
1 INTRODUCING THE CULTURAL AND CREATIVE
ECONOMY

In spring 2014, the European Commission will
announce the winning city of its first “Euro-
pean Capital of Innovation” competition.3 The
competition seeks to encourage urban areas to
build up a “sustainable innovation ecosystem”,
connecting citizens, businesses, universities
and research centres, public organisations and
financial institutions, with a view to “creating
an appropriate network of cities which can
share their best ideas for the future”.4 The win-
ning city has to demonstrate that it is follow-
ing a comprehensive strategy, which is (a)
innovative, in terms of concepts, processes and
tools; (b) inspiring, with the aim of attracting
talent, funding and investment; (c) integrated,
i.e. pursuing smart, sustainable and inclusive
growth in line with the goals of the “Europe
2020” strategy; and (d) interactive, building a
community for innovation within the city and
with other cities.

The launch of this competition attests to the
European Commission’s growing interest in
the new “cultural and creative economy” and
to the pivotal role that this new economy can
play in economic growth and competitiveness,
in the context of the Commission’s ultimate
goal of making the EU an “Innovation Union”.

Over the past few years, the cultural and cre-
ative industries have emerged as one of the
most dynamic sectors of the European econ-
omy. They are seen as “…a catalyst for inno-
vation in industry and in the services sector…”
and thus “…play a prominent role in the

Europe 2020 strategy as they are contributing
to a new type of growth…”, strengthening the
EU’s international competitiveness and pro-
moting its linguistic and cultural diversity.5

They are closely linked to education and train-
ing, and their dynamic evolution is reflected in
both economic and social development. “Cul-
ture can contribute to inclusive growth through
promoting intercultural dialogue in full
respect for cultural diversity.” It is acknowl-
edged that creative industries “…play a central
role in growth, competitiveness and the future
of the EU28 and its citizens… They are gen-
erators of comparative advantage that cannot
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“If artistic expression can be valued as an energy potential
that can be invested and bear fruit, then surely
the economic crisis will not dampen the spirit

of the restless artistic world.”

Athens Art Network (October 2013)2
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be reproduced elsewhere, … factors for local
development and drivers of industrial change…
They can strengthen social cohesion and com-
munity development as well as enable indi-
viduals or a community to fully engage in the
social, cultural and economic life”.6

The social and cultural changes of the past few
decades, most notably the advances of infor-
mation and communication technologies,7

including the internet, new forms of digitisa-
tion and remixing, mashing and sampling tech-
niques, have strengthened the demand of
European citizens for cultural goods, intellec-
tual creations and new types of entertainment
and recreation. Moreover, in the context of
population ageing in the developed world, a
new group of active consumers has emerged:
people in their third age, who can afford the
time and money for enjoying experiences and
emotions by consuming cultural and creative
goods and services. At the other end of the
demographic scale, members of the new gen-
eration are increasingly familiar with the new
information and communication technologies
and emerge as a dynamic market that does not
only consume, but also has an interactive
involvement, thereby becoming a co-producer
and co-creator of the end product. 

These changes have paved the way for the
emergence of new types of businesses and inno-
vative industries (e.g. those engaging in the
design of computer games and web applica-
tions), while at the same time inducing a reori-
entation of the traditional cultural industries
away from targeting intellectual and/or eco-
nomic elites towards wider social strata and
mass consumption. They have also prompted
consumer goods industries to redesign and
redefine their products, their supply and dis-
tribution networks and funding sources, in
response to their customers’ ever-growing and
changing needs. As a result, the general pub-
lic now has easier access to art, both in its tra-
ditional forms, such as painting, sculpture,
music, architecture or theatre, and in more
modern forms, such as television and cinema. 

The existence of an audience eager to consume
cultural goods, the availability of sufficient
funding in the form of grants, investment or
credit and a supply of human capital and cre-
ators have all helped to bring together tradi-
tional industry and the economy in general with
culture and creativity. Thanks to new tech-
nologies and their applications, investment in
culture and creativity does no longer require so
large amounts of capital as in the past. What it
still does require, however, is ingenuity, imag-
ination, originality, quality of expression, extro-
version, craftsmanship, versatility and an ongo-
ing process of learning and keeping abreast of
developments. Sufficient funding, low produc-
tion costs and low selling prices are no longer
the sole factors of successful business activity
in this area. Uniqueness and authorship and the
ability to offer personal experiences and emo-
tions are equally important determinants of
productivity and comparative advantage.

The European cultural and creative sector is
currently emerging as a global leader, with a
world market share of 70%.8 Having a com-
parative advantage in export trade to third
countries, it is ideally positioned to act as an
ambassador for European industry and for EU
and national identity and cultural heritage.
Using knowledge, emotion, culture and inno-
vation as its main inputs, it can spread
Europe’s moral values and political virtues to
the rest of the world. 

Based on the latest available data, the cultural
and creative sector accounts for 3% of the
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66 See OJ C 51, 17 February 2011, pp. 43-49, and the conclusions of
the EU Council meeting on education, youth, culture and sport, 19-
20 May 2011. 

77 According to the latest report of the International Telecommuni-
cation Union, 2.7 billion people in the world are connected to the
internet via personal computer or mobile telephone, and the num-
ber of mobile subscriptions stands at 6.8 billion. Also, 50% of the
world population is covered by 3G mobile broadband networks. In
the EU28, the percentage of households that have internet at home
has reached 79% (Eurostat, December 2013). In Greece, half of
the population aged between 16 and 74 use a personal computer
or have access to the internet. The percentage is higher (86%) for
young people aged up to 24. See ELSTAT survey on the use of
information and communication technologies by Greek house-
holds, March 2012. 

88 European Commission, Commission Staff Working Document on
Competitiveness of the European High-End Industries,
SWD(2012)286 final, 26 September 2012. 



EU27 GDP ―excluding the financial sector―
and for more than 7 million jobs, of which
about 1 million are self-employed or inde-
pendent professionals. According to the Green
Paper (European Commission 2010), the sec-
tor contributes about 2.6% of the EU27 GDP
and offers employment to more than 5 million
people.9 Between 2002 and 2011, Europe’s cul-
tural and creative exports to the rest of the
world rose by an average of 6.3% annually. 

The sector has shown remarkable resilience to
the current debt crisis and recession and has
the potential to grow further and create jobs,
especially for the youth.10

While in the first decade of the new millennium
the sector was growing at a steady pace, since
2010 its annual growth rate has exceeded 10%
and is expected to remain strong in coming
years.11 Moreover, the high correlation between
GDP per capita and employment levels in the
cultural and creative industries (CCIs) has been
statistically verified (Power, 2011) for a sample
of 266 regions in 30 European countries, sug-
gesting that CCI employment and specialisa-
tion can explain about 50% of the variance in
GDP per capita across regions. 

1.1 THE GREEK ECONOMY, CULTURE AND 
CREATIVITY

The importance of CCIs for the Greek econ-
omy cannot be overstated. The structure of the
Greek economy and society exhibits a number
of peculiar features that offer a comparative
advantage to Greek businesses in the sector,
such as: 

((ii)) predominance of medium-sized or micro
businesses;

((iiii)) high labour intensity;

((iiiiii)) a distinctive personal character;

((iivv)) productive or creative imagination, seen
as the ability to process new useful images
and concepts;

((vv)) free thinking and critical spirit;

((vvii)) adaptability to an ever-changing envi-
ronment;

((vviiii)) high aesthetics and quality of expres-
sion;

((vviiiiii)) emphasis on innovation;

((iixx)) the country’s advantageous geographic
location and mild climate;

((xx)) the uniqueness of the Greek language;

((xxii)) a large inventory of expertise and skills.

Although statistics on the evolution of CCIs
in Greece are, at best, scarce and incomplete,
a recent European Commission paper
(Power 2011) ranked the region of Attiki in
Europe’s top 30 CCI employment clusters in
a total of 266 regions in European countries
(based on 2007 data).12 At a more detailed
sectoral level, Attiki is ranked among the top
10 regions in terms of radio and TV media
employment and among the top 20 regions in
terms of print media employment.13 Greece as
a whole has a score of 4.1% in CCI focus
(measured by the share of CCI employment
in total employment), ranking 18th in 30
countries. This is clear evidence of not only
the bright outlook of the sector, which
encompasses a wide variety of activities, but
also its importance as a driver of economic
growth, given its potential to diffuse signifi-
cant benefits to several other sectors of the
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99 See Frontier Economics (2012) and European Commission (2010).
Including people employed in cultural tourism, employment in the
sector amounted to 5.9 billion or 3.1% of the EU27 labour force
in 2014 (see KEA 2006). Between 2004 and 2007, its share in total
employment remained stable at 2.5%, with only slight divergences
across countries. For 2009, based on the ISCO-08 classification of
activities (2011), it was estimated at 1.7%. This apparent decrease
in employment was largely due to the change in the statistical
methodology and the revised classification of activities and occu-
pations. Thus, data are not comparable across time. 

1100 See Youth employment initiative, European Council of 7-8 Feb-
ruary 2013. 

1111 For 2012, its growth rate is estimated to have remained between
7% and 9%. See Altagamma Monitor Update (2012). 

1122 It is ranked 9th in CCI employment and 25th in regional popula-
tion size. 

1133 Ranked 10th and 6th, respectively. 



national economy. Indeed, the European
experience so far has shown that: 

First, the business model used in the CCIs is
considered to be very successful.14 It is largely
based on the significance of origin and brand-
ing and on the symbolic or intrinsic value of the
product, offering pricing power relative to
standard non-branded products. Higher prices
are justified by: the product’s expressive value;
the high standards of production, such as strict
criteria for selecting the raw materials and for
quality assurance of the final product; the orig-
inality of concept and uniqueness of design; the
author’s personal touch; the harmonious co-
existence of traditional styles with new tech-
nologies; and the adaptability of the product to
the needs of each and every consumer. These
factors make the product unique and cause its
demand to be relatively inelastic to prices. This
means that productivity in the CCIs depends
not so much on production costs, but rather on
skill, inspiration and imagination, as well as on
the intensity of the personal emotions that the
product can evoke in its consumers. 

Second, skill and talent are essential conditions
for the product to be unique, original and
branded. This calls for high specialisation, con-
tinuous learning and training, as well as preser-
vation of the knowledge of traditional tech-
niques. At the same time, in view of the con-
stant need to design new products, it encour-
ages innovation, both in production methods
and in the use of materials. 

Third, the production, supply and distribution
of cultural products and services involve a nexus
of several and typically small or medium-sized
businesses as suppliers, providers and distribu-
tors and diverse labour inputs (manual or intel-
lectual workers), often located in smaller urban
centres or less wealthy regions. In this respect,
the development of CCIs can contribute to the
overall development of local economies and to
job creation in the respective regions. 

Fourth, given that culture and creativity as eco-
nomic activities, by definition, rely on exploit-

ing the potential of innovation, whether tech-
nological, scientific, aesthetic or artistic, they
promote patenting across the economy and
actively contribute to the adoption and imple-
mentation of policies to protect intellectual
property.15

Over the past few decades, the national effort
to establish Greece as a major pole of attrac-
tion for foreign visitors and, by extension, to
communicate its cultural values and lifestyle
beyond its borders relied exclusively on the tra-
ditional triad of “sea, sun and antiquities”,
which combined leisure, recreation and com-
fortable accommodation with the country’s
natural landscape and history. Arguably, this
model has so far worked well, as demonstrated
by sharp increases in the number of foreign vis-
itors and tourism receipts after a protracted
period of declines; however, today it seems
rather outdated within the emerging global
economic environment.

As early as the 1990s, there was a shift in the
global industrial production paradigm as a
result of the advent and integration of the new
knowledge and information economy. By the
first decade of the new millennium, the fron-
tiers of this new economy were pushed forward
to include culture and creativity as additional
wealth-generating factors. Moving beyond
being identified with cultural heritage and the
fine arts only, culture has come to be seen as
a wider concept, as a way of life and as a set of
shared values and experiences. Moreover, the
internationalisation of telecommunications
and digital technology has revolutionised cul-
tural and creative expression and exchange. On
the one hand, consumers have changed their
behaviour, turning from passive recipients of
information to active (co-)creators of the prod-
uct to be consumed. On the other hand, indus-
tries have shifted away from mere reproduc-
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1144 The widely shared view that culture can be a tool of economic
growth has been incorporated into the British national economic
policy since the mid-1990s, with excellent results for economic per-
formance, as will be shown below. 

1155 For a discussion of how innovation, research and technology can
contribute to Greece’s exit from the current adverse situation, see
Herrmann and Kritikos (2013). 



tion towards production and distribution for
targeted markets, in which aesthetics, design
and innovation have prominence. Further-
more, there is a need to link the CCIs with cul-
tural tourism, which provides a reliable tool for
leveraging the cultural and creative assets that
determine each region’s growth outlook.16

Against this background, we can identify three
underlying forces that shape the growth path
of the cultural and creative economy: tech-
nology,17 strong demand for experiences and
emotions;18 and tourism.19

In line with the new international growth par-
adigm whereby the economy of knowledge and
technology fuses with the economy of culture
and creativity, Greek policy-makers, in their
quest for a new sustainable growth model, can-
not afford to disregard the visible benefits of
the smart economy, which is widely recognised
today as the next engine of growth. In the light
of these trends, the challenge for Greek soci-
ety and economy today is not only to protect
and preserve the existing national cultural her-
itage and historical past, but also to create new
forms of culture, engaging all citizens in the
process of generating knowledge and ideas,
promoting originality, personal expression and
innovation, which after all is what culture is all
about. In other words, the challenge for the
country’s cultural management policy is a shift
away from a static (heritage) towards a
dynamic approach to culture (creation of new
forms). Clinging to a static approach would
turn society into a passive consumer of, typi-
cally imported, cultural products. Instead, a
shift to a dynamic approach would deliver a
creative society, with a positive impact on the
economy as a whole.20

This shift is the key point that this paper
intends to make. Apart from representing a
first tentative attempt to quantify Greece’s per-
formance in this new sector of economic activ-
ity, in the absence of adequate statistics that
would enable a safe and clear picture to be
drawn, this study is mainly aimed to raise the
awareness of stakeholders (economic agents

and social partners, private and public bodies,
economic policy makers, public opinion) about
the need to factor in the CCIs in the current
debate on a new growth model for the country,
better suited to the requirements of the mod-
ern, internationalised Greek economy and
society. The study thus advocates a holistic
approach to the new growth strategy, one that
would place emphasis on identifying and fos-
tering the country’s distinctive cultural features
as a solid component of its competitive advan-
tage. Such an approach should tap the poten-
tial of the creative nexus whereby culture and
creativity are linked to growth, technology,
investment and international trade, thus ulti-
mately helping to increase employment and
combat unemployment and social exclusion,
especially among the youth.

These considerations can be of much relevance
and use in the context of the current adverse
circumstances of Greece. We hope that this
first endeavour in the field of cultural and cre-
ative economics will kick off a systematic effort
to record Greece’s “new economy”, which
remains largely unmapped territory, to study
its specificities and monitor its performance
and, at the same time, will inspire concrete pol-
icy initiatives aimed to strengthen this type of
economy. 

Specifically, we will attempt to take stock of
the Greek experience to date and outline the
growth prospects and challenges of the CCIs.
In so doing, we will try to answer the following
questions: First, can the CCIs become a driver
of growth for the Greek economy? Second, can
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1166 For the importance of cultural tourism, see Khovanova-Rubicondo
(2011) and Greek Ministry of Culture (2010). 

1177 Digital technology has hugely contributed to the development of
content distribution channels, such as cable, satellite and digital tel-
evision, computer games, podcasting and streaming.

1188 The growth of world population to 9 billion by 2050, increased life
expectancy and lower prices as a result of technological advances
are factors bolstering demand for cultural and creative goods. 

1199 Although the current global financial and economic crisis has taken
a toll on all sectors of activity, tourism has recovered faster world-
wide. According to estimates from the World Tourism Organiza-
tion (UNWTO 2009), the number of tourist arrivals globally will
increase by 4% per year, reaching 1.6 billion by 2020. 

2200 The links between culture and tourism, between “creative” and
“traditional” sectors or between regional and local economy are
quite obvious. See http://www./ceanet.eu/report/BISC creative
industries.pdf and http://www.europe-innova.eu/creative. 



they contribute to the reorientation of the
country’s economic model from an introvert
consumerist economy, largely based on retail
trade and construction, towards a “smart”,
extrovert economy focused on establishing a
strong comparative advantage in terms of
skills, technology and innovation? Third, what
are the challenges faced by the CCIs within a
domestic environment of deep and protracted
recession, excess and now cheap labour supply,
economic uncertainty and credit squeeze, but
also in a global environment of stagnation,
deflation and intense competition? 

The remainder of the study is structured as fol-
lows. In Section 2 we propose a definition of
the cultural and creative economy, setting out
the necessary preconditions for its growth and
describing its multiple dimensions. In Section
3 we attempt for the first time to outline
Greece’s profile in this field. We assess the
country’s performance over the last decade,
focusing on the challenges it faces as an inte-
gral part of a globalised economy. In more
detail, we experiment with defining, measur-
ing, and classifying culture and creativity within
a conceptual framework which is useful for the
statistical delineation of the smart economy.
We define the statistics which are necessary for
monitoring, assessing and evaluating its per-
formance and attempt to describe culture and
creativity in numbers. In Section 4 we discuss
the specific features of the cultural and cre-
ative sector in Greece and suggest 11 practical
recommendations that would foster the emer-
gence of a new virtuous circle linking culture,
creativity and the economy. 

2 CONCEPTUAL CONTENT: IN SEARCH OF 
A DEFINITION

In traditional industrial organisation theory
and practice, the terms “cultural industries”
and “creative industries” often refer to activ-
ity sectors that lie on the periphery of the focus
of economic and industrial analysis and typi-
cally cover the area of culture and the per-
forming and visual arts.21 The harmonious

blending between the notion of culture and
artistic and intellectual creativity on the one
hand and the market economy on the other has
resulted in a new concept, the “cultural and
creative sector”, and has opened up new fields
of interest for economic science, those of “cul-
tural economics”22 and “creative economy”.23

The rapid growth of the CCIs worldwide in
recent years has led to their recognition as a
distinct sector of the economy, encompassing
many activities that are significant from a pro-
duction viewpoint, such as advertising, archi-
tecture, design, mass and social media, film,
the plastic arts, literature and drama, software,
music, photography, libraries and archives,
museums and archaeological sites and, more
generally, various forms of cultural heritage
and folk tradition, publishing, art and concert
halls. The sector therefore spans a wide range
of diverse activities that are related to culture
in a broader sense. However, as shown in Fig-
ure 1, there are strong similarities, interde-
pendencies and interactions between cultural,
economic, scientific and technological cre-
ativity. Cultural creativity is the ability to con-
ceive an original expressive idea or a different
aesthetic interpretation of the world around us.
Scientific creativity is the desire to study and
experiment in an aim to acquire systematic
knowledge and find new ways of solving prob-
lems. Economic creativity is the ability to
exploit a comparative advantage to achieve
gains in terms of growth, employment and
trade shares. Finally, technological creativity is
the ability to introduce new methods of pro-
duction, distribution and dissemination. 
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2211 As recently as fifteen years ago, the term “cultural and creative
economies or industries” meant absolutely nothing to economists,
sociologists, statisticians and cultural managers. The British par-
adigm, dating from the mid-1990s, introduced the term to describe,
identify, delineate and quantify this sector of the UK economy.
Related terms include “creative economy”, “creative society”, “cre-
ative class” and “creative workers” (see British Council 2010). 

2222 A definition of cultural economics is implicitly provided by the pres-
tigious Journal of Cultural Economics, which, in defining its own
scope, states that “it applies economic analysis to all of the creative
and performing arts and the heritage and cultural industries […].
It also explores the economic organisation of the cultural sector and
the behaviour of producers, consumers and governments within the
cultural sector” (see http://www.springer.com/economics/micro-
economics/journal/10824). 

2233 According to Howkins (2005), the term denotes the link between
creative capacity and the economics of wealth creation. 



“Creative entrepreneurs” are called upon to
bridge the gap between artists/creators and
audiences/consumers. Across the entire spec-
trum of creative industries, creative entrepre-
neurs, whether publishers, broadcasters, music
and film producers, interactive game develop-
ers or craftsmen, decide what cultural products,
and how, will be consumed, while at the same
time caring for the viability of their businesses. 

The term “creative industries” (Mato 2009,
Miller 2009, UNCTAD 2010, Throsby 2001)
encompasses all enterprises that have creation
at the heart of their activity, where creation is
understood as any intellectual and social
process generating new ideas, concepts,
designs, associations, procedures and clus-
ters.24 A new idea has to be original, personal,
meaningful, useful (Howkins 2005) and capa-
ble of leading to a comparative economic
advantage (Florida 2002, 2005). Alternatively,
according to the British paradigm (see DCMS
2001), in an effort to quantify the added value
of the arts and culture sector, which until the
mid-1990s was financially dependent on state
aid, creative industries are defined as “those
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” (p. 4). In other words, the emphasis
is on knowledge and talent as a key input
rather than on the end product itself, which is

more relevant for the cultural industries
(Power 2009). Creative industries thus cover a
broader field than cultural industries, in a way
that new dynamics emerge, which had hitherto
largely slipped the attention of cultural,
employment and education policies. 

Over the past decade, academic literature in
the fields of economics and the arts has fea-
tured an overwhelming number of terms and
concepts seeking to describe the cultural and
creative economy. Various notions and ideas
have alternated around such terms as “cultural
industries”, “creative industries”, “creative
economy”, “experience economy”.25 A lively
debate is also ongoing on whether the cultural
and creative economy is a sector, an industry
or an activity, as well as on whether it is appro-
priate to use a purely economic term such as
“market economy”, with its strong for-profit
connotations, to describe activities which are
largely not-for-profit. 

While the formulation of simple and functional
definitions is still hotly debated26 in academic
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2244 A cluster is defined as a geographically concentrated, complex
group of strongly interdependent companies, suppliers, providers
and relevant institutions promoting innovative thought and com-
petition (Porter 2005). 

2255 Underlying the term “experience economy” is the view that con-
sumers are willing to spend an increasing share of their disposable
income to get emotional experiences and feelings, and this is
reflected in stronger demand for cultural and creative products
(Pine and Gilmore 1999). 

2266 See e.g. Kroeber and Kluckhohn (1952), who gathered more than
150 definitions of culture. See also Flew and Cunningham (2010).



literature, given the blurring lines between
these industries, the common practice is to
consider cultural and creative industries
together, due to the large overlaps between
their activities (Jeffcutt and Pratt 2009, Power
and Scott 2004), and the two terms are used
interchangeably to describe those enterprises
that conceive, produce, disseminate and dis-
tribute marketable goods and services by
extensively using knowledge, innovation, cre-
ativity and culture as their main inputs.
According to the US paradigm,27 a crucial ele-
ment for a business to be classified in this sec-
tor is whether it is market-oriented so that it
can fund itself and is liable to pay turnover tax
(Söndermann et al. 2009). In this regard, dis-
tinctive features of the end product would be
the following:

((ii)) innovativeness; 

((iiii)) symbolic meaning; 

((iiiiii)) intellectual property, i.e. protected ori-
gin and branding;

((iivv)) experimentation and originality;

((vv)) use value, i.e. the product should
respond to actual personal needs and thus
carry exchange value in market terms. 

The Green Paper, on the other hand, adopts a
more flexible approach, in an effort to combine
activities of both commercial and social char-
acter. In particular, Article 2 of the proposal for
a Regulation establishing a “Creative Europe”
framework programme defines cultural and
creative sectors as “all sectors whose activities
are based on cultural values and/or artistic and
other creative expressions, whether those activ-
ities are market- or non-market-oriented, what-
ever the type of structure that carries them
out…” (European Commission 2011).28 This
definition is based on the “concentric circles
model” (Throsby 2001, KEA 2006, ESSnet-
Culture 2012): the more intense the content of
artistic, cultural and creative expression of a
product is, the more clearly it is placed at the

core of the cultural and creative economy (see
Figure 2). It is clear from the figure that indus-
tries in the broader area of culture and cre-
ativity cover a diverse range of activities. All of
them, however, share a common feature: they
all earn income and make profit, first, from the
creative inspiration of their workforce and, sec-
ond, by the exclusive exploitation of the rele-
vant intellectual property rights. The protection
of intellectual property itself is important
because it transforms what would otherwise be
a mere amateur pursuit or an isolated produc-
tive activity into an industry. 

2.1 PREREQUISITES AND INTERACTIONS

The development of the cultural and creative
economy requires five essential conditions,
known in academic literature as the “four Ts”
(plus one) (Florida 2002, British Council 2012,
Levickaité 2011):

((ii)) technology, i.e. applied human knowl-
edge; 

((iiii)) talent and identity, i.e. human capital; 

((iiiiii)) tolerance, i.e. absence of physical or
other barriers between communities, cities
and regions which hamper or discourage cit-
izens’ access to, and participation in, the
society of knowledge, information and inno-
vation;

((iivv)) territorial assets that influence business
location decisions; and 

((vv)) experimentation, i.e. the experience of
constantly introducing new ideas, products
and processes. 

An additional significant prerequisite is the
existence of “creative workers” that are char-
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2277The US paradigm refers to building a cultural/creative sector char-
acterised by minimal reliance on state aid, with a clear market and
profit orientation as well as adequate self-financing. 

2288 The European Commission defines as market-oriented those cul-
tural and creative enterprises whose income (including subventions,
sponsorships, donations, etc.) is at least 50% earned by selling their
own products and services. See ESSnet-Culture (2012, p. 172). 



acterised by: (i) diversity, specialisation, free
thinking, quality education29 and lifelong learn-
ing; (ii) high mobility across jobs and geo-
graphical regions; (iii) multi-skilling and multi-
tasking as workers/creators and producers/
entrepreneurs; (iv) less attachment to old pat-
terns of collective/corporatist formations and
unions in the labour market; and (v) less con-
finement by traditional boundaries, such as
social class and origin (McRobbie 2005). 

Moreover, it should be noted that the expo-
nents of culture and new ideas are faced with
multiple challenges in the entrepreneurial
sphere.30 First, unlike traditional industries, cre-
ative enterprises often find it hard to convince
consumers of the value of their output, since
every re-production of an idea is not just a rep-
etition, but a whole new production with results
and returns that cannot be known in advance. 

Second, knowledge and new ideas can best be
generated in a context of small-sized and

loosely regulated networks of self-employed
practitioners rather than within large and cum-
bersome organisations. 

Third, related to the previous, the small size of
CCI businesses31 and the development of com-
munication channels among many small and
diverse parties complicates the exploitation of
economies of scale, access to financing, pro-
tection of intellectual property rights, pene-
tration of foreign markets, coordination of
actions and interconnection with other pro-
ductive sectors or mobility of artists/creators
across geographic regions and in/out of the cul-
tural and creative sector. On the other hand,
the oligopolistic structure of certain creative
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2299 Quality education requires a shift of basic education from imita-
tive and sterile learning towards intellectual freedom and creative-
thinking skills. 

3300 See European Economic and Social Committee (2013). 
3311 There is a strong presence of micro, small- and medium-sized enter-

prises, which account for almost 80% of the total. See Opinion
2011/C 51/09 of the European Economic and Social Committee on
“Unlocking the potential of cultural and creative industries (Green
Paper)” COM(2010) 183 final (17 February 2011). 



industries, such as the media and advertising,
reduces competition. 

Fourth, with free thinking and expression lying
at their core, creative and cultural industries
often come in conflict with the social and eco-
nomic establishment. 

Fifth, the high fragmentation of the European
market, the absence of a commonly accepted
definition that would help to identify CCIs at
the local, national and regional levels, and the
inadequacy of reliable quantitative data
regarding their contribution to the national
and European growth process raise significant
obstacles to the establishment of a body in
charge of strategic planning and coordination
of action. 

Sixth, with the rapid diffusion of new tech-
nologies in production and distribution
processes, skills become quickly outdated; to
address this, direct synergies within the cultural
and creative communities as well as partner-
ships between education/training and the busi-
ness world are urgently needed. 

Seventh, the inherent difficulties, financial
institutions’ insufficient familiarity with, or
even cautiousness towards, enterprises that
are predominantly based on intangible assets
and are thus hard to assess in terms of credit
risk, combined with uncertainty regarding
future demand for their products, all contrive
to limited or no access of such enterprises to
credit markets, making them fully dependent
on state aid. 

2.2 THE EUROPEAN AND INTERNATIONAL 
EXPERIENCE

Despite the extensive work that has so far
been done at the EU level, the delimitation of
activities and occupations covered by the cul-
tural and creative sector still remains largely
unclear, preventing a precise assessment of
the sector’s contribution to domestic output
and total employment or the development of
an EU-wide regulatory framework that can
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recognise and address the specific needs of
the sector.32

However, we have a clearer picture of the sec-
tor’s performance and relative weight in inter-
national trade. Global exports of cultural and
creative goods and services grew at an average
rate of 14.4% annually between 2002 and 2008.
In 2008, exports of cultural and creative goods
and services represented 2.7% and 4.8%, respec-
tively, of the total volume of global exports. In
2009, the first year after the breakout of the cri-
sis, the volume of total global trade shrank
sharply by 10.6%.33 By contrast, during the cri-
sis period (2007-2011), according to the latest
available data,34 exports of cultural and creative
goods continued their upward trend, rising on
average by 3.7% per annum, whereas the respec-
tive imports declined slightly by 0.08%.
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3322 Museums and fashion design were only recently included in the EU
cultural and creative sector. See European Economic and Social
Committee (2013). 

3333 See IMF, World Economic Outlook, October 2013. 
3344 http://unctadstat.unctad.org/ReportFolders/reportFolders.aspx. 



Chart 1 shows the evolution of cultural and
creative trade. Between 2002 and 2011, global
trade of cultural and creative goods grew rap-
idly, with exports rising by 8.8% and imports by
7% on average per annum. The corresponding
figures for the EU-27 were 6.2% and 7%,
respectively. During the crisis, however, stag-
nation or a slight decline was observed for the
EU-27 and the developed world. Although the
global export growth rate halved, it remained
positive and robust, mainly owing to the buoy-
ant exports of China and India. The industries
which posted the strongest growth of cultural
and creative exports throughout the decade
2002-2011 and the smallest contraction during
the crisis were: art crafts, design (fashion, fur-
niture), new media and video and computer
games (see Chart 2). By contrast, publishing
and audiovisuals (film and video) recorded the
largest falls.

Turning to services (see Chart 3), computer
and IT services, together with advertising,
licensing and rights, are seen as the most
dynamic industries globally. Moreover, the
value of cultural and creative imports and

exports was between 1.5 and 2 times higher in
2011 than in 2002, while for developing coun-
tries it was almost three times higher (see
Charts 4a and 4b). The EU27 accounts for
more than one third of the value of global cul-
tural and creative trade (see Charts 3, 4a, 4b
and 5). 

3 THE GREEK EXPERIENCE: PROSPECTS AND
CHALLENGES

In the early 21st century, Greece, as an integral
part of the globalised economy and society, is
faced with the complex challenges arising from
a protracted global recession, a retrenchment
of societies worldwide to fruitless nationalism,
and growing inequalities across and within
countries. Having for long followed a self-
chosen carefree path, by developing and main-
taining an unsustainable growth model which
resisted adapting to the requirements of the
world economy, Greece is now called upon to
embark on an effort to reconstruct its national
economy within the new post-crisis global eco-
nomic environment. 

In the context of this national effort to achieve
sustainable growth, the cultural and creative
industries represent a crucial link in the cre-
ative nexus between culture, economy and
technology. Today’s world is full of images,
sounds, colours, symbols and ideas that can
generate employment, income and wealth, but
also new, marketable forms of culture. Nowa-
days, no one can claim exclusivity of knowl-
edge, information and creativity; creators of
intellectual and artistic expressions are con-
stantly changing the way in which we produce
and exchange goods, services and knowledge
and, more generally, the way we live and com-
municate. 

In designing a successful and sound national
CCI growth strategy, there are three areas to
be explored and worked upon: 

First, identification of the institutional, struc-
tural and organisational features of the cultural
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and creative sector: which are the stakehold-
ers? How do they interact? What is their impact
on other sectors of the economy? 

Second, systematic analysis of how the sector
functions and how it influences key economic
and social parameters at the national level.

Third, collection and compilation of compre-
hensive statistics for quantifying the sector’s
impact on output, employment and trade. 

3.1 DEFINITION, CLASSIFICATION AND MEASURE-
MENT

Defining, measuring and classifying culture
and creativity within a conceptual framework
enabling statistical identification is a daunting
task. This is so because, for one, culture and
creativity are not the final products of a single
branch of production or distribution; unlike
traditional industries, CCIs are not homoge-
neous in terms of structure and product iden-
tity. Instead, the CCI sector comprises a vari-
ety of activities that cross, or hide in, several
other sectors, such as manufacturing, services,
communications or trade. Second, culture
encompasses various manifestations of social
life that are not specific to any single social
group; it represents individual values, aes-
thetics and morals, intellectual values, behav-
iours and beliefs, habits and practices that
define personal identity. 

The European Commission only recently (see
ESSnet-Culture 2012)35 formulated four main
criteria to delineate cultural and creative activ-
ities: (i) the creativity criterion, i.e. the ability
to create, invent and be original; (ii) the notion
of intellectual property (trademarks, patents,
etc.); (iii) method of production (cost struc-
ture, reproducibility, economies of scale); and
(iv) use value, i.e. the intrinsic or symbolic
value of the product to its individual user.36

On the basis of these criteria, the European
Commission offered a broad delineation of the
cultural and creative sector which can accom-
modate the ethnic, religious and demographic

features of each Member State (see Figure 3).
This framework identifies ten cultural
domains, based on six successive functions37

that form the sector’s value chain. Further, in
a first attempt at quantification, it includes
four economic and social statistics and four
broad indicators for measuring the economic
performance of the sector and the diffusion of
its impact across the economy.38

Today, in crisis-hit Greece, we have little
information about the cultural and creative
sector:39 we can hardly spot it on the econ-
omy’s map, or on the geographical map for
that matter; we know virtually nothing about
its size, employment patterns and contribu-
tion to national output and export trade. Even
less is our knowledge of its specific features
and needs. 

A first step towards mapping the cultural and
creative sector would be to determine which
occupations and professions come under its
scope and clearly distinguish them from other,
less creative-intense categories. In particular,
a decision has to be taken at the administra-
tive and practical level, identifying and finally
selecting the industries to be included in the
cultural and creative sector. Obviously, there
is a need to formulate and adopt a flexible, but
at the same time clear, definition, which
should:
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3355 The effort of the European Commission, and Eurostat in partic-
ular, to develop cultural statistics started on the basis of a French
initiative in 1997 and became more systematic in 2000 with the
establishment of the Leadership Group Culture (LEG-Culture). A
further step was taken in 2009 with the setting up of the Working
Group European Statistical System Network on Culture (ESSnet-
Culture), in the context of the Europe 2020 strategy. The ESSnet-
Culture submitted its final report for consultation in May 2012. See
also WIFO (2010). 

3366 Included are both market-oriented and non-market activities (the
latter are also referred to as the non-market, social, third or non-
profit sector). 

3377 These are quite different from the forces of supply and demand that
determine the functioning of the market for traditional goods and
services. 

3388 According to the British approach, a production or distribution
business irrespective of its size is classified as creative when the pro-
portion of people doing creative jobs to its total workforce is sub-
stantial and above a threshold of 30%. Based on this “creative
intensity” criterion, creative employment in the United Kingdom
was estimated at over 2 million people for 2002, accounting for
5.1% of total employment (see DCMS 2013). 

3399 A comprehensive study of the Greek case in this field is still lack-
ing. The only references are: Louri (2007), Kyriazidis (2007) and
Karampatsou-Pachaki (2000). 
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((ii)) be compatible with the specific features
and needs of the country; 

((iiii)) place emphasis on cultural, intellectual
and artistic creation itself; 

((iiiiii)) exclude activities and occupations that
are more related to retail trade rather than
to production; and 

((iivv)) capture forms of cultural and creative
production that are hidden in other tradi-
tional, non-creative industries. 

The second step would be to prepare a mapping
report document. Specifically, based on the def-
inition reached in the first step, such document
would record all industries, occupations and
forms of employment fully or partially active in
this sector. In this regard, direct contact with all
stakeholders through a questionnaire would be
an effective way to derive comprehensive and
reliable information. The mapping report exer-
cise would help to draw a safe and accurate pic-
ture of the size and turnover of this emerging
sector in measurable terms. Furthermore, the
mapping of all forms of economic activity and
employment in the sector would throw the mar-
ket for cultural and creative market into
sharper relief, revealing such features as: (i) the
existence of numerous very small businesses,
often with only one worker who is also the cre-
ator, alongside a few large-sized domestic or
multinational companies; (ii) location (urban
or semi-urban centres); (iii) the forms of
employment (self-employed, entrepre-
neurs/producers, employees, amateurs, part-
time workers); (iv) type of participation (e.g.
youth and female entrepreneurship); (v) con-
sumer behaviour patterns; (vi) level of public
expenditure on cultural investment; and (vii)
level of private (business and consumer) expen-
diture. These facts reflect the cultural partici-
pation of a society, at both the sending and the
receiving ends of the creative activity. 

Given the need for an evidence-based policy,
the third step would be to establish a periodic
ex post report (e.g. every three years), which

would not only monitor, document and assess
the sector’s performance, but also quantify its
impact on the national economy and society,
using economic and social statistics. In addi-
tion to economic aggregates (such as national
output or gross value added, employment and
unemployment rates and export trade volume),
statistics on violence and criminality rates, edu-
cational attainment and drop-out levels and
social indicators of inequality, poverty and
social cohesion are also crucial statistics in this
respect.40

3.2 COMPILATION AND PROCESSING OF STATISTICS

The Greek cultural sector has never been sub-
jected to a process of monitoring, assessment
or quantification. Policy actions in this field
have rarely been informed by an analysis of
economic costs and benefits and almost never
have they been evaluated ex post based on
their results. Culture used to be seen as a social
value that a welfare state must fund and safe-
guard. Of course, how much money a govern-
ment spends on culture and the arts in a given
year or number of years does not alone deter-
mine the size and quality of the cultural out-
put of the respective country. Planning, vision,
efficient organisation and implementation, val-
orisation of cultural resources, awareness of,
and adaptability to, the changing needs, as well
as dynamism and extroversion are equally
important determinants of healthy and sus-
tainable cultural activity.41

A number of crucial questions arise in this
respect: 
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4400 For details, see the latest OECD report (2012) on education and
OECD (2012), Equity and Quality in Education: Supporting Dis-
advantaged Students and Schools – Spotlight Report: Greece
(http://www.oecd.org/greece/49603577.pdf). Moreover, recently
released Eurostat data on poverty in Greece (December 2013)
reveal the extent of poverty and social exclusion experienced by
more than 30% of the country’s population (3.8 million people):
based on data referring to the year 2012, one out of three Greeks
was in at least one of the following three conditions: at-risk-of-
poverty, severely materially deprived or living in households with
very low work intensity.

4411 See ACE (2010). Notable examples are the recent dynamic come-
back of the Greek National Opera, the success of the Athens and
Thessaloniki Biennales (October-November 2013 and December
2013, respectively) and the new cultural park under construction
at the Faliron Delta. 



First, is private funding appropriate for a sec-
tor whose output promotes culture and fosters
social development and therefore has a strong
“public good” character? 

Second, how can cultural and social develop-
ment be quantified?

Third, how to statistically depict an activity
such as that of the cultural and creative sector,
when its forms and models of production con-
stantly change in line with ongoing techno-
logical change? 

To answer these questions, we need to have
clear statistics on key aggregates such as expen-
diture (public and private), employment, pro-
ductivity and profitability. The compilation and
processing of such statistics would enable us to
quantify the impact of this sector on the rest of
the economy, which is essential information
not only for entrepreneurs/investors, but also
for economic policy-makers. More specific
questions to be answered using this statistical
base would include the following: 

((ii)) What is the sector’s share in total
employment and what are the qualitative
features of its workforce, such as type of
employment, gender, education and skills? 

((iiii)) What is the sector’s contribution to
reducing school dropout rates and raising
participation to lifelong learning? 

((iiiiii)) What is the sector’s contribution to
improving the country’s international com-
petitiveness through the promotion of
research and technology? 

((iivv)) What is the sector’s contribution to
reducing poverty, social exclusion and long-
term unemployment and to the successful
inclusion of disadvantaged and economi-
cally and socially declining regions and
social groups?42

In an attempt to take stock of the Greek expe-
rience, we encounter a number of stumbling
blocks: 

First, the lack of a commonly accepted defini-
tion of the cultural and creative sector. 

Second, the lack of a statistical database, at
least for key economic and social statistics of
the sector, such as turnover and value added,
number and size of enterprises, employment,
export values and volumes, expenditure (pub-
lic and private, consumption and investment)
and consumption patterns (participation and
time use). 

Third, even if the methodology proposed by
the European Commission (see Figure 3) were
to be adopted, it would still not be possible to
accurately quantify and statistically depict this
sector. This is so because Greece applies the
three-digit classification of activities (NACE
Rev. 2) and occupations (ISCO-08),43 which
prevents classification on the basis of different
cultural and creative intensity, i.e. “fully cul-
tural occupations”,“partly cultural occupa-
tions”, “culture-related occupations”, etc. A
more detailed breakdown by four-digit code is
thus necessary, otherwise there is a risk that
their size and importance might be overesti-
mated or underestimated. 

Fourth, in the pre-crisis period, culture in
Greece was largely financed at central,
regional and local level with taxpayer money.
The projects to be financed were selected on
criteria which had little to do with their effi-
ciency or their impact on the local and national
economy and society. Ex post, results-based
evaluation was non-existent. The harsh aus-
terity measures implemented during the crisis
included drastic cuts in public expenditure also
in the area of culture. Most importantly, the
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4422 The effort that started in the early 2000s to quantify the UK cul-
tural and creative sector showed that the sector has a positive and
growing impact not only on the economic level, but also on the
social and cultural levels. It also showed a number of benefits to
other public policy agendas, such as urban regeneration, the reduc-
tion of crime, conflict resolution and cultural diversity. This
prompted a shift of public investment resources from more tradi-
tional sectors of the British economy towards the broader sector
of culture and the arts. See Pembroke (2013), DCMS (2011), ACE
(2011) and McMaster (2008). 

4433 Categories of activities related to culture, arts and creativity: 591,
592, 601, 601, 602, 741, 900. Categories of occupations: 216, 235,
262, 264, 265, 343, 352, 731.



scarcity of public funding highlighted the need
for an evidence-based approach in the selec-
tion of projects to be funded with public
money, with social and economic effectiveness
being the primary criterion. 

3.3 GREECE’S CULTURAL AND CREATIVE PROFILE

Despite the limited availability of statistics on
the new cultural and creative economy in
Greece, in this section we will attempt for the
first time to sketch the country’s profile in this
area.

Trade performance

Based on international trade statistics, which
are virtually the only sources of complete and
comparable data,44 we can conclude that,
although between 2002 and 2011 Greece’s
trade in cultural and creative products and
services grew sharply in value terms, the bal-
ance remained negative, as can be seen in
Table 1 and Chart 6 showing the country’s cul-
tural and creative trade performance (exports
and imports). The deficit position stemmed
from the category of goods, while the small
―albeit rising― surplus in the category of
services is not sufficient to reverse the overall
negative balance. 

Charts 7-10 show the country’s cultural and cre-
ative trade performance by good and service
category between 2002 and 2011. The data point
to rapid growth, which was broadly based across
all categories of goods and services. The most
export-oriented activities were design, publish-

ing, computer games and advertising/market
research. As shown in Table 2, design (mostly
fashion and furniture) was the single best per-
former, with a share of 76.8% in total cultural
and creative exports in 2011, but also had the
highest share in terms of exports (66%). Audio
visuals and visual arts were the least export-
oriented industries. Table 3 provides similar
data for services. Advertising/market research/
opinion polls was the most export-oriented
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All categories 836 1,517 -681 1,646 2,348 -702

Goods 413 1,146 -733 875 1,712 -837

Services 423 371 52 771 636 135

2002 2011

Exports Imports Balance Exports Imports Balance

Table 1 Greece's cultural and creative sector: trade performance

(value, in million dollars)

Note: A negative sign denotes deficit.
Source: Calculations based on data from the UNCTAD Database, June 2013.

4444 According to the UNCTAD classification (2012, pp. 283-284). 
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industry, while research & development
remained the least export-oriented one. 

Furthermore, Greece’s share in global or
EU27 cultural and creative trade in value
terms is low, without visible signs of increased
penetration of export markets (see Tables 4
and 5 and Charts 11a and 11b). Unweighted for
country size, Greece has a share of 0.86% in
total cultural and creative EU27 imports and
just 0.4% in exports. Using population-based
weights, the per capita value of exports is four
times lower than the per capita value of total
exports of the EU27, ranking Greece to the
fourth lowest place, after Romania, Bulgaria
and Cyprus, and four places below Portugal.

Similarly, the per capita value of imports in
Greece is two times lower than the respective
figure for the EU27. 

Employment

While consultation on a consistent EU-wide
methodology for the compilation of complete
statistics on cultural and creative employment
is still under way, it might be useful to look at
the available, even if incomplete, statistics on
employment in the sector in Greece. Based on
the latest Eurostat data release referring to
2009 (Cultural Statistics 2011), employment in
five selected cultural occupations (taken
together) had a share of 1.2% in total employ-
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All categories 100.0 100.0 100.0 100.0

Art crafts 13.32 8.42 9.68 6.30

Audiovisuals 0.14 0.11 0.12 0.05

Design 65.31 66.83 70.98 76.79

New recorded media and 
video games

5.09 7.40 6.36 5.51

Publishing 12.65 13.09 9.07 9.62

Visual arts 2.81 4.14 2.11 1.70

Imports (%) Exports (%)

2002 2011 2002 2011

Table 2 Greek exports and imports of cultural and creative goods: percentage breakdown
(2002 and 2011)

Source: Calculations based on data from the UNCTAD Database, June 2013.

Advertising, market research
and public opinion polling

17.79 19.81 21.04 31.26

Audiovisual and related 
services

16.98 19.65 18.91 21.92

Personal, cultural and 
recreational services

49.06 39.15 45.86 28.02

Research and development 16.17 21.38 14.18 18.81

Imports (%) Exports (%)

2002 2011 2002 2011

Table 3 Greek exports and imports of cultural and creative services: percentage breakdown
(2002 and 2011)

Source: Calculations based on data from the UNCTAD Database, June 2013.



ment in Greece, compared with 1.7% in the
EU27. The respective headcount cultural
employment was 52.6 thousand in 2009. 

As shown in Table 6, providing more detailed
data on cultural employment in Greece and
the EU27 for that same year, publishing activ-
ities had the highest share (30.6%) in total
employment in the case of Greece. Moreover,
female employment accounted for 40% of
total employment in the sector, and the num-
ber of tertiary education graduates was more
than 1.5 times higher than the total number of
tertiary education graduates in the national
economy. Of the total employment in the sec-

tor, around 30% were self-employed or work-
ers in family businesses, more than 10% had
occasional or part-time jobs and more than
20% worked at home. Overall, the picture of
cultural employment in Greece was quite sim-
ilar to that for the EU27. 

Turnover

Chart 12 shows the evolution of the turnover
of three cultural and creative industries for the
period 2001-2012. In all three industries, with
publishing as the leader, turnover grew
strongly between 2004 and 2008. However,
since 2009 the turnover index has been on a
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Imports Exports

2002 2011 2002 2011

Table 4 Greece's share in global cultural and creative goods trade (2002 and 2011)

(% of total value)

Source: Calculations based on data from the UNCTAD Database, June 2013.

All categories 0.521 0.410 0.208 0.193

Art crafts 0.751 0.495 0.228 0.161

Audiovisuals 0.377 0.388 0.110 0.097

Design 0.579 0.424 0.256 0.223

New recorded media and 
video games

0.292 0.271 0.150 0.110

Publishing 0.489 0.523 0.125 0.195

Visual arts 0.188 0.250 0.057 0.048

Imports Exports

2002 2011 2002 2011

Table 5 Greece's share in EU-27 cultural and creative goods trade (2002 and 2011)

(% of total value)

Source: Calculations based on data from the UNCTAD Database, June 2013.

All categories 0.95 0.86 0.28 0.40

Art crafts 1.61 0.81 0.55 0.57

Audiovisuals 0.79 2.03 0.22 0.46

Design 1.26 1.01 0.31 0.49

New recorded media and 
video games

0.64 0.66 0.23 0.23

Publishing 0.69 0.98 0.20 0.32

Visual arts 0.14 0.11 0.11 0.10
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All CCIs 52.6 1.2 3,638.5 1.7

Publishing 16.1 30.6 1,251.7 34.4

Film, video, TV, music recording and 
publishing

5.4 10.3 402.3 11.1

Programming and broadcasting 11.7 22.2 348.6 9.6

Creative arts and entertainment 9.1 17.3 1,045.6 28.7

Libraries, museums, archives 10.2 19.4 590.3 16.2

Women 36.1 43.9

Tertiary education graduates 49.8 68.6

Self-employed and family workers 28.5 42.2

Working at home 20.1 45.9

Greece EU27

Headcount 
(thousand persons) %

Headcount 
(thousand persons) %

Table 6 Cultural and creative employment (2009)

Note: Occupations and activities according to NACE Rev 2. (58, 59, 60, 90, 91) and ISCO-88 (243, 245) classifications.
Source: Eurostat pocketbooks, Cultural Statistics, 2011.



sharp downward path, owing to adverse
national and international circumstances, and
fell to almost half of its 2008 level.

Consumer participation

Household expenditure on cultural goods and
services can be used as an indicator of cultural
participation and engagement on the part of
consumers. As shown in Chart 13, the share of
culture and recreation in the average
monthly expenditure of Greek households
remained broadly unchanged during the cri-
sis period, in contrast to the shrinking share
of clothing and footwear. As another measure
of cultural participation, the total number of
cinema tickets sold in Greece increased from
9.7 million in 2008 to 12.5 million in 2009 and
stood at 11.7 million in 2010 and 10.9 million
in 2011, before returning close to 2008 levels
in 2012 (9.9 million).45

4 PRACTICAL RECOMMENDATIONS

Each country is different, each market has its
specific features, and each cultural and creative
product offers a singular touch and unique
glamour to its user. It is therefore the task of
each country to identify the distinctive features
of its citizens’ cultural and creative capacities
and develop a strategy for promoting its cultural
and creative economy, exploiting its compara-
tive advantages and addressing its shortcomings. 

In Greece, as in other developed countries,
cultural policy has traditionally and historically
been confined to matters concerning grants,
tax exemptions and reliefs, and education in
the fields of visual and performing arts. How-
ever, the emergence of a new inter-sectoral and
multidimensional economy such as the cultural
and creative economy has revealed an urgent
need to align the current cultural policy with
a comprehensive national growth strategy. 

In particular, given the multifaceted impact of
such strategy on the country’s cultural, eco-
nomic, tourist and educational development, it

is logical that political and administrative
responsibility should be shared among multi-
ple policy domains, with the involvement of a
multiplicity of stakeholders.46 Fragmented
strategies and piecemeal action to foster this
new economy entail a visible risk of self-revers-
ing measures, hesitation and unnecessary
delays. This points to a need for a holistic
approach to the sector and its impact, as well
as for a single, comprehensive policy to boost
its growth. To address this need, an efficient
body should be set up and undertake to coor-
dinate action across the various parties
involved, and a well-designed, sound and trans-
parent regulatory framework. 

More specifically, action along these lines
could include the following: 

− GGoovveerrnnmmeenntt  aanndd  iinnffrraassttrruuccttuurree.. The gov-
ernment should continue to provide infra-
structure (facilities, transport, distribution,
access to technology and communications)
as necessary for the functioning of the sec-
tor. Furthermore, through public invest-
ment, it should protect and preserve cul-
tural capital, which is the main input for the
production of cultural goods and services.

− IInntteerrmmiinniisstteerriiaall  oobbsseerrvvaattoorryy  ffoorr  ccuullttuurree  aanndd
ccrreeaattiivviittyy.. This would be a new institution
with a consultative, executive and supervisory
role. Its main points of focus would be, first,
the design of a comprehensive medium- to
long-term national strategy for culture. Sec-
ond, starting and maintaining a regular and
structured dialogue (as detailed below)
among all stakeholders. Such dialogue would
be informed by a periodical stocktaking exer-
cise and report. And third, launching an
online platform for open communication and
information sharing. The latter is particularly
relevant for the less favoured geographic
areas or low-income regions or social groups.
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4455 Data provided by the Greek Film Center, November 2013. 
4466 A diverse set of public entities, non-profit organisations (some of

which benefit from state aid), private for-profit organisations, asso-
ciations of the civil society, institutions, academies, professional and
artistic associations and clubs. 



4.1 SPECIFICITIES

The cultural and creative sector in Greece
exhibits more or less the same specificities as
its counterparts elsewhere in the world.

− TThhee  ssoo--ccaalllleedd  ““mmiissssiinngg  mmiiddddllee””.. The mar-
ket is characterised by the co-existence of few
big players, usually multinational corpora-
tions, alongside numerous local or regional
micro-enterprises, mostly sole proprietor-
ships and vertically integrated businesses.47

− SSeeggmmeennttaattiioonn  ooff  tthhee  ddoommeessttiicc  mmaarrkkeett,,
which is characterised by individual creative
contributions, lack of professionalism and
limited financial resources. The market is
typically organised around best-selling
artists and creators. This pattern largely
reflects the fact that the use of technology
enables mass production and direct dis-
semination, keeping reproduction and dis-
tribution costs to a minimum and low sunk
costs. Large corporations are able to make
substantial profits, while small producers
and individual artists can at best recover the
cost of their initial investment. 

− TThhee  pprroobbaabbiilliittyy  ooff  ffiinnaanncciiaall  ffaaiilluurree  iiss  vveerryy
hhiigghh.. The launch and dissemination of a cul-
tural and creative product should be well-
timed to coincide with the public’s desire to
use it; this results in a volatile and unclear
business cycle. Bad timing can spell com-
mercial failure, no matter how good the
product is. In addition, demand for the
product remains highly uncertain,48 how it
will be received by consumers cannot be
known in advance or safely assessed or
interpreted afterwards.

− LLaacckk  ooff  ssttrriicctt  aanndd  ffoorrmmaall  eemmppllooyymmeenntt  rreellaa--
ttiioonnsshhiippss.. The most common type of work is
project-based, whereby a team or network
is set up on an ad hoc basis for a given
period of time. In their vast majority, the
members of such team or network are free-
lancers or self-employed. Once the project
is completed, the team or network is dis-

solved. Therefore, in designing and imple-
menting any policy initiatives in the sector,
this peculiarity of the relevant labour mar-
ket should be given serious consideration. 

− CClluusstteerriinngg  aanndd  ccoo--llooccaattiioonn.. One aspect of
the sector’s specificity is a tendency towards
clustering, concentration and co-location in a
specific geographic area, with a view to the
benefits that creators/producers can gain from
coexistence, collaboration, interaction, spe-
cialty complementarities and competition, as
well as from the designation of a geographi-
cal area as a pool of creative workers and a
hub for consumers. In other words, creative
clusters function as a meeting place for cre-
ators, artists, producers, entrepreneurs, cre-
ative workers and consumers and as a place
for an exchange of experiences, emotions and
expertise. Athens is a good case in point. 

− UUssee  ooff  ssoocciiaall  mmeeddiiaa,, which can be a key
driver of the sector’s development and
expansion, by bringing together artists/cre-
ators, entrepreneurs and consumers, dis-
seminating information and promoting and
establishing trademarks. 

4.2 SUGGESTED POLICY ACTIONS 

In light of the above, this section attempts to
suggest a set of policy actions that, as a mini-
mum framework, can contribute to the emer-
gence of a new virtuous circle linking culture,
creativity and the economy, as illustrated in
Figure 4. This virtuous circle reflects the pos-
itive externalities generated by the combina-
tion of private investment, knowledge, inno-
vation and technology, entrepreneurship and
export-orientation, which can have a quanti-
tative impact on output, employment and
trade. In this regard, the role of the govern-
ment shifts towards taking initiative for con-
certed action in the context of the interminis-
terial observatory in four main areas:
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4477 This type of organisation is prevalent both in the developed and
the developing economies, although absolute aggregates vary across
countries (see KEA 2006, Higgs et al. 2007). 

4488 This is referred to as the “nobody knows” hypothesis. 



First, providing strong incentives to attract
investment. 

Second, providing appropriate infrastruc-
ture that will allow to reap the benefits of
digital technology and its applications. 

Third, providing incentives to promote
entrepreneurial talent, through education
and recognition of the social role of entre-
preneurship. 

Fourth, formulating a policy to increase the
extroversion of the economy, focused on
modernising and streamlining export pro-
motion policies. 

Fifth, adopting and credibly implementing
a regulatory framework governing the oper-
ation of the new cultural and creative econ-
omy (legal protection of intellectual prop-
erty, equal tax treatment, labour arrange-
ments, strengthening competition). 

Indicatively, we would suggest 1111  ppoolliiccyy  aaccttiioonnss: 

11..  TTaaxx  ttrreeaattmmeenntt.. Can tax policy promote
economic and social development? If the
answer to this question is yes, then taxes can

be a tool for the promotion of culture and
creativity. There is the common but wrong
belief that cultural and creative products
are luxury goods and as such should be sub-
ject to high tax rates. The current VAT rate
structure should be reviewed on the basis of
the principle that similar goods should be
taxed at the same rate.49 Other matters
refer to the tax burden arising from dual
taxation of international co-productions, as
well as tax rebates. Finally, the 1.5% levy
imposed on annual advertisement revenue
of all private TV broadcasters for the pro-
duction or co-production of Greek films is
also a crucial issue (see Laws 1866/89 and
3905/2010).50
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4499 An example is the different tax treatment of theatre and music.
Theatre is subject to a reduced VAT rate (6.5% on the admission
ticket), while the rate applied to music is 13%. Adding the appli-
cable 7% tax in favour of the Hellenic Society for the Protection
of Intellectual Property (AEPI, i.e. the entity managing the rights
of music artists) and the special tax on entertainment shows, levied
at a rate of 5% on gross profit per concert in the areas of Attiki and
Thessaloniki (introduced in 1950 as a levy in favour of “pauper
maidens”), the tax burden on a music product is disproportionate,
at a total rate of 25% in Athens and Thessaloniki and 20% in the
rest of the country, or 35% or 40% respectively if we also add a levy
on the use of sports facilities (15% of turnover). 

5500 Public broadcasters, pay TV operators and companies in the
telecommunications and new technology sector are subject to a spe-
cial tax of 1.5% on their annual turnover. Revenue from this tax
is allocated to the Greek Film Center (80%) and the Ministry of
Culture and Sports (20%). Up to half of the allocation of the Greek
Film Center is granted in the form of advertising time for the pro-
motion of Greek films. 



22..  EEdduuccaattiioonn.. There is an urgent need to
redefine education, including basic school-
ing, further education and lifelong learning.
This is so because: (i) the link between edu-
cation and entrepreneurship is today loose
or even non-existent, which prevents an
active fostering of creative entrepreneur-
ship; (ii) primary and secondary education
is not geared to encouraging and expanding
pupils’ creative skills and talents; (iii) cul-
tural and creative subjects are conspicuously
absent from school curricula; (iv) IT liter-
acy and skills in new technologies are inad-
equately developed not only among main-
stream students, but also among students of
fine arts and design; (v) opportunities to
acquire practical experience through intern-
ship programmes and training are absent or
scarce; (vi) initiatives for competitions and
awards of excellence for new talent and new
entrepreneurs remain limited in scale and
scope;51 and (vii) there is also a lack of ini-
tiatives aimed at familiarising artists and
creators with business and technology mat-
ters. 

33..  LLaauunncchhiinngg  aa  ssttrruuccttuurreedd  ddiiaalloogguuee,,  iinn  tthhee
ccoonntteexxtt  ooff  tthhee  iinntteerrmmiinniisstteerriiaall  oobbsseerrvvaattoorryy,,
wwiitthh  aallll  ssttaakkeehhoollddeerrss  (public and private enti-
ties, civil society, local bodies and authori-
ties, trade and professional associations)
aimed to establish a network for communi-
cation, planning and coordination. A ques-
tionnaire-based survey and consultation
with the various parties involved would help
to gather useful inputs. Needless to say,
public initiative should be entrusted to peo-
ple with expertise in the field, selected on
the basis of transparent criteria. This col-
laborative network should work to design a
comprehensive and coherent strategy for
developing the cultural and creative sector.
In pursuing this goal, the network should
build on the experience of other countries,
tailored to the specific needs of the Greek
economy, and should undertake the fol-
lowing tasks: first a mapping exercise. This
exercise, to be reviewed at regular intervals,
should adopt an evidence-based approach,

building on the available experience of peo-
ple active in the sector. Second, collection
and processing of all relevant information
and data, with a view to establishing a reli-
able statistical database with facts and fig-
ures about the sector’s profile, size and con-
tribution. This should be an ongoing
process, with the database being subject to
constant review and updates, enabling eco-
nomic and political decision-makers to have
an informed view of the sector and helping
to raise awareness of its importance for eco-
nomic growth and social progress. Third,
establishing transparent and merit-based
criteria for planning and budgeting.
Although private economy criteria tend to
prevail, budgets should not only target prof-
its, but also focus on the broader benefit to
society. The key criterion should thus be a
proper mix of marketability and quality.
Fourth, introducing ex post audits and per-
formance assessments, both of which are
sufficient and necessary conditions for a
successful mapping exercise.

44..  LLaabboouurr  mmaarrkkeett.. Cultural and creative
occupations need to be recognised by the
establishment of a registry of creative work-
ers, and appropriate legislation should be
adopted to govern labour relations in the
sector. The lack of such recognition,
together with the informal and loose work
arrangements, mainly in the form of short-
term contracts, the absence of a social safety
net and the inadequate protection of very
short-term contracts lead to a high unem-
ployment rate in the sector and long inter-
vals between jobs. Emphasis should also be
placed on lifting obstacles to cross-sectoral
and cross-border mobility of artists/creators,
as well as barriers to market entry. Both the
domestic and the international cultural and
creative labour markets remain closed,
divided along corporatist lines and subject
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5511 Examples include the recent partnership of the Hellenic Federa-
tion of Enterprises (SEV) with Google aimed to support youth
entrepreneurship by providing expertise, as well as the innovation
awards competition jointly organised by the Ministry for Devel-
opment and Eurobank. 



to administrative obstacles linked to dif-
ferences in legislation across countries, but
also across sectors within the same country.

55..  IInntteelllleeccttuuaall  pprrooppeerrttyy  pprrootteeccttiioonn.. It is nec-
essary to improve, strengthen and mod-
ernise the existing legislation in order to
ensure effective protection of intellectual
property, i.e. the right on patent, industrial
design, the right to use an appellation of ori-
gin or trademark. Relevant matters in this
respect are the monetary valuation of intel-
lectual property, the sharing of relevant
profits and the fight against piracy.52

66..  OOppeenniinngg  uupp  ttoo  iinntteerrnnaattiioonnaall  ppaarrttnneerr--
sshhiippss//ccoo--pprroodduuccttiioonnss.. A crucial role in this
regard can be played by a less restrictive reg-
ulatory framework, as well by initiatives to
organise periodical events and/or internet
campaigns for the promotion of Greek cul-
tural and creative products abroad. A suc-
cessful example is the regular showcasing of
Greek film-making in London every year.53

77..  MMeeaassuurreess  ttoo  ssttrreennggtthheenn  ccoommppeettiittiioonn,, espe-
cially in industries characterised by oligop-
olistic structures. 

88..  CCrreeaattiinngg  pphhyyssiiccaall  llooccaattiioonnss  ffoorr  pprroodduuccttiioonn
aanndd  eexxhhiibbiittiioonn.. The numerous small and
geographically scattered creators/producers
can benefit from their location in a large
working space gathering a large number of
producers and buyers.54 Abandoned indus-
trial buildings, rundown public spaces and
decommissioned infrastructures can be
transformed into vibrant places and homes
to new ideas and products, but also to edu-
cational and training activities. Such co-
locations have multiple and positive
spillover effects on tourism, on the eco-
nomic development of disadvantaged and
poor areas and on urban and regional
regeneration. A good example is the Athens
Gazi Industrial Archeological Park, a for-
mer gasworks site which has been redevel-
oped and repurposed as a major venue for
cultural and entertainment activities.55

99..  FFoorrmmss  aanndd  ssoouurrcceess  ooff  ffuunnddiinngg.. Financial
institutions are not familiar with consider-
ing “experimental”, “original”, “smart” or
“creative” projects for funding. The Euro-
pean Commission (2013) estimated that the
financing gap of the cultural and creative
sector as a result of difficulties in access to
finance would come to up to €13.4 billion
in the EU28 over a 7-year period. On the
other hand, though, neither have cre-
ators/producers or artists, in their majority
individuals and very small firms, the mana-
gerial skills to draft a solid business plan. A
further impediment is the fact that the
notion of creative entrepreneurship is not
adequately recognised, while there is also a
lack of specialists in, and clear guidelines
on, the drafting and evaluation of such
plans. Building expert capacities and
establishing clear guidance in this field are
essential conditions for ensuring the sector’s
access to private finance. The termination
of grants, subsidies and other forms of state
aid and the lack of bank financing have led,
in the past few years, to a quest for alter-
native sources of funding, such as: (i) pri-
vate cultural sponsorship;56 (ii) the pro-
gramme Creative Europe 2014-2020 and its
Culture and MEDIA sub-programmes;57
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5522 It has been estimated (TERA 2005) that as a result of piracy of cul-
tural and creative products (software, film, recorded music, TV
series), the European Union’s creative industries lost €10 billion
in retail revenue and 185,000 jobs in 2008 only. 

5533 6th Annual Greek Film Festival, Westbourn Studios, London, 
7-18 October 2013.

5544 Virtual reality and multimedia parks, computer media centres, busi-
ness centres. 

5555 See Gonis and Defner (2011). 
5566 Cultural sponsorship (see Law 3525/2007) is an institution estab-

lished by the Greek state and is aimed to ensure funding for cul-
tural activities undertaken by public and private entities with
resources coming exclusively from the private sector. It is a form
of corporate social responsibility, whereby companies seek to raise
awareness of social, environmental and cultural issues, while at the
same time strengthening their corporate image. However, cultural
sponsorship has not worked in practice. A major shortcoming of
the relevant legal framework is its failure to clearly define the
rewards to be gained by the sponsor, which would provide strong
incentives for sponsoring. 

5577 The new programme, with a budget of €1.46 billion (increased by
9%), launched in January 2014 as a follow-up to the previous Cul-
ture Programme (2007-2013), will provide funding to at least
250,000 artists and cultural professionals, 2,000 cinemas, 800 films
and 4,500 book translations. It will also establish a financial guar-
antee facility of up to €750 million, enabling small businesses in
the cultural and creative sector to have access to bank credit (see
http://ec.europa.eu/programmes/creative-europe/opportunities/
index_en.htm). 



(iii) venture capital and private equity
funds;58 (iv) crowdfunding59 and peer-to-
peer lending;60 and (v) the new National
Strategic Reference Framework (2014-
2020) focusing on technology, innovation
and youth entrepreneurship. 

1100..  RReeddeeffiinniinngg  eexxppoorrtt  ppoolliiccyy.. Greek and
international experience confirms the
extrovert character of the cultural and cre-
ative economy. Given the very small size of
the domestic market and the sector’s pos-
itive impact on export trade and on attract-
ing foreign investment, the national export
strategy should be redefined in order to
include this new economy as well, with an
emphasis on the protection of designation
of origin and branding and on the obser-
vance of high quality standards. An exam-
ple is the revival of the once forgotten
brand “Greek Cinema” and increasingly
recognised brands such as the “Armonia
Atenea-The Friends of Music Orchestra”,61

the Greek National Opera, as well as the
“Stavros Niarchos Foundation Cultural
Center”. Second, emphasis should also be
placed on facilitating exports by simplifying
export procedures and everyday business
practice, in terms of customs clearance and
other bureaucratic procedures. And third,
efforts should be made to establish a big
city of Greece as an international or
regional cultural and creative hub, exploit-
ing the country’s geographic and cultural
proximity to both the rest of Europe. 

1111..  LLiinnkkiinngg  ccuullttuurree  aanndd  ccrreeaattiivviittyy  ttoo  ttoouurriissmm
with a view to better coordinating all parties
involved and to advertising cultural activi-

ties in time for the forthcoming tourist sea-
son. To date, cultural event programmes
(theatre, music, dance, visual arts, etc.) are
usually announced so late that travel agents
are not able to include them in cultural hol-
iday packages (e.g. events of the Epidavros
Festival). If such events were announced
several months in advance, travel agents
would be able to provide their customers
with timely information regarding cultural
activities in Greece during the forthcoming
tourist season; this would eventually make
cultural tourism an important component of
overall tourism. 
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5588 These entities can provide substantial amounts of capital for the
implementation of an artistic and creative idea and, by so doing,
assume all the risks of the investment; they can thus play a pivotal
role in mobilising funds and investors and in promoting artistic and
creative entrepreneurship.

5599 See Röthler and Wenzlaff (2011). Crowdfunding is one of the most
successful and rapidly developing methods of financing new ideas
worldwide, whereby creators address the public directly in order
to raise funds for their ideas. The benefits are multiple. This is more
than about securing money; it is also about building a community
among people sharing a common goal, who thus become active co-
creators and not passive recipients of the artwork. Moreover, the
internet-based crowdfunding platform can be a useful market
research tool for the artwork in question. See The Economist,
“Equity crowdfunding: Cream of Devon” (2 November 2013) and
Financial Times, “Investors rush to be a part of the crowd” (1 Sep-
tember 2013). Although this practice is hardly known in Greece,
the first Greek crowdfunding web platform already operates suc-
cessfully (http://www.groopio.com). 

6600 Peer-to-peer lending (P2PL) is a new form of funding and online
lending that is growing rapidly in the United States and in North-
ern Europe. In Greece it is completely unknown, with the exception
of the private firm Profile, which has developed relevant software.
Peer-to-peer lending operates under the supervision of regulatory
authorities via a web platform, connecting demand and supply. Indi-
viduals and businesses obtain interest-bearing loans by directly
addressing other individuals, savers and investors via the platform,
which acts as a complement to traditional banking intermediation.
The benefits are multiple. Investors can secure higher remuneration
relative to a term deposit account, while borrowers can secure funds,
often at a lower interest rate, which they could not have otherwise
been raised in the context of bank deleveraging and restricted sup-
ply of bank loans to small and medium-sized enterprises.

6611 Evidence of the extrovert character of Greek culture is the recent
international acclaim for the Athens Camerata/Armonia Atenea
production of Händel’s Alessandro, which was voted “Opera of the
year” at the Mezzo TV awards (December 2013) and its recorded
version won first prize at the International Opera Awards 2013. 
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