,
visual, interdisciplinary arts, music, cultural education, cultural
policy, etc. It promotes their mutual cooperation and support,
represents their interests, and develops their competencies.
KVAD ACTIVITIES:

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Creating a community of cultural managers - practitioners and
academics - to promote mutual cooperation and greater
participation in national and international cultural processes.
Education and competence development of cultural managers:
organisation of conferences, seminars, trainings, discussions.
Relations with similar associations abroad, participation in
scientific and social programmes and projects of the European
Union (EU), the world and the Republic of Lithuania,
preparation of international projects.
Currently, the activities of the association are most actively
developed in the following directions.
REPRESENTATION. The association has working groups dealing
with various issues. They participate in events organised by the
Ministry of Culture (LRKM) and others. During these meetings ,

the association seeks to represent the interests and needs of
cultural managers and solve problematic issues arising in the
field of culture at the national and municipal levels. KVAD
members are regularly invited to attend various meetings as
official representatives of the association.
Existing permanent or temporary working groups: Vilnius City
Municipality issues; Educational culture programme issues;
Issues of activity of the Lithuanian Culture Council; Seimas,
participation in sittings; Tax environments. Newly developed: to
discuss the problems of the LCT program “Art for Human
Welfare”.
EXCHANGE OF EXPERIENCE. Colleagues and members of the
association have the opportunity to regularly consult with
specialists in various fields united by KVAD: communicate with
managers representing different cultural and artistic fields;
share field-relevant information; conduct regular formal and
informal meetings (working group meetings, lunches, etc.).
PROJECT ACTIVITIES. The association operates as a legal entity
operating in the field of culture and art, implementing in-service
training activities for cultural managers throughout Lithuania:
3.1. The association plans to organise in-service training in the
regions of Lithuania, to look for partners who want to submit
applications together. Qualification development activities may
be organised and implemented by KVAD members with relevant
competencies.
3.2. KVAD may provide a legal entity for project cultural or
artistic activities during the Lithuanian Council of Culture (LKT)
application period.
PROMOTION AND DISSEMINATION OF THE PRESTIGE OF THE
CULTURAL MANAGER PROFESSION. The association seeks to
consolidate the activities of the cultural manager, legitimise it,
and improve the working conditions of cultural managers.

Key Lessons for the DeuS project

Example of good practice, exchange of experiences and
consolidation of culture & art curators, creative ways of
education and competence development of cultural managers.

Images if possible

-
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Other links

182

http://www.kvad.lt/

Work Package 3: Case Study
Name

LDA

Organisation

Lithuanian Design Association

Contact details / location

Algirdas Orantas, algirdas.orantas@lda.lt; info@lda.lt |
Lithuania

Context of organisation

2020 April 27 Lithuanian Graphic Design Association became
Lithuanian Design Association.

Sector

Multidisciplinary Design, Performative Arts, Communication.
The Lithuanian Design Association (formerly the Lithuanian
Graphic Design Association) is an independent creative union
uniting professional designers.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●

regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Key Lessons for the DeuS project
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Founded in 1996, the Association takes care of the prestige of
the design profession, represents the interests of designers in
public authorities, promotes the creative activity of designers,
and coordinates the activities of various organisations involved
in the design process.
Since 1999, the association is a full member of ico-D
(International Council of Design). We have become participants
in the global design process, we usefully cooperate with
designers' organisations with long-term design traditions and
promote the achievements of Lithuanian visual design.
In 2019, the Association became a member of ADC * E - The
Art Directors Club of Europe. ADC * E is a platform uniting
advertising, design and communication developers from
European countries. The mission of ADC * E is to learn,
exchange ideas, foster creativity and collaboration. Membership
in this organisation increases the awareness of Lithuanian visual
communication specialists in international markets and
strengthens the community of local design developers.
Good example of creative ways to productive collaborations.
Initiated project of informal design education for schools:
teachers and children “Speak by image”.

Other links
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https://www.lda.lt/

Work Package 3: Case Study
Name

Performative Design Association

Organisation

Performative Design Association

Contact details / location

+37069910244; info@performativedesignagency.com |
Lithuania

Context of organisation

Since 2014 Performative Design Association has developed
collaborative events and actions.

Sector

Multidisciplinary Design, Performative Arts, Communication.
Performative design is a hybrid field, operating with a set of
socially oriented applied methodologies from various designs
and performative arts practices.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Since 2014, the association has developed collaborative events
and actions. They stress the importance of participation of
various knowledge groups and experts in the process of the
creation/co creation, which is crucial for data generation, coconstructing and distributing meanings, stories, values between
the collaborators’ network. In this temporary or permanent
network all groups have a shared responsibility for the outcome
of the process. The association seeks to develop sustainable
results through early involvement of stakeholders into the
processes. Their backgrounds and practical expertise cover
those areas: directing, movement (dance), anthropology,
scenography and participatory, social, communication,
contextual and performative design. The Performative Design
Agency has access to the other fields via the extended network
of Performative Design Association.
Possible working methods: ethnographic and artistic research,
contextual inquiry, co-design workshops, interactive scenarios
and storytelling sessions.

Key Lessons for the DeuS project

Uses design and performative arts as a tool for social challenges,
bringing communities togethers, bridging new ways for
collaboration – co-creation and networking.

Other links

http://performativedesignagency.com/
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Work Package 3: Case Study
Name

Farm Cultural Park

Organisation

Farm Cultural Park

Contact
details /
location

Andrea Bartoli Favara (Italy)

Context of
organisation

Cultural Centre

Sector

Art, Architecture, Education

Expand on
indicative
themes:
● Examples of

Farm Cultural Park is an art gallery and exhibition space located in Favara, Sicily in
Italy. Farm Cultural Park opened in 2010, when Andrea Bartoli and his wife Florinda
Saieva bought several buildings in the semi-abandoned city centre of Favara and
renovated them completely, creating an independent cultural centre that now hosts
expositions, exhibitions by international and local artists, politically charged artwork,
along with shops, a garden bar, cultural events, talks, screenings and workshops.

●

●

●
●
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good
practice
Using
design as a
vehicle to
inform
regional
developme
nt and/or
address
societal
challenges…
Innovative
and
effective
collaboratio
n
Barriers to
collaboratio
n
Innovative
approaches

The main aim of the project is to save the old centre of Favara and give the city,
previously known mostly for its general decrepitude and for having one of Italy's
highest unemployment rates, by giving it a new life through art.
Back then, Favara was an unlucky town of 30,000 people, more often known for mafia
activity and fugitives. “We felt a strong need to make our city more beautiful not only
for ourselves but above all for our little girls, Carla and Viola”, recalls Andrea. “We
like to call it an ‘Urban Lung’, as it gives oxygen to the city and its citizens”.
On Human Cities they wrote about the project: ”The key players are Andrea Bartoli
and Florinda Saleva, the founders of Farm Cultural Park. Another crucial group of
actors is composed of all the artists that participate to transform the public space by
experimenting several types of creative residency within the town. In addition,
residents of Favara are protagonists of this initiative because they contribute in
welcoming visitors and artists, making the place pleasant and comfortable. Among the
citizens, there is a group known as FUN (Favara Urban Network) formed by young
volunteers that contribute in animating the town centre. Later, some other friends
joined Andrea and Florinda in financing the town centre restoration, creating a sort of
philanthropic community to support Farm Cultural Park.”
(http://humancities.eu/casestudies/farm-cultural-park-favara/)

●

●
●

●

●

to training
for CCIs
Who are
the
stakeholder
s involved
in the
initiative?
Who set it
up?
What
difficulties
were
encountere
d?
Any advice
to a peer
who would
want to set
up
something
similar?
Other…

Key Lessons
for the DeuS
project

In a way, Farm Cultural Park makes a quite explicit use of design, because everything
is designed at different scales: from the buildings to the objects, to the signage, to the
food, etc. Design is combined with art and architecture without clear boundaries. This
is the holistic perspective that is applied to the whole town centre of Favara.
The challenges are still huge for the Farm and also for Favara. But it has created a new
identity as a small capital of urban regeneration and has outlined a possible way
forward. During these 7 years, many things have changed in Favara: the city is
resuscitated, young people no longer leave but come from abroad, the economy has
woken up. In a place where no tourist travelled before, not even by mistake, more than
100,000 tourists have visited per year for the last two years in a row.
The three most frequent words of our visitors are: surprise, genius, future. When you
arrive at the Farm, you immediately breathe a "dimension of possibilities" and you
immediately wonder if what you are experiencing in Favara is not also possible in your
own little town or in a neighbourhood of your city.
“With the economic crisis and a poor public disposition for undertaking urban
regeneration and territorial requalification, many historic centres are falling apart while
most of the suburbs of big cities are devoid of places of a cultural-social nature. There
is no vision for the future of our country, and above all, for how to make our cities
nicer and better places to live’”, underlines Andrea. “We are therefore seeking a
solution that will allow us to consolidate the experience of a model of urban and social
regeneration that is constantly transforming and at the same time can provide practical
and useful tools for anyone who, in the public or private sphere, wants to undertake a
similar pathway in their own cities.”

Urban Regeneration. Involvement of citizens.
https://www.facebook.com/pg/farmculturalpark/photos/?tab=album&album_id=10150
604284598197

Images if
possible

Other links
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See also below

https://www.facebook.com/farmculturalpark/videos/10156364221283197/
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Work Package 3: Case Study
Name

Master’s Degree ‘EU funds, project design and project management
for culture, creativity and multimedia’

Organisation

University of Perugia, Department of Political Sciences – Postgraduate
Master's Degree “EU funds, project design and project management
for culture, creativity and multimedia”

Contact details / location

Diletta Paoletti, Piazza dell’Università 1, Perugia;
diletta.paoletti@collaboratori.unipg.it

Context of organisation

The University of Perugia was founded in 1308. Today it is organised
in 16 Departments, with about 23,500 students, 1,000 professors and
researchers and 1,000 staff members. In recent years, the University
has undertaken a broad renewal of its degree programs and curricula
to meet labour market demands and to satisfy the needs for
innovation expressed by employers, in private and public sectors.
The Department of Political Sciences studies politics in all its different
aspects and developments through a plurality of approaches, from
political science to history, sociology, law, economics and linguistics.
The Department promotes its own participation in international
research programs and international and European Projects.

Sector

Higher education

Expand on indicative themes:
●
●

●
●
●
●
●
●
●
●
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Examples of good practice
Using design as a vehicle to inform
regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Description: The Postgraduate Master's Degree “EU funds, project
design and project management for culture, creativity and
multimedia” which has been promoted by the University of Perugia
since 2017 is reaching its 3rd edition this year.
The course aims to train professionals in the field of European Project
Design and Management, with a specific focus on the sectors of
culture, creativity, audio-visuals, digital and multimedia.
The 300-hour programme brings together theoretical knowledge and
technical-managerial competences, in order to
renew professional approaches and enhance the enormous potential
of the cultural and creative sectors.
Moreover, the Master's Degree allows participants to build a strong
network with numerous professionals/stakeholders from the cultural
and creative sectors and from the EU project design/management,
thanks to a large number of teachers/speakers with whom it is
possible to get in touch during the course.

The teaching activities are characterised by a strong practical
approach (case studies, simulations, real-life cases, etc.). The training
path is completed by a 400-hour internship.
The course counts a very large number of partners from the following
categories: public authorities (Ministry, municipalities, Region);
professionals and consultants; think tanks active on cultural and
creative sectors.

Key Lessons for the DeuS project
Images if possible

Other links
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To unlock the potential of the cultural and creative sectors – as Deus
Project aims to – it is necessary to equip the CCI actors with:
• Competences related to EU funding and EU project
design/management.
• Capacity to networking with the EU, national, local institutions and
stakeholders.
• Ability to manage international partnerships in compliance with the
European procedures.
• Skills to effectively manage communication and dissemination
processes.

See below
http://progettazioneculturaeuropa.unipg.it
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Work Package 3: Case Study
Name

CLOCK

Organisation

Tulip Peer2Peer Learning Ltd

Contact details / location

Claudia Matera, London, UK email

Context of organisation

Non-formal education

Sector

Education

194

Expand on indicative themes:
● Examples of good practice
●

Using design as a vehicle to inform
regional development and/or address
societal challenges…

●

Innovative and effective collaboration

●

Barriers to collaboration

●

Innovative approaches to training for
CCIs

●

Who are the stakeholders involved in
the initiative?

●

Who set it up?

●

What difficulties were encountered?

●

Any advice to a peer who would want
to set up something similar?

●

Other…

CLOCK is a Collective Learning Open Curriculum Kit that enables
practitioners to be formally qualified. It is based on non-formal
approaches to learning and operates at peer level between
professionals of the same sector within the Creative and Cultural
Industries. It had been set up by Denise Stanley-Chard after 13 years
of research, tests, validations with educational partners and
professional bodies interested in offering a core curriculum for the
CCIs internationally.
CLOCK framework is flexible enough to include any sector within the
CCIs and the process of skills recognition and certification defines
the route to raise the awareness of the skills developed plus an
understanding about which are the key elements of our professional
behaviour and choices (in terms of leadership for instance).
CLOCK is based on this community of Peer Reviewers and Mentors
which guarantees the most updated view in the industry, innovation
as responses to new challenges and stakeholders relevant to the
specific sector in a specific local/national context. For instance, in
this period of COVID-19 our approach in training had no changes at
all apart from meeting online rather than in our office as usually with
international learners (such as Australian ones) because it is
practice-based.
The main difficulties encountered are about the non-formal
approach we adopt in CLOCK. There is still a high level of resistance
in considering non-formal education as valid and efficient.However,
the formal way of teaching does not sufficiently consider the specific
needs of the CCIs, the skills needed in the job market, the new
challenges for entrepreneurs and the learning styles of learners.
The benefits for learners engaged in CLOCK, as they share, are
related to the collaborative environment where Peer Learning is at
the basis of the progress, development and recognition of the skills.
There is an ecology of learning at the basis of the approach and we
are used to saying that “CLOCK is a mirror where learners can finally
see who they are, the skills they have, the principles behind they
choices and developments” thanks to the Peer Reviewer and Mentor
that facilitate this process. Learners recognise themselves and feel
recognised by their peers professionally ending being empowered
and grounded in their values, mission, aims and objective within
their creative practice and enterprise in a collective environment.

Key Lessons for the DeuS project

CLOCK is an ambitious qualification programme for people who learn
through work. It enables freelancers, employees, interns and
volunteers to gain higher level awards whilst doing their everyday
projects and work.

Other links

https://clockyourskills.com/
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Work Package 3: Case Study
Name

Cockpit Arts

Organisation

Cockpit Arts

Contact details / location

London

Context of organisation

Social Enterprise

Sector

Social Enterprise
Established in 1996, Cockpit Arts is an award-winning social enterprise
recognised in 2019 on the NatWest SE100 index of top UK social
enterprises and an accredited London Living Wage employer. It is a
business incubator for craftspeople, housing over 140 small
businesses at their two centres in central and south London.
Cockpit Arts supports craft practitioners at the start of their careers,
as well as those who are more established, to grow and build
successful and thriving businesses both in the UK and internationally.
It works with a wide range of talented individuals, including master
craftspeople, artist-makers, batch producers and more scalable
businesses.

Expand on indicative themes:
●
●

●
●
●
●
●
●
●
●
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Examples of good practice
Using design as a vehicle to inform
regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

The business incubation comprises workspace, on-site business
coaching and business support workshops, selling and promotional
opportunities, specialist advisors, access to finance..
Cockpit Arts provides consultancy to clients in the UK and all corners
of the globe in 4 key areas: social enterprise development, craft
sector development, creative business incubation and development,
property and premises management. Case Study examples can be
found at: https://cockpitarts.com/our-consultancyservice/consultancy-case-studies/
Cockpit’s ‘Creative Employment Programme’ is the only one of its kind
in the craft sector that gives young people transferable skills to obtain
work in any small and medium-sized creative enterprise. Established
in 2013, it is widely considered to be a pioneering initiative that helps
craftspeople take on their first employees and an attractive route for
young people aged 16 – 24.

Incubators/ Studios offer 24/7 access and:
● Managed studio
● Creative environment
● Office facilities and resource library
● Broadband access
● Meeting Room hire
● Post and Delivery
● Lift Access
● Cockpit also offers an experienced on-site team, offering an
array of support services to help you grow your business while
you develop creatively.
The 147 businesses based at London’s leading studios for
contemporary craft enjoyed increasing profitability in 2019, according
to results in the Cockpit Effect report 2020. Together these jewellers,
ceramicists, weavers and woodturners (some of whom are
international leaders in their field) generated £5.9 million in total
annual sales. Profits and GVA grew by an average 12% and 20%,
respectively, against an increase in turnover of 7.7%, for those
reporting two years’ data.

●
●

Key Lessons for the DeuS project

Other links
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Multi-faceted support offer including space, mentoring, grants
Multi-faceted approach to sustainability of the centre including
studio hire, consultancy services, donations…

Main website:
https://cockpitarts.com

Work Package 3: Case Study
Name

CodeBase

Organisation

CodeBase

Contact details / location

Context of organisation
Sector

CodeBase Edinburgh , 37a Castle Terrace, Edinburgh, EH1 2EL
(+44) 0131 560 2003/ Scotland

Incubation space

Private
We have been exploring the world of startups and innovation for over
5 years now. We are not really sure how to best describe what we do,
but we think the words "tech cluster" probably do it best.
We are friendly people who are geeky about building tech startups,
managing disruption and innovation. We started off by creating a big
space that was affordable, city-central, with awesome WiFi to help
tech startups and scaleups focus on building their businesses, and not
have to worry about onerous long-term leases, negotiating for
property, etc.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
regional development and/or address
societal challenges…
● Innovative and effective collaboration
● Barriers to collaboration
● Innovative approaches to training for
CCIs
● Who are the stakeholders involved in
the initiative?
● Who set it up?
● What difficulties were encountered?
● Any advice to a peer who would want
to set up something similar?
● Other…
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We hit the ground running. Since 2014 we have grown five-fold in size
in Edinburgh, CodeBase in Stirling came online in 2017, followed by
ONE CodeBase in Aberdeen in June 2019.We have also built strategic
corporate partnerships with Barclays and PwC. As well as our 3 core
cities, part of the Barclays partnership involves us delivering
mentorship and business support to 21 Barclays Eagle Labs
throughout the whole of the UK.
CodeBase also runs an accelerator programme called Creative Bridge.
During 10 consecutive weeks, creatives from all backgrounds learn
start-up best practice and hear about creative entrepreneurs’ stories:
how they made something amazing happen, or how they failed.
Participants gain valuable insights into both what defines success for
them and how to get there.
The programme consists of learning alongside a cohort of
contemporaries selected from a wide range of creative disciplines,

working in groups to deliver an overarching project. Each cohort is
limited to 25 participants and places are fully funded for qualifying
applicants by the Creative Industries Clusters Programme managed by
the Arts & Humanities Research Council as part of the Industrial
Strategy.
https://www.thisiscodebase.com/creative-bridge

●
●
●

Incubation space
Routes to expansion through partnership
Dedicated incubation programme for creative sector

Key Lessons for the DeuS project
Images if possible

See below
Main website:
https://www.thisiscodebase.com

Other links
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Work Package 3: Case Study
Name

Abierto por Obras (Open for Works)

Organisation

Fundación Catedral Santa María

Contact details / location

+ 34 945255135 or at visitas@catedralvitoria.eus / Catedral de
Vitoria (Basque Country, Spain)

Sector

Cultural Heritage
Since 1996, research and restoration work have been carried out
in the Cathedral, focusing on an increase of social behaviour in
conservation works. The Fundación Catedral Santa María was
born from the need and willingness to restore the Cathedral of
Santa María (Vitoria, Spain).

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●

regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

The Foundation has established a programme to carry out
activities focused on enhancing value and raising public
awareness of all interventions. They are grouped together under
the motto Open for Works to raise awareness and increase public
access to ongoing cultural restoration. Furthermore, conferences,
courses and social events are organised for an even greater
identification with the cultural heritage site.
The intervention process is structured in three phases:
1. Historical and architectural research of the monument
following the Master Plan, 1996-2008
2. Rehabilitation of the building and site functions following the
Restoration Draft, 2006-2020
3. Ongoing conservation and activities under the Conservation
and Development Plan (2020-2040) will be drawn up classified
into four lines of social progress:
- innovation in the objectives and methods for enhancing value
and raising public awareness of cultural heritage
- technology applied to the different restoration and awarenessraising activities
- inclusivity of all social sectors, especially those in functional or
financial difficulty
- sustainability of the different economic and environmental
parameters
Resources needed
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The budget in 2017 reached 1,916,000 €: Provincial Council
39.87%; City Council 9.40%; Bishopric 9.40%; Basque
Government 7.83% and the remaining 33.50% was a result of
revenue from private sponsors.
5 people work at the Foundation; 18 people for the visiting
services and 15 on restoration works.
Evidence of success
To date, over one and a half million visitors have learned about
the cathedral and its conservation, guided by specially trained
staff. Some 94,000.00 people took the guided tour each year and
some 10,000 people attended the different cultural activities
yearly. More than 250 cultural events have been held based on
the history, conservation and cultural significance of the building
and the city.
The practice illustrates how the restoration process may be used
as a platform around which themes like social innovation,
understanding of cultural heritage, and appreciation of
conservation can be explored by inviting the public.

Key Lessons for the DeuS project

Non-technological innovation, collaboration, culture-based
creativity

Images if possible

Available on website

Other links

https://www.catedralvitoria.eus/
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Work Package 3: Case Study Template
Name

DIG IT: Digital Storytelling meets the world of work

Organisation

Erasmus+ project (2015-2017) led by North Karelia College
Outokumpu, Finland.

Contact details / location

Merja Karvinen, North Karelia College Outokumpu,
merja.karvinen@pkky.fi / Finland

Context of organisation

This project idea evolved from the need to produce an analysis of
an EU population ever evolving under the contribution from new
populations, arriving or in transit, and for the large diffusion of
digital media.

Sector

Media

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform

The DIG IT project focuses on cooperation for innovation and
exchange of good practices between educators, schools and
organisations. The project covers a variety of topics which link
to labour market issues, youth unemployment, early school
leaving, combating failure in education, entrepreneurial learning,
implementing ICT technologies and digital tools and social
media into education, enhancing both teachers and students
digital competences.

●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

DIG IT project specifically targets students and continues the
Repérer-Réparer-Raccrocher (RRR) Project (2013-2015) aimed
to prevent dropout. The RRR– project trained teachers in
Finland, Greece, Romania and other countries with innovative
teaching and learning methods focused on the theory of multiple
intelligences.
The objectives of the DIG IT project are linked with different
strategic frameworks such as Education & Training 2020:
Making lifelong learning and mobility a reality, improving the
quality and efficiency of education and training, promoting
equity, social cohesion, and active citizenship and enhancing
creativity and innovation, including entrepreneurship, at all
levels of education and training.

The key element of the project is the method of Digital
Storytelling which is used as a way to reflect and document the
workplace visits students have executed during the transnational
events. Students gain knowledge about the labour market skills
and entrepreneurship through interviews and discussions with
professionals and high profile decision makers in Europe. The
experiences are then shared with Digital Stories. Digital
Storytelling combines the art of telling stories with a variety of
digital multimedia, such as images, audio, and video.
Approximately 100 students and 10 – 20 teachers from five
countries worked together in four transnational training events
and in two transnational meetings (from October 2015 until May
2017). Two teachers from each participating organization took
part in these meetings. The results were seen in changes in
individuals; in the way they work, collaborate in everyday life
and also in an international environment. The process of
empowering individuals included encouraging and developing
the skills for self-sufficiency and independent decision making.
The project benefits such as advanced use of digital tools and
especially adaptation of the use Digital Storytelling model,
which would be maintained and spread in the partner network as
well as outside the network. Handbook of Digital Storytelling
was a way to create sustainability.

Key Lessons for the DeuS project
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Digital storytelling, labour market issues, youth unemployment,
early school leaving, combating failure in education,
entrepreneurial, cooperation for innovation and exchange of
good practices between educators, schools and organizations
learning, implementing ICT technologies and digital tools and
social media into education

Work Package 3: Case Study
Name

European Opera Centre

Organisation

European Opera Centre

Contact details / location

https://www.operaeurope.eu/contact / Liverpool

Context of organisation
Sector

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Infrastructure

Performing arts (opera)

The European Opera Centre was launched in 1997 after
extensive consultation in particular with European institutions,
which provided consistent support for some twenty years. The
main aims of the Centre were to assist Europeans to make the
transition from education to the opera profession, and to
develop audiences for opera. Originally, the Centre was based in
Manchester but moved to Liverpool in 2004. This city is among
the areas with the largest proportions of deprived
neighbourhoods, according to UK statistics. The Centre
contributed to Liverpool’s successful application as a European
Capital of Culture in 2008.
From its launch and up to 2015, the Centre considered only
European citizens for its projects. More recently, it has
extended its offer to include artists not only from Europe, but
also from the rest of the world. Artists from 37 different
European countries attended one or more projects when the
Centre was only focused on Europe. The Centre has undertaken
performance projects in 17 countries, with singers being
auditioned and assisted in 50 cities. Its most recent auditions
have attracted applicants from 77 countries.
Those wishing to pursue careers in opera are selected through
open auditions or through interviews to take part in opera
projects. These can be staged or semi-staged performances,
recordings, masterclasses, tours and short-term residencies.
During projects, but also afterwards, the Centre provides

guidance, experience and support to those starting careers in
many different disciplines in opera, mostly singers but also
assistant conductors, repeiteurs, stage directors, administrators,
stage and production managers.
(…)
. (…)
The Centre has also been active in touring and bringing opera to
places and audiences that do not have the opportunity to
experience it, either for purely geographical reasons, such as
places that are isolated from main cultural production centres,
or for financial (being unable to afford a ticket for an opera
performance) or social reasons (believing that opera is an elite
art form, aimed only at connoisseurs). (…)
Keeping up with developments in technology and the digital
world, the European Opera Centre has developed the concept
of online coaching, which has been identified to be of great
benefit to artists who are otherwise physically unable to attend
individual coaching sessions.
During the 2016/2017 academic year, the European Opera
Centre extended its outreach activities by creating links with the
primary education sector, developing a multi-disciplinary
programme for pupils in collaboration with Barlows Primary
School, situated in the north of Liverpool. The school itself has
been assessed as delivering outstanding work and plays a role in
training teachers.

Key Lessons for the DeuS project

Bringing together artists and other creative staff in creative
ways, online coaching, synergies

Images if possible

Available on their website.

Other links

https://www.operaeurope.eu/
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Work Package 3: Case Study
Name

Granny’s Finest

Organisation

Granny’s Finest

Contact details / location

info@grannysfinest.com (Co-founders: Niek van Hengel & Jip
Pulles) / Rotterdam, The Netherlands

Context of organisation
Sector

Social enterprise

Fashion; Crafts and design
Founded in 2011, Granny’s Finest, is a very successful social
enterprise that sells handmade knitwear (scarves, gloves, headbands,
beanies, blankets, pillows, socks etc.). The organisation is a
foundation and works with volunteers and students. So far it has been
largely dependent on grants and subsidies. However, the aim is to
become a financially independent and sustainable organisation. The
organisation has a web shop but also sells through stores and
department stores such as Sissy Boy and Bijenkorf.

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Granny’s Finest believes in the power of binding generations. It
is a company with a social mission. By organising craft clubs
and other activities for the elderly, it contributes to preventing
loneliness. About half of all Dutch people (1 million) indicate
that they feel lonely. Loneliness is much more common in the
elderly over 75. The knitting clubs are financed and organized in
collaboration with social funds and welfare organisations.
Conversely, the elderly also make an important contribution
through their commitment, expertise and life experience. Indeed,
the scarves, hats and hand warmers produced by Granny’s Finest
are knitted by hand in the Netherlands from sustainable
materials. The collection is developed in collaboration with
young creatives. Therefore, the organisation gives young
designers the opportunity to gain relevant work experience and
expand their portfolio. The renewed vision of the youngsters
together with the handicrafts techniques of the grannies, result in
a unique combination of craft and design.

Key Lessons for the DeuS project

Inclusion, craftsmanship, cooperation

Images if possible

Can be found on their website

Other links

https://www.grannysfinest.com/
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Work Package 3: Case Study
Name

Makerversity

Organisation

Makerversity Ltd

Contact details / location

hello@makerversity.org
Makerversity,
Somerset House, Victoria Embankment,
London, WC2R 1LA

Context of organisation

Provider of shared workspace and equipment for makers

Sector

Co-working space

Expand on indicative themes:
● Examples of good practice
● Using design as a vehicle to inform
●
●
●
●
●
●
●
●
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regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Makerversity began when 4 designer makers were given the
opportunity of taking over 2000 square meters of disused and
derelict space in the lower floors of Somerset House. Frustrated
by the lack of space for makers in central London and the lack of
opportunities for young people to get excited about making, the
idea for Makerversity was born. By early 2014 after 9 months of
hard work and industrial quantities of paint, an unloved
basement was transformed into a vibrant creative home for
over 60 businesses and Makerversity was up and running.
Over the years, Makerversity has become a major crossdisciplinary workspace championing collaboration and
experimentation in the centre of London. Their 2 aims are:
1. Build and run spaces for makers including co-working space
and workshops with equipment and tools
2. Learning programmes for members to participate in and also
to provide for others.
There is a strong emphasis on community, cooperation, skills
and knowledge transfer and mutual support. With favourable
terms from the building owner, Makerversity can provide
affordable co-working and making facilities to early career
makers. Makers’ means anyone who is in the business of
making for a living, be it a designer, engineer, entrepreneur,
technologist, inventor, craftsman, technician or artist. You might
be freelance, a startup or design studio.

There is capacity for 350 members. All members have full access
to all tools and equipment. The highest tier of membership is
£390 per month for permanent desk space with 24-hour access.
Limited time free memberships are offered for under 25s or by
application for ‘Makers with a Mission’ for value driven projects.
The communal facilities and wide range of tools equipment,
techniques and knowledge available facilitate knowledge
transfer, skills sharing and new ideas development as well as
fostering new business ventures. Support is provided formally
through workshop managers and learning programmes as well
as informally through peer to peer collaboration.

Key Lessons for the DeuS project

Co-working workshop space fostering innovation and
collaboration

Images if possible

On their website

Other links

https://makerversity.org/
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Work Package 3: Case Study
Name

Ideas Factory

Organisation

Norwich University of the Arts (NUA)

Contact details / location

Norwich University of the Arts (NUA), UK

Context of organisation

Infrastructure
Co-working space

Sector

Social Enterprise
More than just a place to work, Ideas FactoryNUA is a creative
community for digital businesses. Home to graphic designers,
photographers, digital product designers, film makers, animators,
illustrators, writers and UX specialists, Ideas FactoryNUA is a sanctuary
for people interested in working collaboratively, extending their
networks and working side by side with other creative businesses.

Expand on indicative themes:
●
●

●
●
●
●
●
●
●
●
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Examples of good practice
Using design as a vehicle to inform
regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

Ideas FactoryNUA also runs a programme of events tailored for
businesses based in the centre. Events include monthly finance and
tax clinic, legal clinic, business mentoring, networking events,
business planning workshops, talks on funding and marketing; etc. In
addition, the Business Team is always on hand to offer one to one
support.
As a creative consultancy within the University, Ideas
FactoryNUA allows students and staff at the University to undertake
fine art commissions as part of their coursework or in their capacity as
individual artists. For the clients, it is an opportunity to work with
fresh talent who can inject new ideas, design and thinking into their
organisation. For the students, it means a chance to work on live
projects for real clients with the full support of the Ideas FactoryNUA
team.
Recent projects include a set of 6 paintings based on local themes
that was installed in the offices of a financial business based in
Norwich; a 3D installation in a private house; a sculpture sited in the
grounds of a new eco-housing development; and a public art
installation in a new business quarter next to the River Wensum.
Set up by Norwich University of the Arts, Ideas FactoryNUA has had a
significant impact on the local economy. By March 2020, 108

businesses were supported/created, 195 jobs were created and 60
existing businesses were supported.

●
●

Key Lessons for the DeuS project

Multi-faceted support offer including space, mentoring, grants
Significant impact in local economy:
https://newanglia.co.uk/growing_places_fund/norwichuniversity-of-the-arts-ideas-factory/

Main website:
https://www.nua.ac.uk/for-business/

Other links
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Work Package 3: Case Study Template
Name

InnovationRCA

Organisation

Royal College of Art

Contact details / location

Royal College of Art, London

Context of organisation
Sector

Infrastructure

Entrepreneurship Education & IP Commercialisation
InnovationRCA is the Royal College of Art’s centre for enterprise,
entrepreneurship, incubation and business support.
Helping students and graduates transform compelling ideas into
successful businesses, InnovationRCA’s mission is to strengthen the
culture of design innovation and entrepreneurialism at the Royal
College of Art.

Expand on indicative themes:
●
●

●
●
●
●
●
●
●
●
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Examples of good practice
Using design as a vehicle to inform
regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

InnovationRCA is focused on former alumni. It:
● Provides start-up incubation services, to help exceptional
graduate start-ups with compelling ideas rapidly generate
technological, market or commercial proof of concept and
transform them into profitable and investable businesses
● Accelerates the growth of Creative brand businesses founded by
graduates of the RCA
● Protects and manage the commercialisation of intellectual
property created by students, graduates and staff helping
them bring their innovations to market
InnovationRCA is supported by a visiting team of business and startup experts. It also delivers Entrepreneurship
Development and Innovation Development Programmes. These are
interactive, modular programmes of varying duration that enable
participants to access our unique, highly successful design-led
approach which bridges technology, business and creativity in equal
proportion. The programmes are open to any founders, budding
entrepreneurs or anyone stimulating or supporting entrepreneurship,
as well as to corporations looking to promote and exploit their own
innovation.

InnovationRCA has been recognised as one of the top three university
incubators in the UK. In a report published in February 2020, it came
in third in terms of number of deals secured by its spin-outs in 2019,
behind only Oxford and Cambridge. The report also highlighted that
InnovationRCA has the largest number of active spin-outs of any UK
university incubator.
●

●
●

Embracing start-ups from the creative industries, but seemingly
with an acknowledgment that the businesses can be started by
graduates of the RCA but do not necessarily need to be linked to
the creative industries.
Investment in skilled and varied mentoring to stimulate new ideas
https://www.rca.ac.uk/research-innovation/innovationrca/aboutinnovationrca/visiting-fellows-coaches/
Multiple strands of activity and engagement. For example helping
external businesses learn to innovate and develop
https://www.rca.ac.uk/research-innovation/innovationrca/ourprogrammes-offer/innovation-development-programme/

Key Lessons for the DeuS project

Other links
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Main website:
https://www.rca.ac.uk/research-innovation/innovationrca/

Work Package 3: Case Study
Name

The Sharp Project

Organisation

The Sharp Project

Contact details / location

enquiries@thesharpproject.co.uk / Manchester

Context of organisation

Infrastructure

Sector

Public Sector
The Sharp Project is home to over 60 digital entrepreneurs and
production companies specialising in digital content production,
digital media and TV and film production. It is based in a 200,000
square footage refurbished warehouse previously occupied by the
company Sharp Electronics until 2006.
Officially launched in 2011, the Sharp project offers flexible office,
production and event space at affordable prices in East Manchester.
It has been a multi-million pound investment by Manchester City
Council, Northwest Regional Development Agency (NWDA) and
the European Regional Development Fund (ERDF) specifically to help
grow and build on the creative and digital sector in order to create job
and career opportunities in the area.

Expand on indicative themes:
●
●

●
●
●
●
●
●
●
●

214

Examples of good practice
Using design as a vehicle to inform
regional development and/or address
societal challenges…
Innovative and effective collaboration
Barriers to collaboration
Innovative approaches to training for
CCIs
Who are the stakeholders involved in
the initiative?
Who set it up?
What difficulties were encountered?
Any advice to a peer who would want
to set up something similar?
Other…

The Sharp project has become synonymous with creativity, innovative
thinking and astute business sense. Admission is based on businesses
being: “involved in, or support thereof, the making, manipulation or
moving around the world of digital content in order to make money
and grow the creative digital sector.”
The Sharp Project creates an ecosystem on site which allows growth
and development, as companies collaborate as well as compete with
each other for business. To enable this, we carefully select companies
that offer complimentary or additional services which will allow
creative companies to develop their skills and support their
businesses to grow for example, legal expertise in intellectual
property, venture capital funding or specific to sector training.
Within the Sharp Project there is also SharpFutures.
SharpFutures is a social enterprise that supports diverse young
people into employment in the creative digital and tech sectors.
By offering a range of interventions including Apprenticeships,

Work Experience and Volunteering, SharpFutures nurture the
transition into work, whilst responding to the fluctuating needs of
creative digital

●
●
●
●

Sector Focused
Partnership between Council, Regional Development and EU
Funds
Complimentary businesses selected to develop eco system
Industry development via SharpFutures

Key Lessons for the DeuS project
Main website:
https://www.thesharpproject.co.uk

Other links
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www.deuscci.eu
info@deuscci.eu
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