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PREFACE 

This study is focused on draw the scheme, in every partner country, of the development and 
training of the creativity of adult people low-skilled or low-qualified but with a high creativity 
potential. 

Over the last decades it became common sense that creativity is not just a given talent but an ability 
that can and should be trained and improved. As a consequence, CT+ project is focus on develop 
training in creativity into a purpose with regard to extend the supply of high-quality learning 
opportunities tailored to the needs of individual low-skilled or low-qualified adults. Creativity 
flourishes in societies where free, equal and open exchange between humans, people and cultures 
is taken for granted.

As motivation strategies, the training of creativity is in the focus of this project, many talented adults 
can get increasing the demand and take-up through effective outreach of the objectives of the pro-
ject.

Since creativity plays such an important role nowadays, it is not surprising that the year 2009 was 
declared to the European Year of Creativity and Innovation (Decision No 1350/2008/EC). The home-
page of the so named year announced the following key message: Creativity and innovation con-
tribute to economic prosperity as well as to social and individual wellbeing. So creativity and 
innovation are thriving factors for entrepreneurship and important new skills needed in new jobs. 

Therefore, these capacities are mentioned as key competences (see the recommendations on key 
competences for lifelong learning, and the resolution on new skills and new jobs) and thus being in 
line with the ideas of the Lisbon strategy.

This Framework has been prepared taking as reference the reality of Cyprus, Italy, Holland, Unit-
ed Kingdom and Spain, as representative examples of profiles, cultures, and varied territories in 
Europe; offering here a very useful work path when it comes to properly conceive -or focus- any 
subsequent initiative in terms of content and/or methodologies to apply in this field.

Its design has followed criteria of practical utility and links with the requirements and opportuni-
ties detected in the market, emphasizing both the improvement of people’s creativity, and their 
entrepreneurial capacity as creative economic agents.



7

EXECUTIVE SUMMARY 

Creativity is a key factor for culture and cultural expressions but vice versa culture is seen as a cat-
alyst for creativity. Already in the Culture Programme of the European Commission (2007 - 2013) 
stimulation of creativity through culture and the promotion of creative industries are set as a Euro-
pean Union policy. 

Also in the European agenda for culture in a globalizing world, culture and its influence on creativity 
is discussed: “The role of culture in supporting and fostering creativity and innovation must be 
explored and promoted. Creativity is the basis for social and technological innovation, and there-
fore an important driver of growth, competitiveness and jobs in the EU”.

CT+ (Creativity training for Europe) aims to develop high-quality skills and competences such as 
creativity because since the beginning of the economic crises 2007 creativity is seen as a major per-
sonal skill to deal with challenges and demands. 
The one and only correct answer to a given problem does not exist anymore; flexible thinking, un-
orthodox methods and creative ways to problem solving are seen as the appropriate approaches in 
today’s globalising world. 

To find creative solutions to complex problems is understood as an important input for innova-
tion which are seen as the main motor of the European Union economy. 

Furthermore, creativity is a human capacity that enriches the personal life, enables the person to 
meet daily challenges and fosters cooperation in society. (Council of Europe, European Unión).
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INTRODUCTION

The following describes the procedure, foundations and 
objectives, which outlined the document that this study 
has provided. Its preparation has followed appropriate 
guidelines to obtain a true and updated image of an Euro-
pean Framework of Creativity Training in entrepreneurship 
that responds to the real needs of creative people with low 
qualification when facing the market; with the purpose of 
fostering training of their competencies put into perspec-
tive with the need to be entrepreneurs as an option of un-
doubted value to integration at work, social and economic 
level.
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1.  THE AIMS AND OBJECTIVES OF THE STUDY

Creativity Training for Europe (CT+) is a study with the main objective of analyzing the situation of 
creativity training in participating countries to help to promote the development of relevant and 
high-quality skills and competences such as creativity and innovation linked with entrepreneurship.

In the other hand, the study helps to analyze the good practices developed in relation to the promo-
tion of the culture of creativity training and is linked with the transversal objective for sustainability 
of the project, the creation of a community of creativity people working and collaborating together 
to improve their options in the labor market in a digital environment, with training, mentoring and 
coaching activities.

1. Improving and extending the supply of high-quality learning opportunities tailored to 
the needs of individual low-skilled or low-qualified adults.

2. Increasing the demand and take-up through effective outreach, guidance and motiva-
tion strategies.

3. Development of relevant and high-quality skills and competences.
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2. METHODOLOGY 

The framework research methodology has involved several steps in every country of each partner 
and after these steps; CT+ had one C1 training in Cyprus for compare and share the results. 

The main aim of the research is identify the skills and competences linked with creativity as well as 
best practices in the field of creativity training. We want to identify the 5 main areas or characteristics

This study is based on a robust process of needs analysis implemented within each of the institu-
tions, culminating in a sharing and joint analysis in the general context of the Association which 
confirms the trans-nationality of the problem. 

There is a large number of unskilled or underqualified adults, but with a high potential for creativity 
in fields such as video, photography, design or music. Taking advantage of this potential and training 
their skills in entrepreneurship, these people can improve their employment opportunities.

During this process of analysis have been taken into account both objective data of the participat-
ing institutions and external institutions evaluation related thereto. It is therefore a process of solid 
reflection, shared and documented as a basis for improvement proposals described and with a Eu-
ropean dimension. 

Priorities:
a. Analyzing the situation of creativity training in participating countries.

b. Analyzing the good practices developed in relation to the promotion of the culture of 
creativity training.

All the actions developed within this IO were focused on getting information about the best way 
to develop the creative competence in the targets groups, as well as about the good practices im-
plemented in the field and the professional competences of a creative person.

Postal 3, on the basis of the information provided by the national reports, has elaborated the final 
state of the art.

The desk research activity was a preparatory step necessary in order to draw a picture about the 
specific situation of creative people and of entrepreneurship promotion.
The joint staff training has allowed participants to share their national approaches and good prac-
tices, and together to develop the methodology to be used in the study. 

Participants will also agree on the content, structure and index of the IOs. Low-skilled adult people 
with high creative potential will share their first hand experiences to facility the development of 
guides and manuals from creativity people view. The Concept note has been the cornerstone for 
development of the IO by responsible partners.
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3. LIMITATIONS OF THE STUDY 

We assume the limitations of the key and initial research process in the European framework of 
competences related to the training in Creativity and entrepreneurship, or more specifically, the re-
lationship between key competences with entrepreneurial competencies and creativity training. The 
first of these is the number of countries involved.

The Creativity training in entrepreneurship are a set of management skills, abilities and behav-
iours that have been shown to help managers in preventing and reducing stress at work. 

This two-part Intellectual Output culminated in a blended training in one of the partner countries. 
The active participation in an inter-cultural training session alongside the partner steering group 
meeting, intended for the partner leader, approached the topics through experiential learning and 
activities to further develop the training package and made it fit for the target group across the 
partnership. Participants have interacted, and worked in small international groups with a special 
emphasis on active participation of all participants. 
Used methods included presentations, guided discussions, case studies, role plays, peer cooperation 
exercises, focus groups, and small group discussions etc.

This has limited us having to adjust the work to be done taking into account the number of attend-
ees, participating profiles, and work days.

A set of defined themes, topics, activities in context analysis served as a compendium of resources 
and activities that guide the Framework output. This set was based on deep research around previ-
ous sources of information; its shortage, or lack of depth, or obsolescence conditioned, limited or 
also hindered the work to be done around this study.
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4. STRUCTURE OF THE REPORT 

This report has been structured based on the diagnosis, analysis and elaboration of a Framework of 
Creativity training in entrepreneurship carried out, including both the results obtained at each step 
and its conclusions; thus facilitating not only understanding the origin of the proposed European 
Framework of Creativity training in entrepreneurship, but also being able to make a partial applica-
tion of it in environments similar to those dissected here.

For this reason, the analysis and diagnosis obtained from the creative reality of each country, is 
included in the first place; and later provide a European Perspective of the situation of Creativity 
Training in Europe.

This gives us a very valuable initial point of view to determine both the real needs in this issue, and 
to define the social and activity environment where any improvement initiative will be implemented.

Next you can find a first approach to the European Framework proposal, and the origin of the in-
formation that was used to prepare it is given below, before including the local proposal for the 
Framework of Creativity training in entrepreneurship based on the previous individual diagnosis, 
and a common proposal -An European Framework- based on the analysis of the situation at Euro-
pean level.

Including both the local frameworks proposals and the European framework allows a partial ap-
plication of the same, and its subsequent use in environments with common points with each one 
example, facilitating both the generic use of the European Framework, and the application of local 
Frameworks for partial solutions in delimited environments.

Once the European Framework has been established, CT+ provides examples of activities designed 
and tested to strengthen and grow the competences that make up this framework, which the CT + 
team launched checked the suitability and impact of its conclusions.

This structure thus responds not only to the need to provide a European Framework of Creativity 
training in entrepreneurship, and its origins, but partial tools that allow its adaptation to specific 
realities too, and its operational application in a flexible, open, complex and very dynamic envi-
ronment.
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ANALYSIS AND DIAGNOSIS 
OF THE SITUATION OF 
CREATIVITY TRAINING IN 
EUROPE

The preparation of an European Framework of Creativity Train-
ing in Entrepreneurship has started from the reality obtained in 
different parts of Europe, north and south, east and west, and in 
the common environment they indicate; thus especially affect-
ing the many common points detected in the needs of creative 
people in Europe, and their possibilities in order to improve 
their skills, or to be able to focus them on entrepreneurship.

Each country and each socio-cultural environment has been an 
opportunity for research and analysis, and, at the same time, an 
opportunity to contribute to that European perspective sought; 
providing needs but also opportunities and initiatives for im-
provement.
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1. CYPRUS CASE

This report presents the situation of creativity training in Cy-
prus. It refers specifically to the culture of the island, as well 
as the production linked to creativity in Cyprus.
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1.1. THE CONTEXT: CULTURE AND CREATIVITY IN CY-
PRUS

The Cypriot culture can be considered rich, as it has been influenced by many other cultures mainly 
Greek, Ottoman and British. The government prioritises the preservation of this rich historical herit-
age among the promotion of the literature, music, dance and visual arts to the Cypriot citizens and 
abroad.

FORMAL EDUCATION IN CYPRUS 

The education system in Cyprus consists of the following stages:

- Pre-Primary Education –obligatory and it accepts children over the age of three.

- Primary Education –compulsory and takes six years to complete. 

- Secondary Education –consists of two three-year cycles: Gymnasio (lower secondary 
Education - compulsory) and Lykeio (upper secondary Education- compulsory) for stu-
dents between the ages of 12 and 18. Instead of the Lykeio, students may choose to at-
tend Secondary Technical and Vocational Education.  After the Education Reform Act and 
the introduction of the new National Curriculum the subject of Music and Sports were 
reinforced through the establishment of specialised secondary schools: Music School and 
Sport School in all the districts of Cyprus.

The formal educational curriculum in Cyprus promotes creative skills through the subjects of arts, 
music, design & technology and literature. Theatre and music subjects are secondary subjects un-
der the official curriculum of schools, while dance is presented by the physical education teachers. 
It is worth mentioning that theatre and dance are also presented in the subject of literature. Despite 
that, a lot of young people attend private classes in their free time, paid by their families, which or-
ganise less restricted events including choirs, bands and dance shows.
 
Higher Education –optional University studies: The following universities located in Cyprus offer 
courses related to creativity, such as Music, Arts and Sports studies:

a. Cyprus University of Technology: Fine Arts

b. European University: Music, Music Technology

c. Frederic: Physical Education and Sports Science

d. University of Nicosia: Music, Dance, Sports Management

It is noted that the European University offers summer school courses for Jazz Music for Young peo-
ple and it also works with the Municipality of Strovolos.

The MOEC (Ministry of Education and Culture) promotes and supports the development of crea-
tivity and innovation through the exploitation of Information and Communication Technologies at 
schools. To pursue this goal, several actions focused on the Educational and Training based on the 
2020 European priorities and the Digital Agenda have been taken:

-    Use of Digital Technologies in teaching and learning

-    Creative, safe and responsible use of the internet

-    Transversal and digital skills for pupils and teachers
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In addition, a lot of young people who are inclined towards Arts/Music have the opportunity to at-
tend public schools which are specialised in a specific sector (Music or Fine Arts) during their upper 
secondary school attendance. It is noted that there is only one school in every city which makes it 
difficult for young people who are come from a rural area to attend. However, upper secondary edu-
cation students can attend the department of Fine Arts offered in Vocational Education and Training 
Schools.

Another programme designed and implemented by MOEC, specifically for vulnerable young groups, 
is DR.A.S.E which aims to support and strengthen public school students. DRASE develops innovative 
actions for the development of creative skills through entertaining activities and school clubs such as 
music, dance, theatre, journalism, sport, etc.) while including modern educational activities.

Regarding higher Education in Cyprus, all public universities offer courses connected to culture, 
creativity and technology such as theatre studies, culture policy and development, Hellenic, Com-
munication and Journalism, while private universities offer music and art courses as well.
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1.2. PRODUCTION LINKED TO CREATIVITY IN CYPRUS

DEPARTMENT OF CULTURAL SERVICES

In Cyprus, the Department of Cultural Services of MOEC (Ministry of Education and Culture) is the 
central governmental authority responsible for promoting creativity and culture within the country 
and abroad, mainly through its portal.  The portal of Cultural Services works as a network platform 
hosting artists’ profile and their creative works in the fields of Visual Arts, Music, Writing, Cine-
matography/Theatre and other performing arts.

The Department of Cultural Services cooperates with other departments of the Ministry when it 
comes to cultural issues/events and also with various other Departments of the public administra-
tion such as:

Cyprus Theatre Organisation In close cooperation with 
the Ministry of Education and Culture, the Cyprus Thea-
tre Organisation promotes drama in education in various 
ways. The organisation of the Theatre School Games and 
their support with a variety of other actions is one of the 
core activities of the Department of Theatre Development. 
Amongst these activities are the organisation of seminars 
for the training of teachers involved in theatre education, as 
well as providing advice and information on relevant issues, 
the introduction to new says of presentation of theatre in 
schools (such as “classroom plays”) and innovative methods 
for teachers.

Cyprus Tourism Organisation organises various events through the year in order to promote Tourism 
within the Republic by using all possibilities and resources available.
Cyprus Youth Symphony Orchestra coordinates the Creative Europe Programme which supports 
artists and professionals in the cultural sector and cultural organisations. More specifically, the De-
partment of Cultural Services is responsible for developing policies in the field of Arts and informing 
the people about different cultural and creative events organised in the country. The Cultural Servic-
es Department is engaged in inviting people in such events as well as promoting achievements of 
cultural activities organised abroad.  

YOUTH BOARD CYPRUS 

The Youth Board of Cyprus is the main actor involved in the policies affecting the young people, 
and therefore, it is the responsible authority for the implementation of the above-mentioned strat-
egy.

A lot of cultural events organized by young people (music festivals, photographic exhibitions, phil-
anthropic events, etc.) are funded by the Youth Initiatives programme. The Youth Board runs this 
programme in Cyprus and provides to the youth, mobility opportunities and active participation 
in the cultural, political and social life of Cyprus through the forms of arts such as painting, music, 
dance and theatre.
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The three key actions of the programme are: 

1. Cultural Interventions

2. Innovation & Creativity Schemes 

3. Book Publishing

The main challenge of the activity of young people in such forms of arts is the lack of proper edu-
cation, as stated by the young people themselves throughout the National Youth Strategy. 
Moreover, the Youth Board of Cyprus, in collaboration with local authorities, offers to young 
people (up to 35 years old), the opportunity to join free or low-cost classes established at Open 
Schools of the Municipalities and Adult Education Center. The MoEC also provides lifelong learning 
opportunities through the Adult Education Centres at every community and youth club that shows 
interest to form small groups. 

THE NATIONAL YOUTH STRATEGY 

It is noted that there aren’t any policies on youth culture and creativity; this field is covered 
through the National Youth Strategy and the policies of the MOEC. 
 
In an effort to empower young people, the government in 2017, created the National Youth Strat-
egy of Cyprus, which is in effect until the year 2022. The overall goal of the policy is “to provide 
young people with the opportunities and empowerment to reach their full potential in all areas of 
their lives, and to be able to use their talents for the benefit of themselves and society”. The scope 
of the Strategy applies in 8 areas, as set by the EU Youth Strategy: Education & Training, Employ-
ment & Entrepreneurship, Health & Wellbeing, Participation, Voluntary Activities, Social Inclusion, 
Youth & the World, and Creativity and Culture. 
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The Strategy states that, culture is recognized as a major contributor to the advancement of crea-
tiveness in young people as it prioritises the promotion for the creation of opportunities to devel-
op artistic creativity and provide an easy access and equal participation in arts and culture. More 
specifically, the Strategy targets the following:

1. Promote and support the development of artists

2. Encourage the development of new methods and practices of cultural expression and 
artistic creation

3. Allow participation in actions organized at a national/regional/local level

4. Develop synergies and collaboration among cultural institutions from other countries 
for the exchange of good practices

5. Promote interaction on cultural issues with other countries

6. Enhance education and training for professionals in culture

7. Create open and free spaces to be used by creative people for the development of their 
talent

8. Ensure equal access to cultural institutions and programmes

ADULT EDUCATION CENTRES 

Adult Education Centres provide learning opportunities for personal and professional development 
to people aged 15 and over. Most of the courses are focused on teaching foreign languages, cul-
tural and health programmes as well as crafts and arts. 

The local authorities are in charge of implementing the programmes and are funded to organise 
cultural events locally.
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1.3. TRAINING IN CREATIVITY IN CYPRUS

As mentioned previously, in Cyprus there aren’t any specific trainings targeted on creativity, al-
though there are a lot of organizations which provide training in other fields in which creativity is 
leading and are listed below:

The Home for Cooperation is a lively community centre providing opportunities to young people, 
the general public, activists, educators and other agents to develop knowledge and critical thinking 
through diverse and rich cultural, artistic and educational programs. The Home for Cooperation 
essentially aims to bridge the build between the Cypriot communities by providing working spaces 
and opportunities for NGOs and individuals to design and implement innovative projects.

The Adult Education Centres of the Ministry of Education and Culture play a central role in Non-For-
mal Learning in Cyprus. The courses offered are varied and include foreign languages, arts and 
crafts, cultural programmes, health and other issues of general interest, as well as professional and 
vocational skills. The aims of the Education Centres are the social, financial and cultural development 
of citizens and society, as well as social integration regardless of economic, social and racial back-
ground.

The Adult Education Centres offer learning opportunities for further personal and professional de-
velopment.  The AEC organises various learning activities every year especially for people with disa-
bilities and special needs.

The Youth Board of Cyprus (or ONEK, as it is more widely known 
from the Greek acronym) is the Erasmus+ National Agency of 
Youth in the Republic of Cyprus. ONEK is a public legal entity, 
founded in 1994, and has since been the main advisory body 
for youth-related matters. Most importantly, ONEK also un-
dertakes projects, with view the 3 main aims of the organisa-
tion: the progress and welfare of young people in Cyprus, the 

provision of opportunities for active participation and responsibility in social, cultural and economic 
development, and the creative engagement and entertainment, with the ultimate purpose of deal-
ing with youth-related problems directly and effectively. The Youth Board of Cyprus promotes the 
progress and prosperity of all young people in Cyprus, regardless of religion, ethnicity or race, while 
also promoting their active participation in the social, financial and cultural progress of the country.

The Youth Board of Cyprus takes a lot of initiatives for promoting innovation and creativity.  Some 
of them are:

1. Youth Marketspace: Provides access to high-end and state-of-the-art equipment for the 
development of prototypes and the realization of their business ideas.

2. The STEAMers: “The STEAMers” program operates along the international S.T.E.A.M 
Centers standards.  Its initials refer to Science, Technology, Engineering, Arts and Mathe-
matics.  The program offers a series of workshops on Robotics, Coding, Film Making, Pho-
tography, Graphic Design, Creative Writing, Music, Drama and Art.

3. Youth Award: Promote and award people who encourage innovation and culture through 
their work

4. Youth Leadership Academy: Promote creativity through the development of leadership 
and entrepreneurship skills

The Cyprus Youth Clubs Organisation (or KOKEN, from the Greek acronym), the largest non-gov-
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ernmental, non-profit organization on the island. This organisation promotes active participation in 
local, national and international level though activities in various fields including culture, non-formal 
education, European projects, human rights, and volunteering. The CYCO is the coordinating body of 
the island’s Youth Clubs, numbering 85 Youth Clubs under its umbrella, and is a prominent member 
of both ONEK and the CYC. The first Youth Clubs were founded in the late 1960s as a government 
initiative. They focused mainly on activities involving with social contribution, art, creativity and 
sports. Historically, the Youth Clubs served an important role in the Cypriot society after the Turkish 
invasion in 1974, as they provided a space for constructive recreational and creative activities for ref-
ugees living in the camps. Nowadays, the Youth Clubs have maintained their social centric character. 
They are volunteer organisations created by the youth for the youth, providing safe spaces for the 
development of young creativity, talent and imagination, but also providing a space for discussion 
of concerns and problems. Youth clubs help the development of maturity and responsibility by as-
signing young people with administrative responsibilities and the coordination of activities.

The Cyprus Theatre Organisation (THOC, from the Greek acronym) organisation is the biggest and 
most well-known theatre organisation in Cyprus, which offers several educational programmes and 
workshops around Cyprus. The Cyprus Theatre Organisation which was founded in 1971, is the state 
theatre of Cyprus. The various activities of THOC include a plethora of theatre events, in a continuous 
and creative development, which are characterised by an artistic and a socio-political orientation.

MORE ACTIVITIES

Cultural Workshop Ayion Omologiton

Cooking workshops

Cyprus Theatre Museum

Cyprus Photographic Society 

Cyprus Annual Festivals 

Cyprus Handicraft Service

Dance House Lefkosia

Fengaros Music Festival

http://politistiko-ergastiri.org/en/
https://www.thecookeryschoolcyprus.com/workshops/
http://www.cyprustheatremuseum.com/?s=????
https://www.cps.com.cy/uploads/1/0/1/8/101820920/nl-nic-201904.pdf
https://www.visitcyprus.com/files/Events/Cyprus_Annual_Events_2019.pdf
https://www.facebook.com/CyprusHandicraftService/
http://www.dancehouselefkosia.com/bouffon-t???-????-?????-?
http://parathyro.politis.com.cy/2019/04/mousiko-chorio-fengaros-2019/
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2. ITALY CASE

This report presents the situation of creativity training in Italy, 
linked with their training possibilities and perspective.
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2.1. THE CONTEXT: CULTURE AND CREATIVITY IN ITALY

Creativity is a word that generically indicates the art or the mind’s cognitive ability to create and 
invent; however it can have many different interpretations and meanings.
It is difficult to define creativity and it is therefore difficult to attribute to us a quality, a talent, a 
specific characteristic. According to the creative director Stefen Mumaw, creativity is, for example, 
attributable to “problem solving”, with the addition of some key features: relevance and innovation.

Creativity is the solution to problems with relevance and innovation.

Creativity, in this modern definition, is intrinsically linked not only to the artistic sphere and to in-
vention (as per tradition), but to innovation, that is the transformation triggered by the introduction 
of novelties, in order to solve problems and improve products, processes, situations, etc... It takes 
creativity to generate innovation.
The divergent thinking in children lessens over time. 98% of kids attending nursery school are “cre-
ative geniuses” - they can think of endless possibilities to use a paper clip. This ability is drastically 
reduced as they go through the formal school system and, at the age of 25, only 3% remain a crea-
tive genius. Most of us can think only of one or a few uses for a paper clip.

On the other hand, the ability to solve complex problems, critical thinking and creativity will be the 
three most important skills in the next few years, as pointed out by the WEF for some years: the 
‘Future of Work Report’(report of the 2016) had shown how creativity had moved from 10th to 3rd 
place in just five years in the ranking of skills; the most recent 2018 report confirmed the same trend.

Italy, as it is well known, has inherit a prestigious past, the legacy of a people that has always con-
tributed with its intelligence to the development and enrichment of a unique cultural and creative 
heritage.
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2.2. PRODUCTION LINKED TO CREATIVITY IN ITALY

The creative production and creative industries use to be very important in Italian social and eco-
nomic structure, as you can see by analysing the important figures it provides.

Chart #1 “Italia Creativa” – Legenda

Architecture in search of sustainability: 69,489 employed - 2,6 mld of Euros.

Performing Arts a sector of excellence: 151,280 employed - 4,5 mld of Euros. 
Visual Arts a huge heritage to develop: 241,607 employed - 11,2 mld of Euros.

Cinema Nowadays Creativity to get back to an excellent past: 74,014 employed - 1,7 mld 
of Euros.

Books sector on the way of digitalization: 140,173 employed - 3,1 mld of Euros

Music towards the access rather than the ownership: 160,598 employed - 4,3 mld of Euros.

Newspaper and Magazines towards a new business model: 100,949 employed - 5,1 mld of 
Euros.

Advertisement room to Digital generation’s creativity: 94,741 employed -7,4 mld €. 

Radio towards digital, already social and mobile: 7,917 employed - 0,8 mld of Euros.

Television and Home Entertainment towards new ways of use: 95,885 employed - 12,2 mld 
of Euros.

Videogames great potential for the future: 15,420 employed - 2,9 mld of Euros.
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At present, creativity and culture in Italy have an important economic and social value, both in terms 
of business volume and employment, but it’s important to support them and help them to express 
their untapped potential. Cultural and Creative Industry is not only the spearhead of Italy, but a stra-
tegic economic resource, able to drive forces for all other sectors. 

The Cultural and Creative Industry has almost one million employees in Italy.  A significant percent-
age of it is of female and youth employment, and produces a value of almost 50 billion Euros. To 
these figures, which measure the only value produced by the nucleus of the Creative Industry - itself 
equal to 2.9% of GDP- must also be added the profits generated indirectly in the other industries.

Creativity and culture are in fact the way of Italian differentiation, the engine of their growth.

This sector is strongly characterized by innovation, and a big number of young people and women 
workers as compared to other sectors of the national industry. This sector is capable of generating 
added value beyond mere economic revenues. Creative Italy nourishes itself of a material and im-
material heritage that constitutes the very soul of this country, and for which Italy is esteemed and 
appreciated worldwide: architecture, cinema, literature, music, video games, animation, visual arts, 
publishing, and fashion and design.

We should also consider that there is no more paradoxical risk than getting used to beauty, yet this 
risk is always high in a country like Italy. We live surrounded by art, by the glories of the past, and we 
are so accustomed to the beauty in which we are immersed every day to believe that we should no 
longer be amazed, rather than not having to worry about it at all.

“A hibernating country, a collective existential lethargy”: this is how the latest CENSIS report defines 
Italy, a country “where the gaze is not to the future, but people live day to day”.

Among the many shadows present in the annual CENSIS photography, a light comes from the num-
ber of young self-employed workers and their desire to commit themselves to the frontiers of inno-
vation. Hence the conclusion fortunately opens to hope: “it is creativity, above all creativity, the card 
for development”.

A card that we must play with the help of everyone, because it belongs to us by natural calling and 
by historical tradition. Was it not said until recently that Italians are all entrepreneurs? And that their 
best quality was just fantasy, creativity, and inventiveness? And don’t they say this the art and culture 
accumulated over the centuries and of which there is trace in every place of their beautiful country?
The life of peoples shows that if culture is not nurtured, and it is not a living culture, it dries up. If 
it is not fed by new transplants, it becomes a find, it gets moldy and dies. Culture doesn’t only die, 
without culture and desire. People die without surprise, they become old, and they sink into nihilism.

Creativity is therefore fundamental. On the one hand creativity - as etymology says - is to be some-
thing from nothing, therefore it acts regardless to the heritage. But as per history’s teachings, we 
know that creativity gives birth to a new flower, never seen before, but this flower is born on culti-
vated land, fertilized by the education of the eyes and the mind.

An education that comes from the family, school, mass media (including television, cinema, social 
networks. Education and training based not so much on speeches or texts: creativity does not come 
from there. It comes out by the attraction of beauty.
Culture as driving force for the development of the country: an opportunity for young people.

In Italy, the employment rate is lower than the European average and youth unemployment is par-
ticularly high.
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Chart #2 – Legenda
 
- Average over all sectors

- Youth unemployment rate (15-39 years): UE28 13%- DE 6% - UK 9% - FR 14% - IT 20%.

- Unemployment rate (15 – 64 years): UE28 10% - DE 5% - UK 6% - FR 10% - IT 13%.

The percentage of employees in the creative sector, on the other hand, is higher than in Europe. 
Eleven sectors: architecture, visual and performing arts, cinema, books, music, advertising, newspa-
pers and magazines, radio, television and home entertainment, video games, highlighting that at 
least 41% of those employed are under 40. (As per Chart #1 “Italia Creativa”).

Considering now the share of direct employed only in the Culture and Creativity Industry compared 
to the total employed, Italy has a better situation than the European one: it reaches in fact 3.8% - 5 
of the total of the employed, against the 3.3 % - 6 of the EU28 as a whole.

In any case, it is clear that this is an industry with a high rate of human capital, based largely on in-
tellectual input.

Chart #3 – Legenda

- UE28: 7,1 mln employed in the Creative Industry – 3,3% of total employed.

- IT: 0,9 mln employed in the Creative Industry – 3,8% of total employed.
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Advertising, Architecture and Video Games are the youngest sectors of the Industry Italian of Culture 
and Creativity.

Most sectors of the creative chain have a higher percentage of employed young people than the 
Italian average for all economic sectors. The same is evident at European level.

Chart #4 – % youth employed in the Creative Industry – Legenda

- IT average over all sectors 37%

- UE28 average over all sectors 44%

- Advertisement; Architecture; Videogames; Cinema; Newspaper and magazines; Books; Visual 
Arts; TV and Home Entertainment; Performing Arts; Music; Radio.

The creative industry and the advent of digital: creating new professional figures and new train-
ing needs.
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Chart #5 

- These digital professions, along with many others, have now become part of natural job 
opportunities for young people who want to pursue a career in the creative industry.

This is demonstrated by some data related to the employment rate after specialist training. As an 
example, among the former students of the Master’s Degree in Paper and Digital Publishing, held 
by Università Cattolica del Sacro Cuore in collaboration with the School of Publishing Piamarta, 40% 
took on the role of web editor (web sites, and- commerce and social media), 17% of e-book design 
and multimedia products, 5% of metadata management. 

Moreover, all of these professionalisms are characterized by a natural link to the interests and the 
expectations of the new generations, revealing themselves so particularly useful to help the entry of 
young people into the world of work.

How to face this “trade revolution”, now well underway, from the perspective of education?
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2.3. TRAINING IN CREATIVITY IN ITALY

The training industry in Italy shows a well-developed basic system that supports the Creative In-
dustry. The big names in Italian academic training can offer options of excellence to young people, 
through degree and masters courses.

Moreover can be included specialized programs, born over the years to support the creation of the 
professional figures of tomorrow’s creativity.
There are also specific initiatives, vertical on the creative sector, which aim to bring young people 
closer to the sector (for example, the Formentini Laboratory for Publishing).

On the other hand, digital professionalism, that is by its nature fluid, changes and makes the work 
of educational institutions “difficult”. These must tend more and more towards the creation of com-
plex cultural profiles. The acquisition of in-depth technical skills in a specific field is no longer 
the cornerstone of education: what matters most today is the ability to evolve with the context, 
expressing versatility and flexibility.

In youth education, it more and more crucial to master transversal competences besides having a 
solid and cultural training and the chosen specialization. All fields of study, including artistic and 
humanistic, academic and secondary education, should provide the right mix of professional skills.

It’s important to admit and underline, however, that despite this widespread awareness, primary and 
secondary education in Italy remains anchored to old logic and methodologies that are not only ob-
solete, but that inhibit the process of a person’s creative development. Lectures, very strict didactic 
programs and above all teachers not ready for this change, leave the Italian school an archaic and 
not very productive model of creativity.

Creative thinking is somehow inhibited since the early years of school, exactly when kids develop 
it and should be instead stimulated.

So how can school foster the development of pupils’ creative potential? First of all, promoting a 
climate that invites us to be creative and to take on (on the part of the teachers) and by making stu-
dents taking on the attitudes consistent with what creativity requires.

The school system does not always help teachers in adopting a flexible method that fosters cre-
ative behaviour in their students. Sometimes students showing curiosity and impulsiveness, show 
restlessness and, consequently, can disturb the educational activities. In some case there is a tenden-
cy to reward only the “right” answers and to penalize the “wrong” ones.

This can have a negative impact on children and young people and prevent them from displaying 
original ideas or unexpected solutions, because they fear that they will not meet teachers’ expecta-
tions. The tendency not to “take risks” can undermine the creative expression at school.

The teacher should then create an atmosphere in which personal and unconventional point of view 
is encouraged and rewarded. It is important to gratify the student for the imaginative effort made, 
as new ideas emerged can be verified and eventually lead to the desired solution.

Developing creativity requires ways of working that enable the student to feel involved and at ease 
to propose unusual and extravagant ideas. The way in which the student is addressed, the tone with 
which deliveries are given, the comments made to his performances can send signals that encourage 
or inhibit creative production.
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3. NETHERLANDS 
CASE

The Netherlands is a very dynamic country with a long creative 
tradition, which, in addition, joins in this case a strong entre-
preneurial spirit.
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3.1. HISTORICAL CONTEXT 

The history of the Netherlands spans its glory days as a 17th century wealthy seafaring empire to its 
time as a colonial powerhouse and its present status as one of the most liberal nations in the world.
 
Holland, besides its small size, has always been very well centered on the European and world map, 
leading economic, social and political movements and reforms which have made the innovative 
country we know nowadays.
 
In relation to art and culture, what matters to us in the European project, there are two important 
moments to take into consideration, the SXV and SXI with the blooming of the Flemish painting and 
the postimpressionism happening at the end of the SXIX and the beginning of the XX century with 
their universal figure and living myth, Vincent Van Gogh. 

Nowadays, The Netherlands is not known anymore by their pictorial and fine art masters, but it is 
known by other very creative and innovative fields such as musicals, TV shows, advertisement, video 
games and electro music. Creative products commercialized worldwide as good Calvinist merchants 
they have always been. 

- Painting: This discipline can be divided in 3 periods, the northern renaissance, the golden 
age and the postimpressionism. The first one with John van Eyck on and Jheronimus van 
Aken just right the baroque era, the second one with Rembrandt or Johannes Vermeer 
leading the race, and the third one with the iconic and universal figure style alive Vincent 
Van Gogh. 

- Literature: Starting with the humanist Erasmus of Rotterdam and father of the program 
this project is framed, continuing with another iconic and universal figure as is Anna Frank 
or contemporary writers such as Harry Mulish, Gerard Reve and Willem Frederick Hermans, 
writing as an artistic expression is a something than the Netherland can also play on the 
universal scale. 
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- Cinema: The biggest difference between Dutch cinema and their neighbour countries, is 
that Dutch one is publicly funded, but this does not mean cinema made In the Netherlands 
has less quality or repercussion as quite a few directors and productions have been priced 
in the most important Cinema Festivals (Venice, Berlin and Cannes) Willy Mullen, famous 
in the early 1900´s and father of the Dutch cinema is an outstanding figure, founding with 
his brother, the first Dutch film production company. The two cinema genres who work 
better in Holland are the children novel´s adaptation and the documentary genre having 
notorious world repercussion the International Documentary film festival held in the city 
of Amsterdam every year. 

- Music: Dutch techno is their distinguished mark, and their bigger cultural exportation to 
the world. The best DJs in the electro dance music scene are Dutch, including Tiësto, Don 
Diablo, Armin Van Buuren, Ferry Corsten or Sander van Door, to mention some. A global 
hit and cultural fanaticism built in The Netherlands to the world. Other music genres apart 
from Hip-Hop are only testimonial in The Netherlands. The Amsterdam dance event is the 
world’s leading electronic music conference and the biggest club festival on the planet. 

- Architecture: The Netherlands is a country of innovation, finding eco-friendly solutions 
and experts in recycling products, with all these premises, is hard not to find the best archi-
tects and architecture studios and firms in Europe and possibly in the world. Architecture 
is also an artistic expression and they know how to work that out. Holland has contributed 
enormously on the field of architecture in the last century. From the work of Hendrik Petrus 
Berlage and the advent of modernism to the Amsterdam School, Expressionism, and the 
widely-popular De Stijl; these movements laid the foundations for contemporary Dutch 
architecture which has produced some of the world’s largest and most innovative com-
panies. To mention just a few examples, on the top five we find MVRDV, Oma, Unstudio, 
Mecanoo and NL Architect.
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3.2. CULTURAL INDUSTRIES IN THE NETHERLANDS 

Creative Industries are those industries which combine the creation, production, and commercial-
ization of creative elements. Taking the Department for digital, culture and media as an start and 
important point, several “industrial” sectors were identified; from advertising, architecture, art and 
antiques, and going to computer games, crafts, design, film and video, publishing, software, tele-
vision and radio, all and each incorporating a different technology. Creative Industries are seen 
worldwide as a tool for innovation against poverty, having an important economic impact locally, 
nationally and globally.  Taking what matters to our project Creativity + creative entrepreneurship 
represents the practice of setting up a business in a creative industry. The creative entrepreneur 
is an investor in talent, either by his/hers own or with others. 

Holland is the king, the creative capital of Europe. Renowned internationally for its entrepreneurial 
spirit and out of the box thinking, The Netherlands is the place to reinforce the talent that all hu-
mans have inside. This tiny country in west Europe, attract creative mind all over the world due to its 
high quality of life, opportunities, multilingual talent and competitive international business. 
All this mix of ingredients is what make companies decide to open headquarters here and start their 
ideas coming to live. 



34

3.3. TRAINING IN CREATIVITY AND CREATIVITY IN-
DUSTRIES IN THE NETHERLANDS

As was explained before, the creative industry is the most dynamic top sectors in the Dutch economy. 
The creative industries (such as design, media and entertainment, fashion, gaming and architecture) 
are a driver of innovation in other sectors. They provide creative solutions for societal challenges in 
areas such as healthcare, security and energy. The Dutch creative industry is internationally a top 10 
player and it has some amazing innovative courses, training and studies which are worth to mention. 
We have selected the next ones:
 

- Design academy of Eindhoven: Born in 1995, The DAE is an interdisciplinary educational 
institute for art, architecture and design. The work of its faculty and alumni has brought 
them international recognition. The bachelor’s program is split into eight interdiscipli-
nary departments, broadly covering art, architecture, fashion design, graphic design and 
industrial design. As the structure of the bachelor’s program is intended to be flexible, stu-
dents are free to move between departments and all students graduate with the same de-
gree, a Bachelor of Design. The DAE also offers four distinct master’s programs: MA Con-
textual Design, MA Social Design, MA Information Design, and MA Design Curating and 
Writing.

- Amsterdam Fashion Institute: AMFI is currently the largest fashion institute in the Neth-
erlands. More than 100 lecturers teach more than 1100 students about all aspects of the 
fashion world. AMFI is also the only fashion institute in the Netherlands that covers the 
entire fashion chain. This ensures our students to have a broad perspective of the fash-
ion industry. They choose to specialize in either Fashion & Design, Fashion & Manage-
ment or Fashion & Branding. AMFI offers all its programmes in Dutch as well as in English. 
Students graduate with a Bachelor’s Degree in Fashion & Textile Technologies.

- The Amsterdam Fashion Institute has a two years Master in fashion enterprise creation. 
A master degree which prepares you to become a fashion entrepreneur by equipping you 
with all the skills you’ll need to operate a sustainable business. This master is based in four 
tracks; research; Business; Marketing & Branding and Product & Service. An innovative 
methodology to make a successful career on the field of fashion worldwide

- ArtEZ Academy of arts and design Arnhem: ArtEZ in Arnhem, Enschede and Zwolle pre-
pares students for professions in which art, knowledge and creativity play a central role. 
The ArtEZ academy is divided in five institutes; art and design, music, theatre and dance 
and architecture. The methodology and education they give, enables young artists to thrive 
and explore who they are and what they want to express in the world mentored by some 
of the best educators and teachers in the world. 
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- University of Rotterdam: The University of Rotterdam offers a very interesting masters 
degree in cultural and economic entrepreneurship. Creativity and entrepreneurship are 
leading themes in the cultural sector, and in the new economy. The Master Cultural Eco-
nomics and Entrepreneurship in Rotterdam explore thoroughly these themes.

- Students acquire a solid background in cultural economics, cultural entrepreneurship, 
and research methods. They learn about the latest theoretical developments in the eco-
nomics of: art markets, cultural organizations, cultural and creative industries, digitization, 
performing arts, marketing of cultural goods, and about culture beyond markets.

- A very practical organized by seminars, workshops and fieldtrips. Students will apply the 
theory to actual cases. In the final thesis students pursue a topic of their choice, and devel-
op the skills to conduct their own research. 

- It is true that non-formal educational approach is more difficult to find, this a lack hap-
pening in all Europeans countries and it is one of the things that this project aims to tackle 
and give a solution as people with a lot of creativity.
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4. UNITED 
KINGDOM CASE

The United Kingdom is one of the main engines of culture 
both at European and worldwide level, whose creative and en-
trepreneurial activity has a great influence both qualitatively 
and in the market.
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4.1. THE UK CONTEXT: CULTURE AND CREATIVITY IN 
THE UK

The United Kingdom (UK) has had an immeasurable influence on the cultural and creative land-
scape of Europe and the wider world for centuries. Through its geographical, geopolitical and 
economic position throughout history, the UK has been able to both internally nurture and out-
wardly export its creative culture around the world. UK culture and creativity has influenced a wide 
variety of art forms and the industries linked to them these include:

- Art: The UK has a long history of artistry, from Stone-
henge to Celtic art to Anglo-Saxon art, we have seen art 
play an important role in the cultural identity of the British 
people. However, while other areas of mainland Europe 
had a flourishing art world from the 15th Century onwards, 
the UK was lagging behind. This was mainly due to social, 
political and religious turbulence including the Protestant 
Reformation in the 16th century, from this period onwards, 
the art of the UK was limited and artists were mainly im-
ported from mainland Europe especially during the Tudor 
dynasty and the Artists of the Tudor court (1485-1603).

- It was not until the 18th century that British art and artists would make a serious impact 
on the culture and society in the UK. The period of 1750-1790 is often referred to as the 
‘classic age’ of British art and was dominated by artists such as Joshua Reynolds and Thom-
as Gainsborough. This was followed by the ‘Romantic era’ in the late 18th and early 19th 
century led by the likes of William Blake, J.M.W Turner and John Constable.

- The reign of Queen Victoria (1837-1901) saw dramatic social, economic and political 
change in the UK, it also saw the world of Art, Architecture and Sculpture flourish. From the 
‘Pre-Raphaelite Brotherhood’ to the foundation of the ‘New English Art Club’, the Victorian 
era was a time of intense artistic activity in the UK. 

- The early 20th century saw various periods develop in the UK art culture. It saw the influ-
ence of Modernism, Impressionism, Expressionism and Surrealism. The post WW2 artistic 
landscape saw the rise of artists such as Francis Bacon, Lucian Freud and the sculpture 
Henry Moore. From the mid 1950’s the rise of ‘Pop Art’ dominated the art scene with key 
figures including Richard Hamilton, David Hockney and Peter Blake. The late 20th century 
saw the rise of contemporary art in the UK and the increasing influence of post-modern 
arts. Lead by the ‘Young British Artists’, whose number include Damien Hirst, Tracey Emin 
and Abigail Lane. The recent trend has seen a move towards ‘street art’ or ‘graffiti art’ epit-
omized by the global success and influence of the artist ‘Banksy’. 

- Poetry & Literature: This can be seen as one of the most important and influential creative 
industries in the history of the UK. From the Middle Ages and Geoffrey Chaucer, to William 
Shakespeare’s extensive works of the 16th/17th century and John Milton in the later 17th 
century, British literature has influenced creative culture and thinking all over the world. 
This influence continued through the 18th and 19th century and saw key works by authors 
such as William Wordsworth, Jane Austen, John Keats, Alfred Tennyson, Charles Dickens, 
the Bronte Sisters, George Eliot and Thomas Hardy. The 19th century ended with a flourish 
of key science fiction works by the author H.G Wells.  

- The 20th century then saw important political and fantasy works by authors such as Ald-
ous Huxley’s Brave New World, George Orwell’s Animal Farm or Nineteen Eighty Four and 
J.R.R Tolkien’s The Hobbit or Lord of the Rings trilogy. The British influence on modern lit-
erature and writing continues to this day with hugely popular works such as J.K Rowling’s 
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Harry Potter series.   

- Music: The music industry is undoubtable the UK’s most successful and iconic creative 
endeavours, particularly in the modern era from the 1960’s onwards. The UK did produce 
some notable classical composers such as Thomas Tallis and William Byrd in the 16th cen-
tury, Henry Purcell in the 17th century or Hubert Parry and Edward Elgar in the late 19th 
century and early 20th century. However, it wasn’t until the post war era and the dramatic 
social and political change of the 1960’s that the UK music industry really found global 
success.  

- The 1960’s saw a creative explosion in the UK and music was at the forefront. Across 
the whole of the UK, musicians and bands such as The Bee Gees, The Beatles, The Rolling 
Stones, David Bowie, The Who, Elton John, Pink Floyd and Led Zeppelin all found national 
and later global success. The trend continued in the 1970/80’s with the addition of bands 
such as Queen, The Sex Pistols and Fleetwood Mac. 

- There was another explosion of creative musical talent in the early 1990’s as bands such 
as Pulp, Blur, Oasis and Radiohead all released massively successful albums and dominated 
the UK music scene for the majority of the decade. The early part of the 21st century has 
also seen huge success for the UK music industry including artists such as Amy Winehouse, 
Coldplay, Adele and more recently Ed Sheeran. 

- Television: The UK has a rich history of successful television programs, many of which 
have enjoyed tremendous critical and commercial success. Traditionally, the British tele-
vision comedy has been the most successful including shows such as Dad’s Army, Monty 
Python’s Flying Circus, Open All Hours, Faulty Towers, Only Fools and Horses, Black Adder, 
Father Ted and The Office to name a few. 

- The British Broadcasting Corporation (BBC) has been at the forefront of the UK television 
industry with hugely successful programmes such as Dr. Who, Top Gear, The Apprentice, 
Line of Duty and an extensive collection of natural history documentaries like the Planet 
Earth series, the Blue Planet series and Life. The recent rise in the popularity of ‘on demand’ 
television has again seen great successes for British made television including Downton 
Abbey, The Crown and Game of Thrones.  

- Cinema: In the late 19th and early 20th century, British cinema played a key founding role 
in the film industry. It saw the ‘golden age’ of British cinema in the late 1930’s and 1940’s 
and has continued to produce some of the most successful films, actors and directors ever 
since. This has been achieved with the help of some highly successful British film produc-
tion companies and studios. Some of the most influential include Working Title, Ealing 
Studios, Aardman Animations and Pinewood Studios.  

- Some of the most influential directors have included Charlie Chaplin, Alfred Hitchcock, 
Michael Powell, David Lean, Richard Attenborough, Ridley Scott, Danny Boyle, Ken Loach, 
Christopher Nolan, Mike Leigh and Steve McQueen. Some of Britain’s most successful Ac-
tors have included Charlie Chaplin, Laurence Olivier, Peter Sellers, Alec Guinness, Michael 
Caine, Maggie Smith, Anthony Hopkins, Sean Connery, Judi Dench, Ian McKellen, Gary 
Oldman, Helen Mirren and Daniel Day-Lewis.  

- Fashion: The British fashion industry has enjoyed great successes and is currently one of 
the UK’s main growth sectors. Fashion designers such as Mary Quant in the 1960’s, Vivi-
enne Westwood in the 1970’s, Paul Smith in the 1980’s, Alexander McQueen in the 1990’s, 
Stella McCartney and Alice Temperley in the 2000’s all influenced fashion trends and con-
tributed to the continued success of the British fashion industry. 
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- The Games Industry: A recent UK success story has been the computer games industry. 
UK based games developers and publishers. There are currently nearly 2500 active games 
companies in the UK including industry leaders such as Rockstar North, Traveller’s Tales, 
Codemasters, 4J Studios and Rocksteady Studios. The industry currently employers over 
50,000 people across the UK. 

Overview

These are just some examples of the rich and diverse creative history of British culture. British culture 
has managed to develop and nurture creative talent on a scale few other countries can claim. The 
creative industries have contributed an incredible amount of income and opportunity to a vast range 
of creative individuals for centuries and seem to thriving as much as ever in the current digital world. 

It is now estimated that there are well over 2 million people employed in the creative industries in 
the UK, meaning that they make up one in every eleven jobs. The UK economy has also benefitted 
massively from the creative industries and they currently make up 5% of the entire British economy. 
The contribution has been growing at twice the rate of the rest of the economy and is estimated to 
be worth over £100bn. 
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4.2. PRODUCTION LINKED TO CREATIVITY IN THE UK

As we have discussed, the UK is one of the global leaders in the creative industries. The industry in 
one of the UK’s real successes and is currently growing at a higher rate than any other industry. This 
has been supported by a multitude of factors including the UK’s relative economic strength, strong 
educational traditions, well established trade and intellectual links to other countries and the influ-
ence of the English language in the creative industries. The UK has also had an advantage over some 
other European countries due to our close historic and cultural ties to the United States of America. 
This factor along with the influence of the English language has put the UK in a privileged position 
in the creative industries. This has especially been the case in relation to the Film/Cinema, Music and 
Computer Games industries.

How do we define the Creative Industries in the UK?

Within the UK the creative industries include the following twelve sub-sectors;

1. Advertising and Marketing

2. Architecture

3. Crafts

4. Design (Product, Graphic and Fashion)

5. Film, TV, Video, Radio and Photography

6. IT, Software and Computer Services

7. Publishing

8. Museums, Galleries and Libraries

9. Music, Performing and Visual Arts

10. Animation and Visual Effects 

11. Video Games (Design, Production and Publishing)

12. Heritage (historic buildings, archaeology and conservation)

How are the Creative Industries Supported in the UK?

Within the UK, the creative industries have a variety of support systems available to them, these 
include public, private and charitable initiatives. These support systems assist with issues such as 
securing funding for production, government lobbying support and championing the creative in-
dustries to the wider community. 

UK Government:

The government department responsible for the majority of the creative industries in the UK is the 
Department for Digital, Culture, Media and Sport. Their role is to “champion innovation and crea-
tivity” across the UK and to assist the creative industries (among others) to grow and develop. They 
have recently published a new departmental plan which is available via the link below.      
https://www.gov.uk/government/publications/department-for-digital-culture-media-and-sport-
single-departmental-plan/dcms-single-departmental-plan-2019

https://www.gov.uk/government/publications/department-for-digital-culture-media-and-sport-single-departmental-plan/dcms-single-departmental-plan-2019
https://www.gov.uk/government/publications/department-for-digital-culture-media-and-sport-single-departmental-plan/dcms-single-departmental-plan-2019
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The Department for International Trade also plays an important role in supporting the creative 
industries as many of these industries work across international borders. https://www.gov.uk/gov-
ernment/organisations/department-for-international-trade

Funding opportunities: 

The creative industries in the UK have a variety of different funding opportunities available to them. 
They are generally privately funded through corporate sponsorship, investment funds and even 
crowd-funding. Companies can also look to secure loans via banks, business loans and start-up 
loans. A company may also be able to secure grants and funding support via initiatives such as The 
Princes Trust and the National Lottery Fund which both can provide funding for projects or start-ups 
upon a successful application. 

Organisations working in the creative industries may also be eligible for some tax relief from the UK 
government which can provide vital financial support for both new and existing companies. 
https://www.gov.uk/guidance/corporation-tax-creative-industry-tax-reliefs

Charities, institutions and organisations supporting the creative industries:
The UK has many charities, institutions and organisations that provide support to the creative indus-
tries. They include;

Arts Council England – are one of the major bodies working with the creative industries 
and use both public and charity funding to ‘champion, develop and invest in artistic and 
cultural experiences’. 

https://www.artscouncil.org.uk/about-us-0

Creative Industries Federation – is a ‘membership body which represents, champions and 
supports the UK’s creative industries’, the network comprises of ‘more than 10,000 individ-
uals from creative organisations, businesses and educational institutions throughout the 
UK’. https://www.creativeindustriesfederation.com/about

Creative Industries Council – is a forum between the creative industries and government 
focusing on areas where ‘there are barriers to growth facing the sector, such as access to 
finance, skills, export markets, regulation, intellectual property (IP) and infrastructure’. 

https://www.thecreativeindustries.co.uk/about-us

British Film Institute (BFI) – is a National Lottery Funded initiative that supports ‘film pro-
duction, distribution, education, audience development and market intelligence and re-
search’ across the UK. 

https://www.bfi.org.uk/about-bfi

https://www.gov.uk/government/organisations/department-for-international-trade
https://www.gov.uk/government/organisations/department-for-international-trade
https://www.gov.uk/guidance/corporation-tax-creative-industry-tax-reliefs
https://www.artscouncil.org.uk/about-us-0
https://www.creativeindustriesfederation.com/about
https://www.thecreativeindustries.co.uk/about-us
https://www.bfi.org.uk/about-bfi
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British Film Commission – is a national agency that aims to ‘maximise and support the 
production of international feature film and television in the UK’, they provide a variety of 
support systems and guidance to production companies.

http://britishfilmcommission.org.uk/about/

British Fashion Council – is a non-profit organisation that aims to harness ‘the collective 
power of the industry to enable sustainable growth and strengthen British fashion in the 
global fashion economy’.

https://www.britishfashioncouncil.co.uk/About

British Council – is an international organisation supporting cultural relations and educa-
tion links between the UK and the wider world. 

https://www.britishcouncil.org/programmes

Overview

It is obvious that the creative industries are of vital impor-
tance to the economy, cultural landscape and global influ-
ence of the UK. It is one of the major areas of growth in 
the UK both in terms of employment and economic con-
tribution. Successive governments have acknowledged 
this situation and tried to put in place support systems to 
enable the creative industries to thrive. Alongside the gov-
ernment there has been a large amount of support and 
funding provided by private organisations, charities and 
initiatives that have enable the majority of our creative 
industries to continue to grow and overcome the diffi-
culties faced in such a competitive global market.  

http://britishfilmcommission.org.uk/about/
https://www.britishfashioncouncil.co.uk/About
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4.3. TRAINING AND EDUCATION IN CREATIVITY IN THE 
UK

Formal Training and Education

The UK educational system is based around ‘key-stage’ levels based on the ages of the learners. It 
is structured into different phases of education beginning with primary education, progressing onto 
secondary education, then further education and finally higher education. 

Early Years and Pre-School (0-3yrs) – Foundation level. Prior to attending primary school some chil-
dren attend either nursery or a child minder if their parents require childcare. This is not compulsory 
and is generally paid for by the parents. For children between the ages of 3-4, parents can apply for 
up to 30 hours of free childcare if they meet certain criteria. 

Primary Education (4-11yrs) – Foundation level, Key Stage 1 & Key Stage 2. Children attend primary 
school from the age of 4 years old. Children learn a variety of subjects with the emphasis being on 
laying the foundation of a child’s education and helping them develop the necessary social and in-
terpersonal skills needed to interact with others.
Some time is dedicated to ‘creative’ activities throughout primary education, this takes the form of 
basic painting, craftwork and music etc. 

Secondary Education (11-16yrs) – Key Stage 3 & Key Stage 4. GCSEs. This is a vital period of edu-
cation where young people study a wide variety of subjects and then in the 3rd year of study they 
choose the subjects in which they will take forward into the final two years and their GCSE exams. 
Students must complete exams in ‘core subjects’ such as Math, English and Science. They must 
also take ‘foundation subjects’ such as Computing, Physical Education and Citizenship. Finally the 
‘optional subjects’ include all the Artistic subjects, Design and Technology, Humanities and Modern 
Foreign Languages.

Sixth Form (16-18yrs) – Key Stage 5. A-Levels. The subjects that a student studies at A-level are cho-
sen by the student from a selection of course offered by their school sixth form. They include all of 
the GCSE subjects with some additional options such as Psychology, Sociology, Media Studies and 
Economics. Your choices of A-level subject may be determined by the career path you intend to fol-
low and by the entry requirements of the university you intend to apply to in the future. A-levels are 
predominantly academic based courses assessed by exams and coursework.
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Vocational Colleges (Various ages and levels) – NVQs, BTECs, Apprenticeships. This is seen as an 
alternative to undertaking A-levels at a sixth form. As with A-levels, the subject studied is chosen 
by the student from a section offered by a college. These vocational courses and qualifications are 
aimed at providing young people with work based learning opportunities as opposed to fully aca-
demic studies. Apprenticeships are generally fully work based and the student is educated within a 
company or organisation.  The learner is trained by the employer while undertaking coursework to 
evidence their learning which is assessed by a college or training company. All of these options are 
aimed at helping the learner gain a vocational or trade skill, these subjects can include Engineering 
trades, Construction trades, Hairdressing and Beauty Therapy, Sports Coaching, Health and Social 
Care, IT trades and Animal Care including many more.  

Higher Education (18+) - Degree, Masters and PHD level education. University education attended 
by students up on meeting certain entry criteria. Students must pay tuition fees per year to attend 
unless they qualify for financial assistance or subsidies. Different universities offer a wide variety of 
different courses at degree level and above and students apply for specific courses at their desired 
universities. As well as having a wide range of courses, universities generally specialise in certain in-
dustrial areas or qualifications linked to their local economic needs or based on historical expertise 
held within the establishment. Examples of creative industry courses include Animation, Computer 
Games Design, Fashion and Textiles, Film and TV, Fine Art, Performing Arts, Photography and Graph-
ic Design. 

Throughout primary and secondary education learners must study a selection of subjects including 
Math, English Language/Literature, ICT, Biology, Chemistry, Physics, Geography, History, Modern 
Foreign Languages and Physical Education. However, there is no compulsory training or education 
required in the ‘creative subjects’ such as Art and Design, Music, Drama, Dance, Crafts, Creative/Im-
aginative Writing, Film Making, Photography or Media Studies. These subjects may be available for 
learners to choose to study at GCSE level if their school provides them. 
After secondary education is complete, it is the choice of the student what subjects they study in 
further and higher education. If they wish to pursue a career in the creative industries then they will 
need to choose their educational route and secure the relevant qualifications that give them the best 
opportunity to succeed in their industry of choice. 

Other Industry Specific Training Opportunities

Alongside the formal education system in the UK, there are a number of other training providers 
specialising in the creative industries. These organisations provide industry standard training courses 
to develop specific skills across all of the different creative industries. They can offer a large range of 
different training opportunities including short courses, HNC, degree and Master level qualifica-
tions in specific creative skills. Some of these courses include skills such as Make-up, Prosthetics, 
Hair and Costume, Set-design, Animation and VFX, Cinematography, Location Sound Recording 
and Music Production just to name a few. These courses are generally paid for by the learner and 
range from one week intensive courses to full-time long term training programmes. These kinds of 
course may be necessary for those wanting to work in any of the creative industries and also will be 
used for professional development by those already established in any of the creative industries.  

Overview

The UK clearly has a good educational infrastructure in place to support those wanting to pursue a 
career in any of the creative industries. Nearly all schools, sixth-forms, colleges and universities offer 
a range of creative subjects and this is supported by industry specific knowledge and external train-
ing providers. There are many different educational opportunities available at all levels, however, it 
is dependent of the individual to plot their own educational route towards the creative industries. 



45

This is not to say there are no issues or barriers to those wanting to work in the creative industries 
in the UK. The educational system has had a problem in nurturing and supporting natural creative 
talent especially in the earlier years of education. This can be seen as a result of a focus on the STEM 
(Science, Technology, Engineering and Mathematics) subjects and the rigorous assessment process 
at all levels of education. The formal educational system in the UK has been accused of stifling cre-
ativity by over testing and assessing students throughout their education. This focus on passing 
exams and attaining certain academic qualifications can be seen as counterproductive to the devel-
opment of creative talent. 

The creative industries are also extremely competitive sectors both in terms of securing employment 
and in relation to entrepreneurial activities. It can also be a very costly process to secure all of the 
relevant training, qualifications, and experience necessary to secure a viable career in any of the cre-
ative industries. These factors can often restrict opportunities meaning that true creative talent can 
often be wasted and creative individuals end up working in roles where they do not use their skills 
or talent to its full potential. 
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5. SPAIN CASE

The Spanish case is very representative, and a resounding ex-
ample of the usual situation in Europe of countries with a long 
tradition of creative production and zero opportunities to re-
ceive adequate training in each area, and nor adapted to the 
current changing environment.
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5.1. THE CONTEXT: CULTURE AND CREATIVITY IN 
SPAIN

Spain has played an important role at a cultural level throughout history. Its geographical position 
in early stages of civilization, its position and political weight from the middle ages to the end of 
the traditional empires age, and the cultural effervescence that has been unleashed to the work of 
the different industrial revolutions in the last 150 years, they offer great and important examples of 
creative people who have reached the top in their respective working areas. It’s really easy to find 
very relevant, important or influential creative Spanish people in almost all the arts -or professional 
activities- linked directly or indirectly to creativity.

- Painting: since the Palaeolithic era, when some of the 
most world important cave paintings were in Altamira, a 
long list of creative people in Spain has created master-
pieces that can be seen in museums around the world. 
Velázquez, Murillo, Goya, Picasso, Dalí, Miró, or Sorolla, 
are iconic known examples, continued today in artists 
such as Antonio López, or Antoni Tàpies.

- Literature: without forgetting “El Quijote”, by Miguel de 
Cervantes, Spain has had a long list of great relevance 
writers throughout history, such as Federico García Lor-
ca, Miguel de Unamuno, Benito Pérez Galdós, Jacinto 
Benavente, Juan Ramón Jiménez, or Vicente Aleixandre, 
adding several Nobel prizes writing only in Spanish lan-
guage. At present, many well-known writers like Javier 
Marías obtain international recognition, and their works 
are translated into several dozens of different languages.

- Cinema: numerous creative professionals from Spain 
have achieved very important milestones in their work 
over the years. Luis Buñuel, Luis García Berlanga, Pe-
dro Almodóvar, Alejandro Amenábar, Julio Médem, or 
Víctor Erice, as examples of directors; besides Antonio 
Banderas, Javier Bardem, Francisco Rabal, Fernando Rey, 
Sara Montiel, Penélope Cruz, or Carmen Maura, in the 
role of actors and actresses; with an outstanding group 
of technical professionals linked to the audio-visual and/
or film industry who have won recognition and some of 

the most important international awards in production design, executive production, pho-
tography, sets, costumes, makeup, music, or special effects. Gil Parrondo, Javier Aguirresa-
robe and Alberto Iglesias are known examples of Spanish creativity present in outstanding 
international projects.

- Music and Dance: Spain has traditionally offered a large 
number of creative people who have excelled in music, 
both classical music and modern music, including com-
posers such as Manuel de Falla, or singers such as Pláci-
do Domingo, Josep Carreras, or Montserrat Caballé, up 
to modern groups and singers of recognized internation-
al success at present; at the same time that an impor-
tant development and international successes have been 
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achieved both in classical ballet and in the development of other dance and dance modal-
ities.

- Fashion and design: Spanish creators have had a prominent role 
in the fashion world, with names like Cristóbal Balenciaga, Ma-
nuel Pertegaz, Paco Rabanne, Armand Basi, Elio Berhanyer, Jesus 
del Pozo, Adolfo Dominguez, Pedro del Hierro, or Manolo Blah-
nik, one of the most prestigious footwear designers in the world. 
Likewise, Spanish creativity has triumphed not only in the area of   
design, but also in industrial production and distribution, creating 
some of the most important multinationals in volume and pres-
ence in the world, such as Inditex.

- Cooking: Spanish chefs have stood out during the 20th century for their fame and influ-
ence, as well as for having designed some of the most famous and influential dishes and 
trends, as well as for being the cooking directors/chefs of the most acclaimed restaurants 
in the world. Juan Mari Arzak, Pedro Subijana, Martín Berasategui, José Andrés, and Ferrán 
Adriá are some of the exceptionally talented and notoriously creative professionals who 
have given an important position, diffusion and international influence to Spanish cuisine 
around the world.

- Architecture: creativity from Spain has triumphed in 
many places of the world through the presence of the 
works of renowned architects such as Antoni Gaudí, Ra-
fael Moneo, Santiago Calatrava, or Ricardo Bofill among 
many others.

These are some examples that shows that -traditionally, at different times, and in very different 
contexts- the activity developed in Spain has had a close link with the main creative skills, having 
reached a significant volume and success.  

Thinking about the enormous activity linked to the creativity developed in the last 50 years in 
Spain, and the numerous successful achievements at international level, can we say that in Spain 
an adequate training of creativity is carried out? No.

Education and professional training in Spain have never considered creativity something impor-
tant, something to work, or something to which time, planning and/or resources should be ded-
icated.

The most of the experts consulted by affirm that creativity in Spain has always been taken -and is 
still taken- as a congenital circumstance, something that one person has or not, as if it should not be 
encouraged, worked, or improved; it’s just something given in absolute terms. In fact, the Spanish 
educational system, and its system of professional training, usually neglect creativity and innovation, 
assuming that they are personal skills that students can bring as personality traits, and their poten-
tial; but never as qualities that need training or development.

The Spanish educational system, both at the elementary levels and in the specific training around 
professional activities, perpetuates even today its old ideas around memorization and repetition as 
basic learning tools, shifting any other option to a secondary place -or directly residual- where the 
change, the creativity, or the innovation that this implies tacitly, supposed to deviate from the gen-
eral path, the majority and, therefore, correct place. According to the words of the training experts 
consulted, it’s not included in the natural object of education and training.

This is a potentially obsolete and very limited perspective that comes from a cultural history strongly 
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linked to the country’s past, inheriting a system of knowledge -submitted for several centuries- 
where all thought had to be subject to the principle of authority, and learning could be limited a 
priori to the repetition of pre-existing texts, or, at most, admitted by the majority -and for the edu-
cational system- in every moment.

In the Spanish cultural and conceptual perspective it has always assumed the belief that the intelli-
gent and/or valid person was who more data or texts memorized, and their education system, as a 
fundamental stage before a professional age, has rewarded -and rewards even- the mere repetition 
and the effort based on being forced to dedicate a big number of hours to something, and overcom-
ing that challenge, without applying any notion of productivity, suitability, or improvement.

This it’s ultimately a culture and a way of thinking whose implications and consequences have usual-
ly characterized the entire Spanish educational system, and, by its projection and influence, also the 
training of skills necessary for work in any field.

In a context like this it’s normal and even coherent that creativity training has been historically 
and systemically ignored.

It have been the opportunity to join the environment, the entry into the European Union and its 
consequences and contributions, once again its geographical position, being close to several lead-
ing countries in Europe, and the new educational guidelines in training for work in Europe, the most 
important factors that, over the years, have led Spain to assume the need to change this situation.

However, both in early childhood education, primary education, secondary education, vocational 
training, or university education, in the great training structure in Spain, this change has been mostly 
limited to an aesthetic update, or superficial, or attempts or partial exercises -or isolated- without 
sufficient or necessary transcendence, to end up doing the same thing that was done previously 
but in a different way; only by updating content, changing the level of requirements, or introducing 
different local nuances and dynamics, sometimes taking the possibility of change something as a 
simple trendy that is not intended to remain, and welcoming new dynamics that have not altered the 
substantial. In Lampedusian terms, “change everything so that everything remains the same”.
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5.2. PRODUCTION LINKED TO CREATIVITY IN SPAIN

Spain is a leading country in creative terms, strongly influenced by historical circumstances, its po-
sition in Europe, the different socio-economic periods it has gone through and its social conse-
quences, the confluence of important nearby cultures linked to creativity, the historical exchange 
achieved with Central and South America, or the current influence of internationalization and from 
the concept of global village, which added to having an important past, and having achieved an 
outstanding cultural background that, in the inertia of history, and as a whole, despite the fact they 
are not educated or trained in creativity, or despite the fact that the development and/or applica-
tion of creativity in different scenarios of education, professional training, work or training, are not 
regularly encouraged, have provided -and provides- the regular and constant appearance of very 
creative people who become prominent professionals in their work in very different areas, besides 
being recognized for their great creative capacity.

However, in Spain, the application and practical use of creativity in any field, is distributed mostly in 
a parallel way based in two options:

1. Private initiative. There have been isolated private initiatives, located on any classical 
creative activities, or out from this on the margin of the system, also in a parallel and inde-
pendent way, carried out in a particular way, and that include initiatives that value creativ-
ity and relate it to business or scientific activities, as well as particular activities carried out 
by educational centers alone.

2. Public initiative. Here lies the practical totality of purely cultural activities, whether they 
have space in the market or not, which, without training in creativity, or valuation of it, 
have had as sole engine of promotion and growth a system of subsidies that, supposedly, 
in a direct or indirect way, promote its application through different programs. This system 
has fostered the necessary sustainability of many artistic activities, but it has also reduced 
its projection under a philosophy of priority realization of the activities to be justified in a 
grant, or those necessary for its concession.

Once again, this situation starts from the idea that it’s necessary to work the people crea-
tivity as something external, timely, and without really believing in it, or betting on creativi-
ty in the different steps of people’s education, on a personal level but also at a professional 
level.

“In Spain creativity is hijacked by subsidies” Ainhoa   Sarmiento, responsible for the Microdanza 
Contest.

These statements respond to a situation where assuming creativity as something necessary, but 
in what you don’t believe in, partial initiatives are made -public or subsidized- to promote it; but, 
once again, there is no a decided plan that brings people closer to improve, maximize and be able 
to exploit their creativity, or their practical use in many professional facets or markets, in the field of 
culture, as well as in any other professional field.

In this way, we can firmly assume that young people with creative abilities in Spain don’t have a 
specific education or training in creativity that provides the concepts, skills, tools and applications 
necessary to develop their full potential and undertake their own projects or collaboration projects 
in an open, complex and dynamic market.

And in spite of that, if we add the historical Spain inertia, its strong tradition, its cultural strength, the 
private -or public- initiatives isolated and individual in the professional or educational level, and the 
consequences of the subsidy activity, we obtain that in spite of not having a specific formation of 
creativity, nor a suitable training for the young people and their future, much less to foment their ca-
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pacity entrepreneurs in creative terms, in Spain there is an important activity linked to the creativity.

Before the economic crisis, Spain was the fifth European country with the highest production in 
creative industries, after Germany, the United Kingdom, France and Italy. In addition, Spain was 
among the 15 leading exporters and importers of creative goods and services worldwide (UNCTAD, 
2010). In 2008, the last year with a pre-crisis business partner inertia, the creative industries gener-
ated an added value of 57.2 billion euros, equivalent to 5.75% of the total gross value added (GVA) 
of Spain.

The most important creative industries in Spain are architecture and engineering, the publishing in-
dustry and audio-visual as a whole (music, film and video, radio and television); traditionally making 
the greatest creative contributions to the country’s gross domestic product. However, the creative 
industry has grown in recent years always below the total of Spanish production.

This is very significant in a social environment in which, according to a study by the University of 
Valencia, 22% of the Spanish employed population is part of the so-called “creative class”, and 
5.7% of Spanish production has its origin in the “creative industries”. The starting situation has 
been good, if we assume that globally these activities represent 6% of world GDP. In spite of this, the 
detailed information existing about this creative industry in Spain, or about the creativity influence 
in different professional fields, is scarce, or obsolete, and doesn’t clearly distinguish the weight or 
importance of cultural activities of nature creative, with the creative industry, or the application of 
creativity in other professional fields such as economics, medicine, automotive, and many others.

Data from the Ministry of Culture and Sports of Spain in 2017, providing the first orography of the 
problem beyond the central impact of the economic crisis, reveal that the contribution of the crea-
tive industry to GDP was only 2.4%, assuming 3.2% extending this concept to any activity related to 
intellectual property. In turn, cultural employment in Spain concerns more than six hundred thou-
sand people, and more than 110,000 companies, with a positive trade balance of more than 120 
million euros, but far from the 1.2 million people who used ten years ago, before this economic crisis. 

Having overcome the economic crisis, and now assuming its consequences, the people involved in 
this sector notice for the most part that not all creative activities have had the same behaviour.
In fact, occupation has been lost in activities such as architecture and engineering, graphic arts and 
printing, publishing, and fashion. Other activities have practically not changed: heritage; cinema, 
video and music; writers, performing arts, visual arts and craftsmen; advertising; and radio and tel-
evision. They have continued to grow, regardless of the crisis, the activities of design and pho-
tography, R&D, and software, video games and electronic publishing.

This situation gives us a clear idea of   the need to promote entrepreneurship and training as ways 
of revitalizing the sector, and therefore, of improving the potential employment of creative peo-
ple in Spain.
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This is a sector that in Spain is characterized by the following factors:

FACTORS THAT CHARACTERISE THE SECTOR OR INDUSTRY OF CREATIVITY IN SPAIN

Size of companies in 
the sector Sector formed mainly by micro and small businesses.

Financing Problems in access to financing. Asymmetry and imbalance in communi-
cation that impede the proper functioning of the financial ecosystem.

Intersectoral 
cooperation

Low interactivity with other sectors of economic activity, especially with 
the digital sector. Scarce knowledge transfer between sectors.

Intrasectoral 
cooperation

Cultural sector still in its initial phase in terms of its structuring. Shortage 
of business networks. Absence of collaboration between companies and 
sectors of the CCI.

 

FACTORS THAT CHARACTERISE THE SECTOR OR INDUSTRY OF CREATIVITY

Markets globalization 
of and open economy

Obligation to permanently improve their competitiveness to develop 
their business in an increasingly international environment. Close inter-
dependence between competitiveness and innovation.

Need for improve-
ment in the profes-
sionals training in 
this sector about 
some subjects

Lack of business skills to predict and know the functioning of the mar-
kets associated with the creative activity is carrying out. Need to adapt 
to new technologies.

And at the same time, from the General Directorate of Cultural Industries and Books in Spain, 
the sector and this work environment offers the following opportunities:

OPPORTUNITIES OFFERED BY THE SECTOR OR INDUSTRY OF CREATIVITY IN SPAIN

Dynamic nature of the 
sector Creativity and innovation are its distinctive features

Diversity of cultural 
and creative contents

Offer that responds to market demand for innovative and unique 
products

Evolution of 
technology

- Continuous renewal of business opportunities.
- Appearance of new formats, types of content and distribution ways 
to the public.
- New applications for existing products.
- New opportunities to develop a creative career and become known.
- New ways for raise funds (crowdfunding and crowdlending online).
- Digital content market
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International markets

Access to the international market easier thanks to technology.
Global market of consumers of goods and services of large size keeps 
growing.
Good reputation abroad for national creativity.

Synergies

Art as a catalyst for efficient conversion of knowledge into new prod-
ucts, services and processes.
Artists capable of creating prototypes of new solutions, products, eco-
nomic, social and business models with ICT as a means of expression.
Companies from other sectors that have artistic workers in consulting 
and advisory work.
Initiatives such as STARTS of the European Commission for the pro-
motion of innovation through joint activities between the artistic 
world and researchers from different scientific disciplines.

Professional with expe-
rience

Great professionals of recognized prestige and experience in the artis-
tic, creative and management fields.

Intellectual property
Greater protection of intellectual property rights implies a greater 
positive effect on the growth of the economy and creation of jobs 
with high added value.

Digital content market
Continuous growth nationally and internationally.
The billing of the digital content industry grew for the fifth consecu-
tive year.

However, the professionals and experts in creativity that have been consulted have put special 
emphasis on the idea that it’s crucial to take into account that creativity is much more than this, 
and goes beyond simple application in activities related to cultural production or with intellec-
tual property.

As an example, in Spain there is no integrated national policy for the creative industries; they 
are focused around the concept of “culture”, and are complemented with sectorial strategies 
only for some creative industries in particular.

In its place there is a “Plan for the Promotion of Cultural Industries” (2008), as well as specific 
policies focused mainly on the traditional part of the creative industries (cultural sectors), or 
partial initiatives carried out by the different autonomous communities existing in Spain. For 
example, Catalonia has created the Catalan Institute for Creative Industries. The Basque Country 
has approved several Plans for Basque Culture (and the creation of the Basque Institute for Arts 
and Cultural Industries.) Andalusia has created a General Directorate for Cultural Industries and 
Performing Arts, Galicia has created the Galician Agency for Industries Asturias has developed 
a “White Paper on Cultural Industries”. Regarding cities, Barcelona has been the most active, 
with the preparation of a Plan for the Culture Sector and the use of the public agency Barcelona 
Activa to promote the creative industries.

Even so, all these initiatives are defined more in industrial terms and subsidies, than the impulse 
of a creative activity of multiple application in an open environment like the current one.
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5.3. TRAINING IN CREATIVITY IN SPAIN

As it has been explained, creativity in Spain has never been a factor to be considered in its way of 
seeing, working or evaluating the skills and/or competences of people; nor has it been formally 
linked to the need for improvement applicable to almost any facet of work, business, or life. It has 
not been part of the objectives, tools or pedagogical approaches of existing curricula at a general 
level, and creativity is not educated or trained beyond being the environment in which they are 
launched and using other tools.

Héctor Jareño, Reliquiae’s Creative Director: “Creativity in Spain has been something of a second 
order, not something strategic”

The paradigm shift in education still involves a difficult road to travel, and the educational structures, 
both in form and substance, both in the content and in the underlying pedagogical approach, are 
still tied to previous approaches, where the tradition resonates more than a possible adaptation to 
a new faster, open and flexible context than in any previous situation.

 “Creativity is intelligence having fun”, Albert Einstein.

In the case of Spain, this situation, and the absence of properly structured training equipped with 
the necessary pedagogical tools for the creativity training, coincides with the generally accepted 
consideration that the current educational system has failed and a major change that reverses this 
whole situation is necessary.

This is leading to a debate on the changes to be introduced at all levels, both in the basic objectives 
and their development, in the articulation of a largely obsolete system in terms of basic training and 
training for employment. 

The enormous doubts -and huge possibilities- around this issue is leading even the different agents 
involved in it to a clear debate about the importance or space that deserves -or not- the different 
artistic disciplines, where the experts claim with vehemence the inclusion of audio-visual disciplines, 
such as cinema, or audio-visual creation, in an educational environment and a market predominantly 
dominated by images.

Likewise, methodologically, educators and trainers of the different levels existing in Spain, as well as 
the different social agents, hold different positions of a pedagogical or even methodological nature 
before the possibility of strengthening competencies such as creativity, as opposed to the traditional 
proliferation of tasks systematic and repetitive as a form and objective of training carried out. 

The simple fact of having sought that all students perform exactly the same work has cut off the 
opportunity to express and contrast their ideas, to be able to make a contribution in value to their 
own work, and to their own growth, which doesn’t have coherence if what is intended is to reinforce 
decidedly the people’s creativity, and put within their reach training tools designed for it.
The possibility of educating in creativity, and working on its growth and improvement, in turn im-
plies the need to tackle a fierce debate in Spain about the balance between theoretical and practical 
work, knowledge and skills, or put this in value in front of its possible subsequent materialization 
through specific tasks.

“The Spanish educational system is opposed to creativity”. Cristina Garmendia, President of the 
Foundation for Innovation Cotec and former Minister of Science and Innovation.

This analysis shows us that in order to begin to train and educate in creativity in Spain it will be nec-
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essary not only to establish specific subjects or courses based on an adequate curriculum, but also to 
articulate before an educational system -at different levels and in different contexts- endowed with 
the space and flexibility necessary not only to accommodate the potential that people’s creativity 
has, or the potential application that they can develop for its practical application, but to allow the 
emergence and consideration of creativity in any field, subject, or training level; and for that, have 
trainers or coaches that overcome the paradigm of memorization and repetition and ready to go 
further.

Petra María Pérez, professor of Theory of Education and member of the Institute of Creativity and 
Educational Innovations - University of Valencia. “In school the child is taught to conform to es-
tablished patterns, to adopt a convergent rather than divergent thinking; the teacher is interested 
in the children answering what is expected about certain contents and that the students don’t get 
off the traced routes “.

It’s a matter of not repeating the mistakes that led Spanish universities and other important educa-
tion centers to close themselves up in scholasticism as if the scientific-technical revolution were “a 
passing fad”. Today this question finds defenders and detractors without can see where or how to 
resolve this dichotomy, and its final resolution.

However, even assuming this situation, the traditional and important creative effervescence in many 
cultural or industrial areas of Spain, with the important volume in the artistic activities production 
or in other professional activities linked to creativity, have spontaneously propitiated a situation in 
which there are some training alternatives for the creativity promotion and improvement.

The current possibilities for creativity training in Spain, at school level, are limited to extracurric-
ular activities and courses outside the educational system.

In parallel, in Spain the possibilities for creativity training of young people with creative skills that 
think about their subsequent professional application, are defined around the following dichot-
omy:

1. Partial applications: in the absence of a general education plan at an educational or 
professional level, which explicitly includes among its objectives the promotion and im-
provement of creativity, in some sectors and specialties, as well as in some specific training 
options, different partial dynamics have been set in motion to improve the creativity of 
people and their application at work; but always in a collateral way, and linked mainly to 
artistic activities; where creativity becomes -in most cases- a personal characteristic to be 
exhibited and based on which one can put into practice the knowledge and tools received. 
The goal is to put that knowledge and tools into practice; not the improvement and resiz-
ing of creativity by itself as a crucial element for the people development at a personal and 
professional level. 

- The perspective made by these partial or isolated attempts to consider -and carry out- 
creativity improvement activities is nowadays totally inadequate; and their heterogeneity, 
individuality, and the lack of a general framework for realization, and references on which 
to be able to rely, imply that the fulfilment of their objectives, or their possible usefulness, 
depends in situ on each individual initiative in local/specific contexts, and in the character-
istics and subjective potential of each of them. 

- In fact, as we have seen, not only are they heterogeneous and presents an insufficient 
perspective from a general point of view, but their number and resonance don’t reach 
significance today.
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2. Complete courses. The growing proliferation of the idea that it is necessary to educate 
in creativity, or to train it, as a way to improve the people productivity, the quality of their 
performance, or their potential at all levels; together with the absence of guidelines that 
form a frame of reference in which to carry it out, has led several training or counselling 
centers to prepare their own curricula and their own training and/or actions, forming full 
own initiatives for the creativity strengthening.

The existing initiatives in Spain that creativity experts have pointed out to as the most representative 
are divided into three trends:

- Complete courses of generic nature that, without a predetermined scope of appli-
cation, or depth in the methodological and pedagogical treatment of creativity, end up 
forming an insufficient opportunity that starting from a conceptual point of view leads 
to different creativity aspects and environments of application, but doesn’t find practical 
realization.

- Complete courses of a specific nature linked to artistic production, for the education or 
creativity training, which take into account the scope and horizon of the work obtained 
through techniques, tools or creations already taught, and where the base, the starting 
point and point of arrival are those techniques, tools and possibilities of creation.

- Complete courses not linked to artistic creation. There are training actions that seeks 
to show and encourage the creativity application in different professional fields, such as 
economics, medicine, politics, or other disciplines. These are actions where, rather than 
re-dimensioning or strengthening the creativity of people, and its training, are limited to 
show possibilities of local application like other tool, placing the focus on the target area, 
and not on the nature, application and training of the creativity itself.

It should be noted that the absence of a specific framework of reference, together with the char-
acteristics, context and casuistry indicated, offers a general situation diagnosis where the gaps 
in terms of training and improving the creativity of people in Spain are evident. However, this 
heterogeneity, and these gaps, are not an obstacle so that, in specific cases, and individually or 
independently, cases of dynamics or specific courses of undoubted value and clear opportunity 
may be found; while the creativity training is not addressed as a strategic and priority issue in the 
personal and professional training of people.

As an illustration of this, we indicate below some relevant aspects and most common characteristics 
around the different training options -and improvement of creativity options- through specific com-
plete courses existing in Spain at present, and not necessarily linked to artistic production, an order 
to obtain a faithful image of the general or more relevant characteristics of the current training offer, 
obtaining a real orography of the initiatives for the creativity improvement available until now.

MOST FREQUENT/RELEVANT CHARACTERISTICS IN COMPLETE TRAINING 
COURSES FOR CREATIVITY EXISTING NOW IN SPAIN

Recipients

Typology 1: Companies. Entities that seek to sensitize their employees about the impor-
tance of creative thinking, create a climate that supports generation of ideas, and under-
stand the importance of finding new solutions about a problem.
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Typology 2: Creative production. Entities linked to creation with direct connection to crea-
tivity, in the architectural, artistic, audio-visual, or design areas in the industrial field.

Typology 3: Generic. Graduates in any level or specialty. It’s intended to bring together the 
different perspectives of the study of creativity, as well as the promotion and implemen-
tation of creative thinking and favourable attitudes to innovation in very diverse areas of 
knowledge.

Objectives

- For a business environment:

- Enable people who use innovation tools in their day to day and contribute to the imple-
mentation of creative culture and innovation in the company.

- Create a climate that supports a generation of ideas and promoting creativity as a tool to 
develop to innovate in your work.

- Use techniques to generate simple and practical ideas to give new solutions.

- Learn to perform a treatment to the ideas produced by creative minds: selection phase, 
transformation of an idea into concept.

- For a creative production environment:

- Obtain applicable conclusions from the application of creativity around different areas: 
architecture, art, audio-visual, design, or similar.

- Improve the creation processes by incorporating new production strategies.

- Learn to apply tools and creative methodologies that improve productive activities 
around creation.

- Vertebrate a process of research or improvement from a creative perspective.

- Improve the critical analysis capabilities of people.

- Acquire new methods for the ideas management.

- Expand the knowledge of people.

- Improve the communication capabilities of people.

- Improve the capacities to promote scientific, technological and artistic progress.

Contents

- Creativity and culture.

- Creativity and education.

- Creativity and human development.

- Communication and innovation in organizations.

- Professional practices.
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- Organize creative teams for innovation.

- Development of leadership in a creative environment.

- Manage the change from creativity.

- Encourage the creativity of a team

- How to make ideas generate innovations.

- Benchmarking other organizations.

- Manage teams from a creative perspective.

In the previous scheme, the shortcomings of the existing training offer are clearly synthesized, as 
a consequence of the shortcomings of the educational/training system described, assuming that 
although it’s possible to find isolated training initiatives with great utility, the lack of a development 
framework of the formation and training of creativity in Spain means that the suitability or useful-
ness of the training provided can’t be guaranteed with respect to the current requirements in the 
labor market.

As an example, in none of the examples analyzed with creativity experts was a curriculum or 
course that involved equipping participants with the concepts, skills and competencies neces-
sary to undertake from their creative abilities, which results in not only counterproductive, but 
also contradictory, in an environment where self-employment and entrepreneurial initiative have 
a primary importance and is a basic and valuable path towards the labor integration of young 
people.

Finally, it’s worth highlighting the existence of some private initiatives that have decided to intervene 
in the Spanish socio-economic framework in order to value creativity, and make available to people 
adequate spaces and tools to improve their creativity.

1. Creative schools. It’s a Telefónica Foundation initiative in which the Ferrán Adriá meth-
odology is applied in an educational field to transform the way of teaching and learning, 
through creativity. It’s dedicated to teachers, students, and managers.

The program is carried out through different materials aimed at students, teachers and 
management teams interested in educational change from an innovative perspective. 

The materials are not curricular, nor oriented to any specific subject, and are designed to 
help them work from and with creativity. In the case of the management teams, the idea 
is that these materials “accompany” them in the reflection on the need for innovation and 
help them to design and implement a project of educational transformation. The materi-
als for teachers are designed to be used in the classrooms by teachers of Early Childhood 
Education, Primary, Secondary, Baccalaureate and Vocational Training.

2. Creativity for all. It’s an Apple initiative about a series of free guides for iPad that allow 
users to learn to communicate and develop their own ideas, thus enhancing their crea-
tivity. “Creativity for all” has continued the success of the Apple curriculum for everyone, 
which is already taught in schools around the world, including Europe.



6. AN EUROPEAN 
PERSPECTIVE

Creative production has been linked to Europe throughout its 
history. In any of the traditional artistic fields the role devel-
oped by the European Union creativity has been clearly influ-
ential, prominent and transcendental, being a cultural engine 
of unquestionable weight in humanity.
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Likewise, this creative production has been linked to the creative industry existing in each era, be-
coming the protagonist of creative news both at an artistic and industrial level.

As a result of this history, and this inertia, we can say today that the member countries of the Eu-
ropean Union have a long cultural tradition, very productive, and even avant-garde, always in close 
relationship with creativity and its application in cultural, professional, or transversal environments. 
The five countries integrated in the CT + partnership are a good example of this, showing the 
enormous creative potential of the culture and industry of Cyprus, Italy, Netherlands, United 
Kingdom, and Spain.

There is no need to go further to be aware that the creative production and creative industries use 
to be very important in Italian social and economic structure, where the Cultural and Creative Indus-
try has almost one million employees in Italy, and produces a value of almost 50 billion Euros. As in 
Cyprus, this it’s a Europe where culture is a driving force for the development and an opportunity 
for young people.

In a similar case is Netherlands, a very dynamic country with a long creative tradition, which, in ad-
dition, joins a strong entrepreneurial spirit. Nowadays, The Netherlands is not known anymore by 
their pictorial and fine art masters, but it is known by other very creative and innovative fields such 
as musicals, TV shows, advertisement, video games and electro music. Creative products commer-
cialized worldwide in a country that, based on a strong artistic history centuries ago like Italy, has 
been able to recycle itself in new arts and new markets.

Similarly, the United Kingdom has had an immeasurable influence on the cultural and creative land-
scape of Europe and the wider world for centuries, assuming a strong creative tradition like those 
of Italy or Netherlands, but having much more strength today in its link with the industry creative 
current: the UK has been able to both internally nurture and outwardly export its creative culture 
around the world. Also, UK culture and creativity has influenced a wide variety of art forms and the 
industries linked to them.

In the United Kingdom the creative industries have a variety of support systems available to them, 
these include public, private and charitable initiatives. These support systems assist with issues such 
as securing funding for production, government lobbying support and championing the creative 
industries to the wider community. It should be noted that this variety of support systems exist in all 
the countries analysed, but, while in countries like the UK they are more linked to industry and the 
market, in other countries like Spain or Italy they are more linked to the culture of subsidies without 
a necessary link to the market, or its productivity.

In this case, in UK creative industries are of vital importance to the economy, cultural landscape 
and global influence, and it’s one of the major areas of growth in the UK both in terms of employ-
ment and economic contribution.

Even so, Spain has played an important role at a cultural level throughout history. It’s really easy to 
find very relevant, important or influential creative Spanish people in almost all the arts -or profes-
sional activities- linked directly or indirectly to creativity. Before the economic crisis, Spain was the 
fifth European country with the highest production in creative industries, after Germany, the United 
Kingdom, France and Italy.

However, in Spain, the application and practical use of creativity in any field, is distributed mostly in 
a parallel way based the two options we said before: private initiative, with isolated private initiatives, 
located on any classical creative activities, carried out in a particular way, and that include initiatives 
that value creativity and relate it to business or scientific activities, as well as particular activities car-
ried out by educational centers alone; and public initiative, including the practical totality of purely 



61

cultural activities. 

In many countries this system has fostered the necessary sustainability of many artistic activities, 
but it has also reduced its projection under a philosophy of priority realization of the activities to be 
justified in a grant, or those necessary for its concession.

TRAINING

The first thing that stands out when analysing creativity training opportunities in Europe is the abso-
lute absence of its promotion, incentive or strengthening in the education system.

Early childhood education is the closest to encouraging creativity, through the use of games, arts 
activities, or small artistic performances, but, beyond so, primary and secondary education in Italy 
-as in many other countries- remains anchored to old logic and methodologies that are not only ob-
solete, but that inhibit the process of a person’s creative development. Lectures, very strict didactic 
programs and above all teachers not ready for this change, leave the Italian school an archaic and 
not very productive model of creativity.

These educational and training perspectives -predominant even in many European countries- per-
petuates even today its old ideas around memorization and repetition as basic learning tools, shift-
ing any other option to a secondary place -or directly residual- where the change, the creativity, or 
the innovation that this implies tacitly, supposed to deviate from the general path, the majority and, 
therefore, correct place. According to the words of the training experts consulted, creativity it’s not 
included in the natural object of education and training, because it is something innate, that one 
has or not; but it didn’t need to work, nor is it strengthened, nor is it improved.

The formal educational curriculum in Cyprus, since Pre-Primary Education until of higher education, 
promotes creative skills through the subjects of arts, music, design & technology and literature, but 
creativity is not worked on at a structural or transversal level, beyond its application in many activi-
ties, and taking for granted that it is a mostly innate quality that one has or not.

Despite that, in Cyprus a lot of young people attend private classes in creative activities/abilities in 
their free time, paid by their families, which organizes less restricted events including choirs, bands 
and dance shows. There are only real opportunities to train creativity in many professional fields, 
notoriously linked to the art and culture, where there are universities that offer courses related to 
creativity, such as Music or Arts studies.

This situation is no different from that in Italy or Spain, even in the United Kingdom or the Nether-
lands. In all of them creative training does not exist as such in the educational system beyond a side 
effect of certain traditional or artistic arts, or its concrete application by some closed environments.

In Spain, as in almost all training systems analysed in Europe, professional training have never con-
sidered creativity something important, something to work, or something to which time, planning 
and / or resources should be dedicated.

This situation coincides with the generally accepted consideration that the current educational sys-
tem has failed and a major change that reverses this whole situation is necessary. This is a very 
common idea that we have detected in almost all the countries investigated: European citizens 
believe that their educational systems are obsolete.
In the case of Holland, this is intended to be compensated by offering some amazing innovative 
courses through official education centers such as the Design Academy of Eindhoven, Amsterdam 
Fashion Institute, or the ArtEZ Academy of Arts and Design Arnhem.
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At the same time, in all territories there are opportunities for entrepreneurship training, but discon-
nected from the creative environment, with the exception of the master’s degree in cultural and 
economic entrepreneurship of the University of Rotterdam.

The UK case is the closest to having a good creativity training system: UK has a good educational 
infrastructure in place to support those wanting to pursue a career in any of the creative industries. 
Nearly all schools, sixth-forms, colleges and universities offer a range of creative subjects and this is 
supported by industry specific knowledge and external training providers. There are many different 
educational opportunities available at all levels, however, it is dependent of the individual to plot 
their own educational route towards the creative industries.

But the formal educational system in the UK has been accused of stifling creativity by over testing 
and assessing students throughout their education, and to this we should add that there is a suc-
cessful development of study programs around the application of creativity in specific creative fields, 
but a training of creativity as such has not been incorporated extensively and transversally.

These statements along Europe responded to a situation where assuming creativity as something 
necessary, but in what you don’t believe in, partial initiatives are made -public or subsidized- to pro-
mote it; but, once again, there is no a decided plan that brings people closer to improve, maximize 
and be able to exploit their creativity, or their practical use beyond some professional facets or 
markets, in the field of culture, as well as in some professional fields.

Based on this, we can delimit two current possibilities to train creativity in the existing educational 
systems in Europe:

- Courses in which creativity is necessary:   in the absence of a general education plan at 
an educational or professional level, which explicitly includes among its objectives the 
promotion and improvement of creativity, in some specific training options, different dy-
namics have been set in motion to improve the creativity of people and their application 
at work. The goal is to put that creativity into practice in specific environments, as a source 
for the application of specific techniques, but it has no general or versatile consideration.

- Transversal skills courses that include creativity in a very general way and without spe-
cific application.

Additionally, it should be noted that both possibilities are generally detached from entrepreneur-
ship, focusing mainly on technical aspects of the application of creativity in the specific facet, role, 
art or task to be developed. However, the professionals and experts in creativity that have been 
consulted have put special emphasis on the idea that creativity goes beyond simple application 
in activities related to cultural production or with intellectual property.

OTHER POLICIES, ASSOCIATIONS AND PROGRAMMES

In parallel to the existing education system, in all countries we have found public and private in-
itiatives that, including educational policies, through which, partially, locally, or in specific areas, 
training initiatives are offered in specific artistic activities or specific professionals where tasks 
creativity is necessary.

These kinds of initiatives serve to mitigate partially the deficiencies of the education or vocational 
training system. In Cyprus there is an intense activity of this type, adding the benefits of The Youth 
Board of Cyprus, The National Youth Strategy, or the valuable activity coming from the Home for 
Cooperation, Adult Education Centers, Youth Board of Cyprus, and Cyprus Youth Clubs Organiza-
tion. In Italy there are numerous specific similar initiatives in some areas or industries, vertical on the 
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creative sector, which aim to bring young people closer to the sector, as for example the Formentini 
Laboratory for Publishing.

In UK there are organizations providing industry standard training courses to develop specific skills 
across all of the different creative industries. They can offer a large range of different training op-
portunities including short courses, HNC, degree and Master level qualifications in specific creative 
skills. Some of these courses include skills such as Make-up, Prosthetics, Hair and Costume, Set-de-
sign, Animation and VFX, Cinematography, Location Sound Recording and Music Production just to 
name a few. These courses are generally paid for by the learner and range from one week intensive 
courses to full-time long term training programs.

These kinds of course may be necessary for those wanting to work in any of the creative industries 
and also will be used for professional development by those already established in any of the crea-
tive industries.  

In Spain these initiatives also exist, although in smaller quantities, highlighting the “Creative Schools” 
of the Fundación Telefónica, among others.
At European level there are also initiatives promoted by multinational organizations such as “Crea-
tivity for all”, an Apple initiative, which also replace the deficiencies detected in the promotion and 
support of creativity training.
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OVERVIEW OF 
THE FRAMEWORK 
PROPOSAL

From the reality analyzed in each country, five competency pro-
posals have been obtained that have served to configure the 
proposed European Framework of Creativity Training in entre-
preneurship.
Its value goes beyond serving as a basis for said Framework, 
since each of them can also be taken individually as a Framework 
in those countries, territories, professional contexts, knowledge 
areas, work areas, or creative environments, which have points 
in common or situations analogous to those indicated above.
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1. AREAS AND 
COMPETENCES

Below are the specific areas and competencies whose need 
for reinforcement and training was detected during the anal-
ysis of the current reality of creativity training for entrepre-
neurship.
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1.1. CYPRUS COMPETENCES PROPOSAL

The Cypriot proposal for an appropriate framework for creativity training for entrepreneurship di-
vides the competences to work in three different but complementary areas:

Area 1: Technical Skills

Area 2: Soft Skills    

Area 3: Entrepreneurship Skills

Analysis of CT+ Areas and Competences:

TECHNICAL SKILLS SOFT SKILLS ENTREPRENEURSHIP SKILLS

1. Photography/Video 1. Creativity 1. Ideas & opportunities
Photo/Video editing Inspiration Spotting opportunities

Imagination Creativity
Reframing Vision/Empathy

2. Software Mind mapping Assessing ideas/Valuing ideas

Photoshop Insight Forecast/Ethical & sustainable 
thinking

Canva Innovation
Web editing Experimenting 2.  Resources

Design Exploitation/Self and social 
awareness & efficiency

3. Financial Questioning Interconnecting/Mobilizing 
resources

Budgeting Engagement
Costing 2. Interpersonal Value creation

Empathy Leadership
Networking
Sensitivity 3. Into Action
Patience Pro-activity

Public speaking Project management

Diplomacy Coping with uncertainty, ambi-
guity and risks

Positive Reinforcement Cooperation & networking
Flexibility/

Adaptability
Presentation

Communication
Team work/

Collaboration
Problem Solving

Learn from experience
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In our analyses of the Italian framework of creativity training we already underlined that what mat-
ters most today is the ability to evolve with the context, expressing versatility and flexibility. 

To do this is important to reach 3 specific aims: self-awareness, knowledge and awareness of the 
other and creative way to work. So it’s needed to focus the attention to the competences and related 
attitudes useful to reach this aims:

AIMS COMPETENCE ATTITUDES

Self-awareness 
and 

Self-expression

Emotional Intelligence
Observation

Active Listening
Communication
Self-confidence

Abstraction

Curiosity
Empathy

Self-Confidence

Knowledge 
and aware-

ness about the 
others

Emotional Intelligence
Observation

Active Listening
Communication

Confidence
Critical thinking

Social competence
Emotional Intelligence

Critical thinking
Lateral thinking

Observation
Active Listening
Communication
Self-confidence

Abstraction
Problem solving

Innovation
Team-work
Leadership

Transform costs to chal-
lenge

Organization skills

Curiosity
Empathy

Confidence
Patience
Sociality
Flexibility
Curiosity
Empathy

Confidence
Patience
Sociality

Leadership
Passion
Intuition
Flexibility

Imagination
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1.3. NETHERLANDS COMPETENCES PROPOSAL

After having analyzed the current situation of the Netherlands in relation to their educational sys-
tem, cultural and artistic entrepreneurship and opportunities and specific education on this field, it 
is time to establish a framework that will be used to create the next products this European project 
aims for.
 

The competences we are going to describe are based on the Ned Hermann whole-brain framework. 
The whole- brain framework acknowledges that different tasks require different mental processes 
and different people prefer or are more capable of one type of thinking rather than the other. How-
ever, it is probed that everybody has access to the 4 quadrants. Facts and figures say that 5% of the 
population has a preference for one quadrant, 58% have a preference for two quadrants, 34% have 
a preference for three quadrants and 3% prefer all four equally. However, and although these facts 
are real, we will apply the Whole Brain Thinking framework to unleash everyone’s whole potential. 
We think is not only important but also possible to stretch to other quadrants when necessary, adapt 
and take advantage of the preferences of those around you to improve performance and results.

Inside the four quadrants there are ideas-skills that we all need to develop:

ANALYTIC 
INTELLIGENCE

OPERATIONAL/
PRACTICAL CREATIVE RELATIO-

NAL

Analytic Plan & organiza-
tion Creativity Interper-

sonal skills

Technical Administrative Holistic 
approach

Expres-
siveness

Problem-solving Detail-orientated Conceptu-
ality

Musical 
skills

Logic Control Synthesiz-
ing

Spiritual 
skills
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1.4. UNITED KINGDOM COMPETENCES PROPOSAL

It is often said that ‘creativity is the highest form of intelligence’, this is because it goes beyond 
knowledge recall and extends to knowledge creation. Creativity and innovation is seen as a key 
competency in any industry and vital to an individual’s career opportunities. It involves generating 
and applying ideas to create something of value and often taking calculated risks to increase op-
portunities. 

The key elements that can display an individual’s creativity and innovation are:

Recognising opportunities and imagining possibilities to apply ideas in new ways 

Open to exploring or playing with ideas, materials or processes to create something new

Evaluating and adapting ideas, materials or processes in response to feedback or emerging 
conditions 

Demonstrating optimism, initiative, ingenuity, resourcefulness and perseverance when trans-
forming ideas into actions, products or services.

There are many different skills and competencies required for creativity and innovation, the table be-
low splits the required skills, abilities and competencies into three categories. This is not an exclusive 
list and there could be many more things to add in all categories.

The Skills, Abilities and Competences of Creativity and Innovation

1. PERSONAL SKILLS
Self-awareness
Self-awareness
Emotional intelligence
Patience
Calmness 
Positivity and optimism 
Passion and joy 
Communication skills
Interpersonal skills 
Independence 
Teamwork 
Leadership
Initiative
Problem solving
Desire to challenge oneself
Motivation and drive
Commitment and dedication
Organisational skills
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Perseverance and resilience

Adaptability and flexibility

2. TALENT AND ABILITY
Intuition 
Inspiration
Knowledge accumulation
Observant (real attention to detail)
Association 
Imagination
Originality
Questioning, curiosity and challenging norms 
Experimenting, exploring and ‘pushing boundaries’ 
An eye for design and aesthetics
Artistic ability
Any talent that requires some level of ‘natural’ ability but that can be improved through 
practice and training

3. TECHNICAL SKILLS

Coding and programming

Computer games design

Animation

App development

Web design  

Cinematography 

Film Production 

Sound production and editing

Photography

Digital imagery editing 

Graphic design

Textile and fashion design 

Hair and make-up

Ceramics and sculpture 

Ability to play a musical instrument

Music production and recording

Creative writing
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Entrepreneurial Skills

As we see with the EU’s Entrepreneurship Competence Framework (EntreComp), there are a series 
of skills and capabilities that are integral to entrepreneurial activities. Creativity is including in these 
skills and competencies as it is seen as vital to any successful enterprise or entrepreneurial endeav-
our.

However, creativity only makes up one strand of this framework and the other fourteen are also 
required in order for a creative individual to increase their chances of turning their skill into an en-
trepreneurial opportunity. 

The creative individual must nurture and develop their talent but must also look to develop a combi-
nation of other skills and competencies in order to expand their opportunities. These entrepreneurial 
competencies can be learned and a creative individual can improve their competencies during the 
process of developing an entrepreneurial endeavour.

Therefore, the focus of any initiative to develop creative talent must include the other practical reali-
ties of the modern world. It must incorporate training that encourages the development of the other 
skills and competencies necessary to turn creativity into a viable entrepreneurial endeavour.    
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1.5. SPAIN COMPETENCES PROPOSAL

Having analyzed the current situation of training for the Creativity improvement in Spain, and after 
having put in value this issue and the consequences derived from the previous analysis with profes-
sional creativity experts, as well as with creative people linked to the artistic production or belonging 
to different media and business sectors, it has been concluded that, assuming the urgent need to 
establish a framework for the development of creativity training in Spain, it should complement 
in general terms two parallel kind of competencies:

1. Basic competences for creativity

2. Professional competencies for creativity

Basic competences for creativity

To know oneself at a logical and emotional level:
Self-knowledge
Self-motivation
Patience
Emotional intelligence

Discipline of work:
Work for goals
Organization
Entrepreneurship
Problem resolution
Constancy and perseverance
Stress management

Positive emotions and attitudes:
Joy
Optimism
Empathy
Passion

Positive emotions and attitudes:
Joy
Optimism
Empathy
Passion
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Professional competences for creativity

Wideness of perspective:
Observation capacity
Curiosity
Imagination
Intuition
Independence

Cooperation:
Leadership
Teamwork
Communication

Ability to materialize ideas:
Association and abstraction
Research and analysis
Critical spirit
See difficulties as a challenge
Tolerance to failure

Work adaptation and evolution:
Originality
Flexibility and versatility

Courage

These are two complementary lines, and their development should facilitate being able to provide 
people with the necessary skills to maximize their creativity, optimize their professional performance 
in creative terms, and decisively boost their capacity for entrepreneurship and cooperation by en-
couraging their ability to develop their own projects for the market where you can demonstrate your 
professional talent and ability.
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2. THE SELF-ASSESSMENT GRID

These five proposals, which will be developed below, as well as the common conclusions that make 
up the Framework and which are explained later in this document, come from the work of the part-
ners that form the CT + Team, which also includes the necessary work of group/individual research, 
and technical development, having carried out the following activities.

ACTIVITY Nº OF 
TIMES

Number of partic-
ipants (Persons/
Organizations)

TOOL

General poll
Work groups on your organization

Focus groups with young creative people
Focus groups with creative professionals

Interviews
Contact with creative experts

Contact with creative freelancers
Visits to educational associations

Visits to education centers
Visits to creative associations
Visits to creative companies
Meetings with stakeholders

Meetings with educative administrations

3
4
3
3
3
4
5
1
2
3
3
4
1

39
61
48
11
11
31
19
2
3
7
6

117
11

Phone & Face to face
Face to Face

Group of creatives 
Face to face 

Face to face workshop
Face to Face

Face to face & Phone
Face to Face
Face to face
Face to face
Face to face
Face to face
Face to face

This partnership has always had the objective of reaching a sufficient variety of perspectives, opin-
ions, people, groups, beneficiaries, professionals, and experts, in order to provide a consistent, im-
mediate and useful professional application framework.

In this sense, it is worth highlighting the quality of the contributions obtained, even beyond their 
amount, as a result of the involvement, passion and strong bonding of collaborating people and 
groups, as well as the real and urgent need that has been detected at European level. Regarding the 
duty to channel the development of creativity both at the educational level, and, in this case, at the 
professional level, and even more so when we talk about people with low qualification or without a 
specific training linked to creativity.



THE CREATIVITY 
COMPETENCE 
FRAMEWORK

From the analysis of the situation of creativity in the cultural 
and professional field, the consideration of the reality of crea-
tive industries, as well as assuming the current possibilities for 
creativity training in different parts of Europe, have been de-
termined the needs that affect creative people when facing an 
open, complex and dynamic market like the current one.

These needs have materialized in the following proposals for 
creative skills framework for people with low qualification who 
want to develop a professional career in the field of creativity, 
taking entrepreneurship as a way of undoubted value when 
carrying out a valid professional work in the local or European 
labor context.

A basis to take people’s skills and knowledge in creative 
terms, train it, and support and strengthen their entrepre-
neurial abilities. 

In addition to the different proposals based on reality in each 
country, a European Framework of Creativity training in entre-
preneurship is included, which is a valuable tool when design-
ing a curriculum or methodology for training creativity and en-
trepreneurship.
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1. CYPRUS FRAMEWORK

A lot of people think that being creative is enough, but when it comes to employability technical 
skills, soft skills and entrepreneurship skills are vital to make a living.
For example, photography, photo and video editing are useful design skills for photographers, 
graphic designers and web designers. In order to enhance these skills, they use the media of various 
software such as Canva, Adobe Photoshop, and Adobe InDesign etc.
Still, even possessing all the above the above qualifications and technical skills, soft skills and en-
trepreneurship skills are essential.  The entire field of communication, marketing and sales is rep-
resented by skills such as marketing strategy, social media, merchandising, and sales. If anything, 
the advent of content marketing has spread the demand for these skills far beyond the traditional 
occupations.
Now, more and more businesses are seeing these as skills that cross over and demand multiple skill 
sets.
The impact of this is that there are more opportunities for creative people now, than ever before, be-
cause more and more work is considered creative. But all of these opportunities have to be ground-
ed in hands-on skills to make good ideas into good products and therefore into good jobs.

Ideas and Opportunities

1. Spotting Opportunities – Being able to identify opportunities by exploring the social, 
cultural and economic situation. To identify the needs and challenges that need to be met 
and establishing new connections and bring together elements to create opportunities to 
create value.

2. Creativity – Being able to develop, explore and experiment many ideas. To combine 
knowledge and resources to achieve valuable effects

3. Vision – to work towards the future, tomorrow’s needs and trends. To be able to turn 
your vision into action.

4. Valuing ideas – To be able to judge what value is in social, cultural and economic terms. 
Recognising the potential each idea has and identifying suitable ways to make the most 
out of it. 

5. Ethical & Sustainable thinking – To assess the consequences of ideas that bring value 
and the effect of entrepreneurial action on the target community, the market, society 
and the environment. Reflect on how sustainable, long-term social, cultural and economic 
goals are and the actions taken to do so. Also, act responsibly. 

Resources

1. Self-awareness & self-efficacy – To reflect on your needs, aspirations and wants in the 
short, medium and long term. Being able to identify and assess individual and group, 
strengths and weaknesses. And finally to believe in your ability to influence despite uncer-
tainty, setbacks and temporary failures.

2. Motivation and Perseverance – To be determined to turn ideas into action and satisfy 
your needs to achieve and to be patient to keep trying to achieve your goals. Also, to be 
resilient under pressure, adversity and temporary failure.

3. Mobilising Resources – To gather and manage the material and resources to turn your 
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idea into action and also competences needed at any stage, including technical, legal, tax 
and digital competences. When having limited resources to make the most of them.

4. Financial & Economic literacy – Being able to estimate the cost of turning an idea into 
a profitable activity. To place and evaluate financial decisions and to manage financing to 
make sure the activity lasts in the long term

5. Mobilising others – To be able to inspire and enthuse relevant stakeholders and get the 
support needed to achieve your goals. Also, to demonstrate effective communication, per-
suasion, negotiation and leadership.

Into Action

1. Taking the initiative – To take up challenges and initiate processes that create value. To 
act and work independently to achieve goals, to stick to intentions and carry out planned 
tasks.

2. Planning and Management – Setting up long-, medium- and short-term goals. Being 
able to define priorities and action plans and to adapt in any change.

3. Coping with uncertainty, ambiguity & risk – Decision making taking into consideration 
all available sources whether they are ambiguous or when there is a risk of unintended 
outcomes.  Within the value-creating process, include structures ways of testing ideas and 
prototypes from early on to reduce risks and to be able to handle fast-moving situations 
promptly and flexibly. 

4. Working with others – To not only work well with others but co-operate with them to 
develop ideas and turn them into action. Being able to build a strong network, solve con-
flicts and face up to competition positively.

5. Learn through experience – To learn by doing, valuing creation as a learning opportunity. 
To learn with others, including peers and mentors and reflect on both success and failure.
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2. ITALY FRAMEWORK

From all the analysis carried out, even with the help of creativity experts and trainers, as already 
highlighted previously, training on creativity in Italy should base its structuring starting on the teach-
ings coming from the theory of Emotional Intelligence.
If, in fact, we analyse the competences proposal table included before, we will realize that, for all the 
objectives identified, emotional intelligence is an indispensable goal. We could even say that all the 
skills and attitudes highlighted are, in reality, functional to it.

Emotional intelligence can be described as an individual’s ability to recognize, discriminate and 
identify, to label appropriately and, consequently, to manage their own and others’ emotions in or-
der to achieve certain goals.

In detail, emotional intelligence is characterized by:

• Self-awareness: it is understood as the ability to recognize one’s own emotions and 
strengths, as   well as one’s own limits and weaknesses; it also includes the ability to sense 
how these personal characteristics are able to influence others.

• Self-regulation: describes the ability to manage one’s strengths, emotions and weak-
nesses, adapting them to the different situations that may arise, in order to achieve goals 
and objectives.

• Social skills: consists of the ability to manage relationships with people in order to “di-
rect” them towards the achievement of a specific objective.

• Motivation: is the ability to recognize negative thoughts and turn them into positive 
thoughts that are able to motivate themselves and others.

• Empathy: is the ability to fully understand and even perceive and feel the mood of other 
people.
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The objectives identified for training in creativity in Italy are, in fact, a sort of preparatory path to 
follow:

AIMS COMPETENCE ATTITUDE

Self-awareness 
and Self-expres-

sion

Emotional Intelligence

Observation

Active Listening

Communication

Self-confidence

Abstraction

Curiosity

Empathy

Self-Confidence

Knowledge and 
awareness about 

the others

Emotional Intelligence

Observation

Active Listening

Communication

Confidence

Critical thinking

Social competence

Curiosity

Empathy

Confidence

Patience

Sociality

Flexibility

Work in a creative way

Emotional Intelligence

Critical thinking

Lateral thinking

Observation

Active Listening

Communication

Self-confidence

Abstraction

Problem solving

Innovation

Team-work

Leadership

Transform costs to challenge
Organization skills

Curiosity
Empathy

Confidence
Patience
Sociality

Leadership
Passion
Intuition
Flexibility

Imagination
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We wanted to make a distinction between attitudes and skills because we consider the first personal 
characteristics often innate in the person that, through the training process, it is possible to redis-
cover, stimulate and connect with the training tools provided.

Skills, on the other hand, are skills acquired through training, thanks to the connection between the 
tools provided and personal characteristics.

For some of them, such as trust or leadership, the boundary is very thin, in the sense that they are 
innate attitudes, but the training process can and must contribute to developing them by equipping 
them with suitable tools.
It starts with self-awareness and the ability to express oneself, highlighting the following attitudes 
and skills:

- Curiosity: the lifeblood of every discovery, of every new knowledge and development, is 
obviously indispensable also for the knowledge of oneself. This is one of those innate gifts 
in each of us. As soon as we are born, through curiosity we discover the world that sur-
rounds us, we learn to walk, to talk, to relate to others and with the tools useful to live. With 
the years and the superstructures this attitude can “fall asleep” a little. The task of creative 
education is to stimulate it to rediscover it and put it at the service of the creative process.

- Empathy: it may seem strange to find it again in this section, but empathy can and must 
also be considered towards oneself in a process of self-knowledge, besides being indis-
pensable in a process of self-expression.

- Self-Confidence: is an indispensable prerogative to walk the path of discovery and 
knowledge of one’s emotional world. It is not at all obvious that it is an attitude already 
developed in individuals. This is why it is also included in the skills to work with in training.

- Observation and active listening: the ability to observe and actively listen is the basis of 
all knowledge. Observing and listening to oneself is far more complex. For this reason it 
needs a real training process that can stimulate it and give it the right tools.

- Communication and abstraction: today communication is an indispensable competence 
at all levels and requires a long and profound training process, with many and various pos-
sible variations. Communication, combined with the capacity for abstraction, are obviously 
fundamental competences, indispensable for a good communication of oneself, to express 
oneself in a creative and effective way, both on a personal level and on a professional level.

The next step concerns the knowledge and awareness of the other, of what is different from me, of 
the one I have before me and with whom I will have to interface. This is why we add to the attitudes 
and skills investigated previously, and in particular:

- Confidence: trust in others is one of the most difficult skills to develop. Very influenced 
from the experience of life, it is often undermined by negative experiences or, from an 
emotional point of view, by fears and insecurities. For this reason, it is even more important 
to set up a session entirely dedicated to this topic in the training process, providing the 
tools to work on your level of trust in the other in daily life, meaning as other everything 
else could be in relation with you.

- Patience: this is an attitude that could be translated better with the ability to wait and not 
to close behind specific expectations. Having patience can also mean developing the abil-
ity to accept failure, which is very important for taking on the challenge of creativity. Even 
this, despite being an attitude, can make use of various training tools in its development.

- Sociality: defined as an inclination to social coexistence, it is the main entrance door for 
communicating with each other, for entering into a relationship and structuring oneself 



81

positively in teamwork. Fundamental element to work also on social competences.

- Flexibility: in recent years the concept of flexibility has become firmly rooted in our soci-
ety. In a world that is constantly changing and evolving, flexibility can represent the ability 
to survive change and, even more, to transform a negative event into an opportunity, 
gathering the continuous challenges that life throws at us. In the relationship with the oth-
er and with the world around us, being flexible means being welcoming, not rigid, ready to 
shift one’s point of view and accept new perspectives.

- Critical thinking: Educating to critical thinking should mean educating people to ask 
themselves about which foundations, logical or empirical, can be based on any statement. 
An education in critical thinking is even more today an excellent antidote to conformism 
(and to “mipiacism”) pervasive now dominant. The only way to educate young people to 
evaluate the reliability of information found on the internet is now an “emergency” to be 
considered in educational processes.

- Social competence: social skills are psychological, relational and communicative skills, 
linked to adequate understanding and use. Training on social skills is a treatment aimed at 
strengthening certain socio-emotional and communication skills that are lacking in some 
people, in order to develop them to improve the quality of interpersonal relationships. 
The main goal is to be able to generalize them externally to effectively manage their inter-
personal relationships, decreasing the sense of diversity and extraneousness sometimes 
experienced, providing an opportunity to improve communication and to test new ways 
of being with others.

In the last phase of the training process in creativity all the strengthened attitudes and the acquired 
skills are put at the service of a work process, developing further “professional” skills very useful in 
the world of work:

- Leadership: difficult to define uniquely, we could simplistically say that it is the ability 
to motivate people to achieve a common goal. This is an attitude that cannot belong to 
everyone, but where this “talent” exists, creative education has the task of developing it 
and providing it with the tools necessary to act in the best way.

- Passion: no creative work can ever see the light if not seasoned with a strong passion and 
attachment to the search for the result. It is an emotional state that pushes us to always 
take one more step than those made, not to give up, to be willing to sacrifice and even to 
lose without ever giving up or curbing the desire to continue.

- Intuition and Imagination: innate talents directly linked to the competence of problem 
solving and creativity. Creative training has the task of stimulating them, training them and 
putting them at the service of creativity.

- Team-work: Group work can be defined as “a state of unity realized within a team of in-
dividuals working for a specific economic advantage”; the team working phenomenon in 
the world of modern organizations is used to define and develop coordination and coop-
eration among the members of an organizational function who, working together, need 
to understand which dynamics regulate the internal life of a work group. Through this 
competence, precious synergies and high productivity are created in the creative process.

- Organization skills: the ability to use your time, energy, resources, etc. in an effective way 
I know that you achieve the things you want to achieve. They are among the most impor-
tant and transferable skills that an employee can acquire. These soft skills refer to a series 
of attitudes that help a person plan, set priorities and achieve their goals.

- Lateral thinking: The term lateral thinking refers to a method of solving logical problems 
that envisages a particular approach, namely the observation of the problem from differ-
ent angles, as opposed to the traditional modality that envisages concentration on a direct 
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solution to the problem. It is obviously directly related to problem solving and is one of the 
most requested skills in today’s working world.

- Problem solving: identified by someone (together with innovation) as the soul of creativ-
ity, it is the way to give the best possible response to a given critical and usually new situa-
tion. The problems, large and small, are the daily bread of all of us and we are therefore all 
used to having to face them. But we are not all effective in solving situations in the same 
way, there are more reactive people, others more reflective; people who are able to sharp-
en their wits, and others who see problems, but struggle to rationalize a solution. There are 
recurring problems for which we automate the solution and more complex problems, for 
which solution requires an out-of-the-box approach. Today the world has become much 
more complex, in full digital transformation, in a phase of transition and rather entropic, 
and this is reflected both in people’s lives and in the life of economic organizations. In a 
context of this kind, problems are the rule, therefore problem solving skills have become 
even more important, and they will become more and more important: with digital trans-
formation, artificial intelligence, robotics, industry 4.0, the jobs that involve simple and 
repetitive tasks will be the first in which machines will replace man. Those jobs that require 
creativity and intuition will remain increasingly reserved for human beings, features that 
are difficult to replicate by software. This is why a large part of creativity training revolves 
around the development of this competence that requires and brings with it the develop-
ment of all the other competences already mentioned.

- Transform costs to challenge: it is no coincidence that we left this competence last, be-
cause in addition to being a fundamental competence, it is, in some way, the purpose, the 
primary objective of investing in creativity and necessarily carrying all the attitudes and 
the competences previously analysed, obviously including emotional intelligence, an indis-
pensable premise of this analysis.

If we talk about creativity, probably the first thing that comes to mind will be children playing, an 
artist intent on creating his works, a brilliant inventor. This is because creativity is commonly associ-
ated with the creation of something new and original to which an aesthetic value is attributed, to the 
freedom of expression of children, to the innate talent of a few extraordinary individuals who find 
expression in extraordinary achievements.

It is more difficult to think of how many times, faced with a problem that at first sight seemed to 
be without solution, you managed to find an “alternative” way or to those apparently negative sit-
uations in which you were able to grasp “different” aspects by seizing opportunities that you would 
not have thought of.

But being creative means just that: it is creative who has flexibility, the ability to process the elements 
they are dealing with, imaginative gifts, those who are open to new experiences, and are able to 
express themselves are creative. Put in these terms, creativity is the heritage of every individual, not 
just artists or children.

Creativity allows people to develop their potential and express them to the fullest, helping to create 
a wealth of resources that becomes fundamental when it is necessary to face difficult situations. Cre-
ativity helps us develop resilience, understood as the ability to transform and reorganize a painful 
and difficult experience in a process of learning and growth, moving from the problem to the solu-
tion and from the solution to a new opportunity.
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3. NETHERLANDS FRAMEWORK

Based on the scandalous data gathered on the Adobe 
study on the creativity gap which summing up shows that 
8 in 10 people feel that unlocking creativity is critical to 
economic growth and nearly throw-thirds of respondents 
feel creativity is valuable to society, yet a striking minority 
(only 1 in 4) believe they are living up to their own poten-
tial, we believe that using the whole brain framework can 
help our target group to unleash their creative entrepre-
neurship at their maximum level.

Whole brain framework in divided in 4 quadrants with 
their own skills that our target group needs to know and 
work on them:

-Analytic intelligence:  Essentially academic intelli-
gence. It is one of the types of intelligence described 
by the academic and writes Robert Sternberg. It is 
the ability to analyze and evaluate ideas, solve prob-
lems and make decisions. This type of intelligence is 
divided at the same time in four parameters 

Logical / Logical thinking is a process that involves moving from one related statement or 
thought to another. The first statements in logical thinking are called antecedents, and the 
later statements are consequents.

Analytic mind / Analytical skills refer to the ability to collect and analyze information, prob-
lem-solve, and make decisions

Technical mind / A skill that makes you visualizes how things work. This kind of mind 
breaks things down into pieces that are digestible and works through them in an orderly 
process

Problem-solving / Problem solving consists of using generic or ad hoc methods in an or-
derly manner to find solutions to problems

-Operational intelligence: Practical or operational intelligent is the ability to adapt and behave in a 
successful way in their external environment. In short, to implement and use what you know. It is also 
a category of intelligence described by Robert Sternberg and has as well four parameters
 

Plan and organization / The ability to manage self and/or others, and resources including 
time and surrounding circumstances to reach a specific goals

Administrative / Administrative skills are qualities that help you complete tasks related to 
managing a business.

Detail-orientated / Detailed-oriented is the practice of thoroughly and concisely review-
ing product or service execution, manufacturing procedures, and calculating all financial 
activities and valuations of the company among other things, in the context of business 
management
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Control / Ability to direct a situation, person or activity. Not overly upset or excited: calm 
and able to think and act and make decisions in a sensible way

- Creative intelligence: A type of intelligence also described by the professor Robert Sternberg di-
vided in four parameters. Creative intelligence is the ability to use existing knowledge to create new 
ways to handle new problems or cope in new situations.

Creativity / Creativity is the act of turning new and imaginative ideas into reality. Creativity 
is characterized by the ability to perceive the world in new ways, to find hidden patterns, to 
make connections between seemingly unrelated phenomena, and to generate solutions. 
Creativity involves two processes: thinking, then producing

Holistic approach / Means thinking about the whole picture. Dealing with or treat-
ing the whole of something or someone and not just a part.

Conceptual / Means using and defining content using big and persuasive ideas. Simple, to 
the point, clear and enough to let your audience do a more detailed research if they want

Synthesizing / Means being able to make from big and complicated ideas and cross-con-
cepts synthesis

- Relational intelligence: Described by Daniel Goldman on his book about neuroscience, it is the ca-
pacity to know oneself and to know others, an ability to successfully build relationships and navigate 
social environments.

Interpersonal / Interpersonal skills are the behaviours and tactics a person uses to inter-
act with others effectively. In the business world, the term refers to an employee’s ability 
to work well with others. Interpersonal skills range from communication and listening to 
attitude and deportment.

Expressiveness / The quality of effectively conveying a thought or feeling linked to verbal 
and conversational skills 

Musical skills / The ability to think in sound using this skill not only for composing but to 
use it other paths and fields of life

Spirituality / The quality of introspection. The quality that involves deep feelings and be-
liefs of a religious nature, rather than the physical parts of life

To finish and add a part of a framework we also like very much which talks about creativity and en-
trepreneurship, we will use the EntreComp one from The European Commission (2016).
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4. UNITED KINGDOM FRAMEWORK

As we can see in the table of skills, abilities and competences necessary for creativity and innovation 
in section 2, there are a wide selection of things we must consider when creating a creativity com-
petence framework. All of the skills, abilities and competencies in the table are complimentary and 
no individual will possess them all. However, possessing a selection of them and activity trying to 
learn or develop these skills, abilities and competences will help you to improve your creativity and 
innovation. In this section we will take an in-depth look at the key skills that we will use to make up 
our creativity competence framework.  

1. Personal Skills

These are the selection of personal attributes that make up your character, attitude and personality. 
These attributes can be improved and developed further given the correct combination of experien-
tial learning, practical training and conscious effort. They include; 

Self-awareness – your capacity for introspection and the ability to recognise your own 
abilities, limitations, thoughts, values, motivations and temperament 

Emotional intelligence – your capacity to be aware of, control and express your own emo-
tions and those of others, this effects how you handle interpersonal relationships 

Patience – your capacity to accept and tolerate delays, problems or issues without becom-
ing annoyed, anxious or deterred from achieving your desired aim

Calmness – your ability to keep a calm state of mind and remain focused under pressure 
or when faced with difficulties 

Positivity and optimism – your ability to remain positive and optimistic regardless of any 
unforeseen issues, difficulties or barriers stopping you from achieving a desired goal 

Passion and joy – having a feeling of great happiness or pleasure from undertaking your 
creativity endeavour, in a phrase, ‘loving what you do’

Communication skills – your ability to convey your ideas, thoughts and feelings in an ef-
fective manner across a number of situations and media

Interpersonal skills – your ability to communicate or interact with other people on many 
different levels

Independence – your ability to think critically, form your own opinions and control your 
own approach to your life and career 

Teamwork – your ability to effectively and efficiently work with other people towards a 
shared goal   

Leadership – your ability to motivate, support and guide a group of people to work to-
wards a shared goal 

Initiative – your capacity to assess, initiate actions and make decisions independently with 
minimum or no guidance

Problem solving – your ability to find or create solutions to difficult or complex issues by 
utilising existing resources, sourcing new resources or accessing support networks  

Desire to challenge oneself – your commitment to want to improve your abilities in one 
or many areas by challenging yourself to overcome barriers, difficulties or your own per-
ceived limitations
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Motivation and drive – your commitment to achieve a desired short or long-term goal and 
to push yourself to accomplish what you want on a day to day basis

Commitment and dedication – your ability to maintain your effort, motivation and desire 
to complete any given task or to achieve an identified goal

Organisational skills – your ability to effectively manage your time, workload and resourc-
es within any situation or environment

Perseverance and resilience – your capacity to overcome and recover from difficulties, 
barriers and negative events while remaining focused and motivated on working towards 
an identified goal

Adaptability and flexibility – your ability and willingness to change or compromise to suit 
different conditions or situations

2. Talent and Ability

These are a selection of abilities that an individual possesses and learns through experience and 
practice. Some of them can be seen as more ‘natural’ than others but with the right combination of 
motivation, experience, training and practice you can learn or improve these talents and abilities. 
They include;

Intuition – your ability to understand something instinctively without the need for con-
scious reasoning, it is a quick and ready insight that can be gained without observation or 
a detained reasoning process 

Inspiration – your ability to be mentally stimulated to do or create something, it can take 
the form of a sudden or timely brilliant idea that can be actioned up on

Knowledge accumulation – your ability to accumulate important information, intelligence 
and knowledge relevant to specific topics or areas of creative interest

Observant – your ability to notice or perceive things accurately and to exhibit excellent 
attention to detail

Association – your ability to make mental connections between concepts, events, people 
and activities 

Imagination – your ability to formulate or create new ideas, images or concepts, it is a 
cognitive process that stimulates creativity and innovation

Originality – your ability to think independently and creatively to conceive original and 
unique ideas that have not previously been explored

Questioning, curiosity and challenging norms – your desire and interest in discovering 
new things, expanding your knowledge or to challenge the current state of affairs in rela-
tion to a given topic

Experimenting, exploring and ‘pushing boundaries’ – your desire and ability to try out 
new ideas and methods, to inquire about or investigate things and to strive to improve on 
what has already gone before

An eye for design and aesthetics – your ability to perceive, understand and value the de-
sign and attractiveness of products or creative endeavours, it includes the consideration 
that usefulness and beauty is not objective or universal 

Artistic ability – your skills and talents that enable you to create works of art, painting, 
drawing, sculpting or musical compositions
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Any talent that requires some level of ‘natural’ ability but that can be improved through 
practice and training – this is an area of debate, but it is believed that some individuals 
do possess certain ‘natural’ talents that make them more pre-disposed to being artistic, 
creative or able to perform certain actions. These individuals still need to learn, practice 
and improve their abilities but they may find this an easier process than those who do not 
possess the same ‘natural’ talents or pre-dispositions. 

3. Technical Skills

These are the selection of your specific technical capabilities linked to your creative talent or specific 
industrial area. They are generally learned through education, training and practical experience. All 
of these skills can be improved and perfected through practice, further education or working expe-
rience. The list incorporated into the table in section 2 is not exhaustive and many other technical 
skills can be included. All of these skills are specific to certain creative industries and each necessary 
in order to either secure employment or become entrepreneurial in any specific industry. 

4. Entrepreneurial Skills

These are a selection of skills and capabilities identified as being vital to successful entrepreneurs. 
Developed through extensive research by the EU, the EntreComp framework incorporates 15 skills 
and competences that can all be learned or improved through experience, training and practice. The 
full report is available in the link below;
http://publications.jrc.ec.europa.eu/repository/bitstream/JRC101581/lfna27939enn.pdf

Learning through experience – Your ability to use any experience as a learning oppor-
tunity, to learn with others, including peers and mentors, to reflect and learn from both 
successes and failures 

Working with others – Your ability to work together and co-operate with others to devel-
op ideas and turn them into actions, to utilise and value networks, to solve conflicts and to 
address competition positively when necessary

Planning and management – Your ability to set goals and follow them to their conclusion, 
to identify and define priorities and plan actions to address them, to adapt to unforeseen 
changes and manage risk

Taking the initiative – Your ability to initiate processes that create value, to positively 
approach challenges, to act and work independently to achieve goals, to persevere with 
intentions and carry out planned tasks

Coping with ambiguity, uncertainty and risk – Your ability to make decisions when the 
outcome of your decision is uncertain, or when the information available is insufficient or 
ambiguous, or when there is a risk of unintended consequences. For the creative process 
this includes ways of testing ideas from the early stages in order to reduce any risk of fail-
ures or waste

Spotting opportunities – Your ability to Identify and seize opportunities to create value 
by exploring your social, cultural and economic surroundings, to identify needs and chal-
lenges that require solutions, to establish new connections and bring together resources 
to create opportunities 

Creativity – Your ability to develop new ideas and opportunities, including better solutions 
to existing and identified challenges, to explore and experiment with innovative approach-
es and to combine knowledge and resources to achieve valuable outcomes

http://publications.jrc.ec.europa.eu/repository/bitstream/JRC101581/lfna27939enn.pdf
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Vision – Your ability to imagine the future, to develop a vision that can turn ideas into re-
ality and to visualise future scenarios to help guide your actions

Valuing ideas – Your ability to judge what value is in social, cultural and economic terms, to 
recognise the potential an idea has for creating value and identify suitable ways of utilising 
or exploiting it

Ethical and sustainable thinking – Your ability to assess the consequences of ideas and the 
effect of your action on the target market, society and the environment, to reflect on how 
responsible and sustainable the potential course of action will be 

Mobilising resources – Your ability to secure and manage the relevant resources needed 
to achieve your goal, to make the most of limited resources and to source the competenc-
es needed throughout including technical, legal, financial and digital competences

Mobilising others – Your ability to inspire and enthuse relevant stakeholders, to get the 
support needed to achieve your goals and to demonstrate effective communication, per-
suasion, negotiation and leadership when necessary

Financial and economic literacy – Your ability to estimate the cost of turning an idea into 
a viable enterprise, to monitor and evaluate financial decisions over time and to manage 
financing to ensure the long-term viability of your action

Self-awareness and self-efficacy – Your ability to reflect on your needs, aspirations and 
desires on a regular basis, to identify and assess your strengths and limitations, to ac-
knowledge your ability to influence the course of events, despite uncertainty, difficulties 
and failures

Motivation and perseverance – Your determination to turn ideas into action and satisfy 
your need to achieve your goals, to be patient and keep trying to achieve your long-term 
aims, to be resilient and continue under ongoing pressure, adversity and failures
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5. SPAIN FRAMEWORK

From the current situation of Creativity training in Spain, and after having put in value this issue 
and the consequences derived from the previous analysis with professional creativity experts and 
creative people linked to its production and/or influence, the framework for the development of 
creativity training in Spain should complement two parallel competences:

1. Basic competences for creativity

2. Professional competencies for creativity

The first are those elementary people skills whose development, work and strengthening has a 
direct relation with the creativity improvement, and/or to facilitate the development of entrepre-
neurship skills in creative people.

The second ones are specific competences directly linked to the production by a creative person 
in any field of application, strengthening creativity, its potential, and determination, as a strategic 
objective over the concrete tools to be used subsequently in its materialization.

These two lines of competence are complementary, and their development must be overlapping 
and focused on the same goal: to give people the necessary skills to maximize their creativity, opti-
mize their professional performance in creative terms, and decisively boost their capacity for entre-
preneurship and cooperation, fostering their ability to develop their own projects for the market 
where they can demonstrate their professional talent and capacity.

In its detailed development, contrasting the different opinions found, as well as the shortcomings 
that the groups and professionals consulted have communicated, we have finally concluded that 
the most important, decisive, current and timely competences to strengthen, train, or promote to 
improve the potential creative people with creative skills in Spain, being accessible to people without 
specific training in this field, or in the field of application of these skills, should follow the following 
scheme:

BASIC COMPETENCES FOR CREATIVITY

To know oneself at a logical and emotional level:

- Self-knowledge

- Self-motivation

- Patience

- Emotional intelligence

Discipline of work:

- Work for goals

- Organization

- Entrepreneurship

- Problem resolution
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- Constancy and perseverance

- Stress management

Positive emotions and attitudes:

- Joy

- Optimism

- Empathy

- Passion

PROFESSIONAL COMPETENCES FOR CREATIVITY

Wideness of perspective:

- Observation capacity

- Curiosity

- Imagination

- Intuition

- Independence

Cooperation:

- Leadership

- Teamwork

- Communication

Ability to materialize ideas:

- Association and abstraction

- Research and analysis

- Critical spirit

- See difficulties as a challenge

- Tolerance to failure

Work adaptation and evolution:

- Originality

- Flexibility and versatility

- Courage



91

To know oneself at a logical and emotional level: to develop basic self-knowledge skills at a logical 
and emotional level is essential, starting from the fact that creativity starts from what we are, and 
what interests us, what we perceive, and what we can do. Knowing what we are, and extracting from 
it the most appropriate for each work or creative environment, putting our own qualities, person-
ality, and professional potential in value, supposes an un-renounceable starting point in this case.

Self-knowledge: to know oneself, what we are and what we are not, to know the creative 
space that exists in each person, and their conditioning factors, their potential, their abil-
ities and their shortcomings, in order to optimize each creative application, and mitigate 
its possible shortcomings, starting from the fact that in creative quality work the person 
counts not only counts but is involved in it.

Self-motivation: this competence is directly related to creativity from the moment in which 
the innovation or originality inherent in its development, as elements that try to be new, 
or reach new areas in each case, don’t always have references to which hold on. Being cre-
ative implies a necessary work of constant self-motivation in the exploration of new fields 
and materialisations. Additionally, it should be noted that creativity is closely linked to the 
culture of intent and failure, with the obligation to fail in order to succeed; where self-mo-
tivation is crucial in the medium and long term.

Patience: it’s a crucial competence in any creative process from the moment in which, 
beyond the original idea, there is always a job, a process, and a way forward, that needs 
to dedicate the necessary time, resources, and perspective to be able to lead it to success. 
This is patience, an essential competence both in the creative application and in a work 
environment where ideas are worked, mutated, changed, exploited or discarded with as-
siduity.

Emotional intelligence: creativity is directly related to perception, and perception is based 
on our emotions. That is why the emotional management is essential to be creative both in 
its own management along the development of a creative process, and the work involved; 
or in order to expand our creative capacity, increase the breadth of that perception poten-
tial, and also not allow emotions to be some kind of burden on creative work.

Work Discipline: being able to regularly manage personal creativity and its application in such a way 
that optimizes its realization, potential, and capacity to respond to the personal goals, as well as the 
requirements, commitments and challenges proposes or demanded by the market in each field or 
professional environment.

Working for objectives: working in a creative environment far from assuming an ethereal 
space that could not materialize in anything, from a perspective of improving creativity 
for work, and for professional practice, implies the need to be able to work for objectives 
around which to apply that creativity, and the people underlying talent. These objectives 
must be personal and professional, combining the personal creative perspective and the 
requirements of the market, or the existing opportunities around people.

Organization: any work that involves a process and a space of time needs an organization, 
and creativity is not far way to this. However, the organization of creative work must be 
flexible, porous, open, and dynamic. Developing the competence and the ability to organ-
ize creative work under these parameters is fundamental to be able to provide a profes-
sional performance that, in addition to being creative, is consistent and productive.

Entrepreneurship: it’s one of the most forgotten competences in the current creativity 
training panorama. It’s absolutely essential to develop a competence to undertake pro-
jects, either alone, in a group, in a stable work environment, or as a personal project, in 
order to create a realization space for the materialization of creativity, and to link it with 
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the needs and opportunities detected in the market.

Problem solving: the encounter of a creative idea, or the creative disposition of a previous 
idea, can imply problems when carrying out its application in a real scenario or environ-
ment, or it can involve distortions when it is valued according to the objectives committed 
at a personal level, or with third parties around work. It’s necessary to develop a compe-
tence around problem solving that takes into consideration the intrinsic characteristics of 
creative work, responding to its intrinsic flexibility, dynamism, originality, and innovation.

Constancy and perseverance: creative work, both assuming the inherent objectives of 
each application, as well as assuming the creative objectives and personal perspective 
in each case, requires an orderly and clear work that is carried out with constancy and 
perseverance, overcoming the obstacles that, by its very nature, and as in any original or 
innovative activity, always appear in this context.

Stress management: creativity is a fickle element that can be affected by the stress derived 
from the application of working by objectives, a concrete organization, or the problems 
encountered in its application. Managing these situations -and these emotions- is funda-
mental when it comes to maximizing each person’s creativity and its possible professional 
application.

Positive emotions and attitudes: in a creative context, where perception, sensitivity, and mood can 
influence both how we process information in our environment, as in our own creative production, 
work these emotions -and generate positive attitudes- it’s very important to enrich the work, as well 
as to encourage a good communication with the environment, and thus being able to add an addi-
tional value underlying in each project or proposal.

Happiness: creativity is a step forward, a positive contribution for the improvement of a 
previous option, or the discovery of new options. Like any discovery, it needs a previous 
joy, assuming that this is the personal state that, according to the experts consulted, most 
favours the creatives at work in order to maximize their performance and the potential of 
their creative contributions.

Optimism: to approach new horizons from creativity implies the obligation to have a pre-
disposition to optimism, essential competence to approach new fields with consistency 
and thinking about obtaining the best possible result.

Empathy: the perception, analysis and consideration of the environment inherent to cre-
ativity requires a strong and transcendental development and strengthening of an em-
pathetic competence that allows, based on the sensitivity and ideas of each person, to 
be able to detect new options, other paths, other positions, and make an appropriate as-
sessment of them by extracting the most positive elements in each case, thus taking each 
thing and each element for what it can provide. The development of this competence is 
indispensable when fostering the growth and strengthening of people creativity in a pro-
fessional work environment. 

Passion: the motivation mentioned above, and the very nature of creative work, implies 
the need for an effervescence closely related to passion at work, with that stimulus -in 
each creative person and each professional- that involves them in the possibility of giving 
one more step in the face of innovation or originality. This competence doesn’t imply a 
concrete result, or a necessarily visible contribution to the people creativity, but its lack 
ostensibly diminishes the potential of the performance of the creative people.
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Professional competences for creativity

Wideness of perspective: taken as a competence of a qualitative nature, the breadth of perspective 
is a critical factor of creativity, being absolutely essential when it comes to being original or innova-
tive; and even more in an open, complex and dynamic environment like this. At the same time, this 
breadth is also required in the very consideration of the process of realization of a creative project 
or proposal, where lack of scope of perspective can reduce or condition the flexibility, porosity, and 
the capacity of adaptation so essential in a creative work environment.

Observation ability: in order to have a broad perspective, it’s mandatory to have obser-
vation capacity. The creative person who wants to apply that creativity in a professional 
environment needs more than ever to be able to offer a range of vision that -linked to the 
flexibility- allow creativity to unfold its full potential.

Curiosity: creativity is curiosity; it’s an impulse for something new, different or unknown. 
Without curiosity there is no creativity.

Imagination: imagination are doors that open voluntarily or involuntarily before or after 
curiosity, essential to innovate, being original or to propose new things. Without imagina-
tion there can be no creativity.

Intuition: creativity in qualitative terms requires intuition as an instinct, as a way to ap-
prehend other realities, options, or possibilities of developing a creative work, appealing 
to our subconscious or our impulses as one of the forms of genuine creativity of greater 
impact on history, and whose contributions must then assume -be linked- and process the 
competences related to organization and work.

Independence: the concepts of innovation or originality in creative people implies the 
need to have strong competition around their independence that allows them to maintain 
their own creativity and originality on their work, without detriment to the skills necessary 
to work as a team; but, precisely, being able to attend to that flexibility and that need 
about look for new options without previous limitations.

Cooperation: in a relational, interconnected world, where exchange is a virtue and an immense 
potential for creativity, and the complexity of some professional environments makes teamwork 
necessary and convenient, creative persons must be able to cooperate and work as a team with sol-
vency in order to optimize the realization of their ideas, being able to value their own contributions, 
maintaining a stable and fluid communication for it throughout the work procedure in each case.

Leadership: leadership must be a compulsory skill in a creative person, taken around two 
aspects: the inherent leadership in defending one’s own idea and its development, very 
related to the ability to communicate it; and that in a teamwork to optimize the work in 
a creative environment. Additionally, it should be noted that leadership in creativity must 
be located far from an authoritarian context, or from having the only purpose of a certain 
hierarchy. On the other hand, it must be flexible and capable of combining efforts, ideas, 
procedures and contributions, under the notion of creativity and its application.

Teamwork: in the era of networking, global village, new technologies, and constant ex-
change in any discipline, having competences for teamwork is required in any field. Par-
ticularly, in the case of creative people or with creative talent, teamwork has particular 
characteristics defined around flexibility, exchange, volubility, innovation, or originality, 
inherent in creative work, and that must face all the cons that may arise in its develop-
ment. And learning to work -and manage teamwork- in this line is fundamental today in 
an environment where the option of “lone wolves” dies by starvation. This is a very related 
competence with that necessary entrepreneurship capacity that can lead today to find a 
way for professional growth or labor insertion in the market.
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Communication: networking, teamwork, leadership and the need for cooperation are not 
possible without having the necessary skills to carry out a communication task that ef-
fectively translates our concerns, opinions, preferences, or even that is able to value our 
creativity and its possible contributions.

Ability to materialize ideas: working with new ideas, or variations from a previous idea, working 
around an idea for a new purpose, or to solve a problem, to be creative requires being capable of 
generating new ideas as so being capable to materialize them in a determined context, and don’t 
get lost in the air without becoming a reality. Many ideas don’t come to be carried out, but that can’t 
make creative people forget that to materialize those that do have a future it’s necessary to manage 
them in an appropriate way from the beginning.

Association and abstraction. This is a competence that in a world relational perspective 
-and even from the historical theories around creativity- is fundamental in order to devel-
op creative work. Being able to associate ideas, to step back and abstract, to take a step 
back and relate, and provide new points of view.

Research and analysis: both the experts consulted and the creative people who collabo-
rates on this project have underscored the need to have the necessary research and logical 
analysis skills to adequately deal with an original and/or creative idea, being able to apply 
it with consistency to a subsequent work procedure.

Critical spirit: creativity, in its aspect of innovation and originality, requires questioning 
the existing reality, and even its causal nature. Without a strong skill of critical spirit there 
would be combinatorial but not creativity.

See difficulties as a challenge: from the experience of the people questioned for the real-
ization of this frame of reference it has become evident how the work of creative people 
uses to be fickle; in its origin, and in its possibilities of application too. If we take this into 
account, and add the common inertia, we’ll see that organizations and the own human 
nature reacts negatively before a possibility of change, or in front of a new competitive-
ness. But applying creative talent at work requires attending to the market needs, or what 
a competition needs. Then we can easily conclude that having the necessary skills to see 
problems as a challenge is the best way to face all difficulties, changes and challenges; 
assuming that creative work involves facing it, and that materializing a proposal implies 
overcoming it.

Tolerance to failure: the creative work environment, closely linked to innovation, involves 
assuming trial and error, brainstorming, and test developments, as usual work tools, and 
failure and recycling as connatural instruments to creativity. All the experts stressed that to 
apply creativity in a professional environment is never a straight path, and being tolerant 
to failure are fundamental to take advantage of each person’s creative potential.

Adaptation and evolution of work: creativity implies innovation, but it also assumes an obligation 
to adapt it to the needs of each project, and each proposal; not only as a way to connect with the 
market, but as a work methodology for the improvement of each idea, and its potential; preserving 
the best of each creative, and adding the additional necessary values   for success in a specific pro-
fessional environment.

Originality: a skill clearly linked to creativity, both in theoretical terms and in its profession-
al application in any field. You can’t be creative without being original, even in the extreme 
of considering the application of creativity in rigid or closed environments.

Flexibility and versatility: the competence that makes creative people capable of integrat-
ing change not only in their production, but in their own methods and work procedures, 
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is flexibility; which projected over time should lead to a versatility that will definitely enrich 
professional creativity, and generates a polyvalence that is closely linked to the diversity 
and variation inherent to the creative work.

Courage: when making a creative contribution, in terms of innovation, change, or orig-
inality; at the time of conceiving, developing, or presenting it; as well as when taking on 
any of the challenges linked to creative work, and described above, people must be cou-
rageous. It’s important not be afraid to be creative neither in substance nor in form. The 
people who can make the most potential contributions in a creative work environment are 
those who are not afraid to fail.

This provides us with an opportune starting framework to propose the creativity training and coach-
ing in Spain, focused on its professional application, and closely linked to entrepreneurship.

Assuming the previous scheme, the creativity training in Spain, attending to the founded shortcom-
ings, and valuing its opportunities and specific needs, terms must follow the next seven points:

1. To know oneself at a logical and emotional level

2. Discipline of work

3. Cooperation

4. Extent of perspective

5. Positive emotions and attitudes

6. Ability to materialize ideas

7. Adaptation and evolution of work
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6. AN EUROPEAN FRAMEWORK

For all professionals involved in the preparation of this European Framework for Creativity training 
for Entrepreneurship, its potential, usefulness, and application horizon lie in the fact of going beyond 
the common points founded, both in terms of diagnosed reality, such as existing tools or options, 
or the needs analysed; coming to take all this to draw a direction for the Creativity Training in the 
medium term, in an open, complex and very dynamic environment like this.

Therefore, the fundamental premise that we believe a Framework must meet is to concern a com-
mon European reality in terms of creativity, training, and entrepreneurship; facilitating a flexible 
but adequate framework for creative people with low qualification or without specific training can 
maximize their work options; but also, additionally, to propose a space -or a path- for the creativity 
training capable of assuming the flexibility, the continuous change and the new opportunities that 
the European reality has ahead in creative and market terms.

FUNDAMENTALS

A lot of people think that in a creative work environment being creative is enough, but when it comes 
to employability technical skills, soft skills and entrepreneurship skills are vital to make a living.
Now, more and more businesses are seeing these as skills that cross over and demand multiple skill 
sets.

The impact of this is that there are more opportunities for creative people now, than ever before, be-
cause more and more work is considered creative. But all of these opportunities have to be ground-
ed in hands-on skills to make good ideas into good products and therefore into good jobs.

Basándonos en las necesidades que las personas creativas con baja cualificación atesoran actual-
mente en Europa, y poniendo en valor los requerimientos que para ellos tienen tanto el mercado 
como la industria, podemos obtener previamente tres grandes bloques diferentes de necesidades 
complementarias que puede ser imprescindible trabajar:
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AREA NEEDS DETECTED LINKED WITH COMPETENCES

Ideas and 

Opportunities

Being able to identify opportunities by exploring the social, cultural and 
economic situation. To identify the needs and challenges that need to be 
met and establishing new connections and bring together elements to cre-
ate opportunities to create value.

Being able to develop, explore and experiment many ideas. To combine 
knowledge and resources to achieve valuable effects.
To work towards the future, tomorrow’s needs and trends. To be able to 
turn your vision into action.

To be able to judge what value is in social, cultural and economic terms. 
Recognising the potential each idea has and identifying suitable ways to 
make the most out of it.

To be able to judge what value is in social, cultural and economic terms. 
Recognising the potential each idea has and identifying suitable ways to 
make the most out of it.

To assess the consequences of ideas that bring value and the effect of 
entrepreneurial action on the target community, the market, society and 
the environment. Reflect on how sustainable, long-term social, cultural and 
economic goals are and the actions taken to do so. Also, act responsibly.

Into Action

To take up challenges and initiate processes that create value. To act and 
work independently to achieve goals, to stick to intentions and carry out 
planned tasks.

Setting up long-, medium- and short-term goals. Being able to define pri-
orities and action plans and to adapt in any change.

Decision making taking into consideration all available sources whether 
they are ambiguous or when there is a risk of unintended outcomes.  With-
in the value-creating process, include structures ways of testing ideas and 
prototypes from early on to reduce risks and to be able to handle fast-mov-
ing situations promptly and flexibly. 

To not only work well with others but co-operate with them to develop 
ideas and turn them into action. Being able to build a strong network, solve 
conflicts and face up to competition positively.

To not only work well with others but co-operate with them to develop 
ideas and turn them into action. Being able to build a strong network, solve 
conflicts and face up to competition positively.

To learn by doing, valuing creation as a learning opportunity. To learn with 
others, including peers and mentors and reflect on both success and fail-
ure.
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Emotional 

Intelligence

Ability to recognize one’s own emotions and strengths, as   well as one’s 
own limits and weaknesses; it also includes the ability to sense how these 
personal characteristics are able to influence others.

Ability to manage one’s strengths, emotions and weaknesses, adapting 
them to the different situations that may arise, in order to achieve goals 
and objectives.

Ability to manage relationships with people in order to “direct” them to-
wards the achievement of a specific objective.

Ability to recognize negative thoughts and turn them into positive thoughts 
that are able to motivate themselves and others.
Ability to fully understand and even perceive and feel the mood

At this point we want to make a clear distinction between attitudes and skills, because we consider 
the first (Confidence, Patience, Sociality, Flexibility, Critical thinking, Social competence ...) personal 
characteristics often innate in the person who, through the training process, it is possible to re-
discover, stimulate and connect with the training tools provided; while skills (Curiosity, Empathy, 
Self-Confidence, Observation and active listening, Communication and abstraction ...) are qualities 
acquired through training, due to the connection between the tools provided and personal charac-
teristics.

For some of them, such as trust or leadership, the boundary is very thin, in the sense that they are 
innate attitudes, but the training process can and must contribute to developing them by equipping 
them with suitable tools.

In both cases it must be trained under the same framework for creativity and entrepreneurship, in a 
complementary and consistent way. 
This involves the combination of four different intelligences whose materialization will generate the 
Framework indicated below.

1. Analytic intelligence:  Essentially academic intelligence. It is one of the types of intelli-
gence described by the academic and writes Robert Sternberg. It is the ability to analyse 
and evaluate ideas, solve problems and make decisions. This type of intelligence is divided 
at the same time in four parameters 

2. Operational intelligence: Practical or operational intelligent is the ability to adapt and 
behave in a successful way in their external environment. In short, to implement and use 
what you know. It is also a category of intelligence described by Robert Sternberg and has 
as well four parameters 

3. Creative intelligence: A type of intelligence also described by the professor Robert 
Sternberg divided in four parameters. Creative intelligence is the ability to use existing 
knowledge to create new ways to handle new problems or cope in new situations.

4. Relational intelligence: Described by Daniel Goldman on his book about neuroscience, 
it is the capacity to know oneself and to know others, an ability to successfully build rela-
tionships and navigate social environments.
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CONCEPTUAL DFESIGN FOR AN ADEQUATE FRAMEWORK

These needs, vertebrate by the different types of intelligence to apply, accurately reflect one of the 
most important conclusions of the research carried out, and that is the crucial foundation of this 
Framework:

“The promotion and training of creativity for entrepreneurship in people with low qualification or 
without specific training in Europe should include the training of different kinds of competences, 
beyond the classic promotion of talent and technical skills of a creative nature; complementing 
the strengthening, development and growth of these capacities with that of certain personal skills 
necessary both to be able to develop a project from a relational perspective, as well as to face the 
usual procedures, requirements and development paths in the market today; establishing a set of 
competence areas, and skills, that includes both innate and other acquired competencies.

According to this, an appropriate Framework for the analysed reality should include the following 
type of competences:

1. Personal Skills: personal attributes that make up your character, attitude and personali-
ty. These attributes can be improved and developed further given the correct combination 
of experiential learning, practical training and conscious effort.

2. Talent and Ability: abilities that an individual possesses and learns through experience 
and practice. Some of them can be seen as more ‘natural’ than others but with the right 
combination of motivation, experience, training and practice you can learn or improve 
these talents and abilities. 

3. Technical Skills: specific technical capabilities linked to your creative talent or specific 
industrial area. They are generally learned through education, training and practical expe-
rience. All of these skills can be improved and perfected through practice, further educa-
tion or working experience. 

4. Entrepreneurial Skills. These are a selection of skills and capabilities identified as being 
vital to successful entrepreneurs. 

THE FRAMEWORK

Starting from the base delimited above, and assuming the previous conceptualization as indispensa-
ble, understanding the reality analysed, the needs detected, the intelligences that must be included 
in their materialization, and the type of competencies that should be included; taking into account 
the contributions, opinions , suggestions, concerns, and needs transmitted from the surveys carried 
out, the meetings with target people, with freelancers, educational organizations, or associations 
and professionals from the creative environment, as well many stakeholders, and the conclusions 
in the focus groups carried out, a present European Framework of Creativity training for entrepre-
neurship, with potential for future validity and utility, immediate application, and capacity to resize 
the capacities and work horizon of the target people, should provide concepts, skills, and above all, 
strengthen competencies, in the following aspects:

1. Know yourself at a logical and emotional level

2. Discipline of work

3. Cooperation

4. Extent of perspective

5. Positive emotions and attitudes
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6. Ability to materialize ideas

7. Adaptation and evolution of work

This materializes in a solvent way assuming two parallel training paths, which necessarily includes 
Creativity Basic Skills (CBS) and Creativity Professional Skills (CPS), articulated in a complementary 
way, promoting feedback on the implicit relationship between competences of both sides, their 
strengthening individual, and the generation of synergies as a whole.

CREATIVITY BASIC SKILLS CREATIVITY PROFESSIONAL SKILLS

To know oneself at a logical and emotional 
level:

Self-knowledge
Self-motivation

Patience
Emotional intelligence

Wide perspective:
Observation capacity

Curiosity
Imagination

Intuition
Independence

Discipline of work:
Work for goals
Organization

Entrepreneurship
Problem resolution

Constancy and perseverance
Stress management

Cooperation:
Leadership
Teamwork

Communication 

Positive emotions and attitudes:
Joy

Optimism
Empathy
Passion

Ability to materialize ideas:
Association and abstraction

Research and analysis
Critical spirit

See difficulties as a challenge
Tolerance to failure

Work adaptation and evolution:
Originality

Flexibility and versatility
Courage

Basic competences for creativity

To know oneself at a logical and emotional level: to develop basic self-knowledge skills at a logical 
and emotional level is essential, starting from the fact that creativity starts from what we are, and 
what interests us, what we perceive, and what we can do. Knowing what we are, and extracting from 
it the most appropriate for each work or creative environment, putting our own qualities, person-
ality, and professional potential in value, supposes an un-renounceable starting point in this case.

- Self-knowledge: to know oneself, what we are and what we are not, to know the creative 
space that exists in each person, and their conditioning factors, their potential, their abil-
ities and their shortcomings, in order to optimize each creative application, and mitigate 
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its possible shortcomings, starting from the fact that in creative quality work the person 
counts not only counts but is involved in it.

- Self-motivation: this competence is directly related to creativity from the moment in 
which the innovation or originality inherent in its development, as elements that try to be 
new, or reach new areas in each case, don’t always have references to which hold on. Be-
ing creative implies a necessary work of constant self-motivation in the exploration of new 
fields and materialisations. Additionally, it should be noted that creativity is closely linked 
to the culture of intent and failure, with the obligation to fail in order to succeed; where 
self-motivation is crucial in the medium and long term.

- Patience: it’s a crucial competence in any creative process from the moment in which, 
beyond the original idea, there is always a job, a process, and a way forward, that needs 
to dedicate the necessary time, resources, and perspective to be able to lead it to success. 
This is patience, an essential competence both in the creative application and in a work 
environment where ideas are worked, mutated, changed, exploited or discarded with as-
siduity.

- Emotional intelligence: creativity is directly related to perception, and perception is 
based on our emotions. That is why the emotional management is essential to be creative 
both in its own management along the development of a creative process, and the work 
involved; or in order to expand our creative capacity, increase the breadth of that percep-
tion potential, and also not allow emotions to be some kind of burden on creative work.

Work Discipline: being able to regularly manage personal creativity and its application in such a way 
that optimizes its realization, potential, and capacity to respond to the personal goals, as well as the 
requirements, commitments and challenges proposes or demanded by the market in each field or 
professional environment.

- Working for objectives: working in a creative environment far from assuming an ethereal 
space that could not materialize in anything, from a perspective of improving creativity 
for work, and for professional practice, implies the need to be able to work for objectives 
around which to apply that creativity, and the people underlying talent. These objectives 
must be personal and professional, combining the personal creative perspective and the 
requirements of the market, or the existing opportunities around people.

- Organization: any work that involves a process and a space of time needs an organ-
ization, and creativity is not far way to this. However, the organization of creative work 
must be flexible, porous, open, and dynamic. Developing the competence and the ability 
to organize creative work under these parameters is fundamental to be able to provide a 
professional performance that, in addition to being creative, is consistent and productive.

- Entrepreneurship: it’s one of the most forgotten competences in the current creativity 
training panorama. It’s absolutely essential to develop a competence to undertake pro-
jects, either alone, in a group, in a stable work environment, or as a personal project, in 
order to create a realization space for the materialization of creativity, and to link it with 
the needs and opportunities detected in the market.

- Problem solving: the encounter of a creative idea, or the creative disposition of a pre-
vious idea, can imply problems when carrying out its application in a real scenario or 
environment, or it can involve distortions when it is valued according to the objectives 
committed at a personal level, or with third parties around work. It’s necessary to develop 
a competence around problem solving that takes into consideration the intrinsic charac-
teristics of creative work, responding to its intrinsic flexibility, dynamism, originality, and 
innovation.

- Constancy and perseverance: creative work, both assuming the inherent objectives of 
each application, as well as assuming the creative objectives and personal perspective in 
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each case, requires an orderly and clear work that is carried out with constancy and perse-
verance, overcoming the obstacles that, by its very nature, and as in any original or inno-
vative activity, always appear in this context.

- Stress management: creativity is a fickle element that can be affected by the stress de-
rived from the application of working by objectives, a concrete organization, or the prob-
lems encountered in its application. Managing these situations -and these emotions- is 
fundamental when it comes to maximizing each person’s creativity and its possible profes-
sional application.

Positive emotions and attitudes: in a creative context, where perception, sensitivity, and mood can 
influence both how we process information in our environment, as in our own creative production, 
work these emotions -and generate positive attitudes- it’s very important to enrich the work, as well 
as to encourage a good communication with the environment, and thus being able to add an addi-
tional value underlying in each project or proposal.

Happiness: creativity is a step forward, a positive contribution for the improvement of a 
previous option, or the discovery of new options. Like any discovery, it needs a previous 
joy, assuming that this is the personal state that, according to the experts consulted, most 
favours the creatives at work in order to maximize their performance and the potential of 
their creative contributions.

Optimism: to approach new horizons from creativity implies the obligation to have a pre-
disposition to optimism, essential competence to approach new fields with consistency 
and thinking about obtaining the best possible result.

Empathy: the perception, analysis and consideration of the environment inherent to cre-
ativity requires a strong and transcendental development and strengthening of an em-
pathetic competence that allows, based on the sensitivity and ideas of each person, to 
be able to detect new options, other paths, other positions, and make an appropriate as-
sessment of them by extracting the most positive elements in each case, thus taking each 
thing and each element for what it can provide. The development of this competence is 
indispensable when fostering the growth and strengthening of people creativity in a pro-
fessional work environment. 

Passion: the motivation mentioned above, and the very nature of creative work, implies 
the need for an effervescence closely related to passion at work, with that stimulus -in 
each creative person and each professional- that involves them in the possibility of giving 
one more step in the face of innovation or originality. This competence doesn’t imply a 
concrete result, or a necessarily visible contribution to the people creativity, but its lack 
ostensibly diminishes the potential of the performance of the creative people.

Professional competences for creativity

Wideness of perspective: taken as a competence of a qualitative nature, the breadth of perspective 
is a critical factor of creativity, being absolutely essential when it comes to being original or innova-
tive; and even more in an open, complex and dynamic environment like this. At the same time, this 
breadth is also required in the very consideration of the process of realization of a creative project 
or proposal, where lack of scope of perspective can reduce or condition the flexibility, porosity, and 
the capacity of adaptation so essential in a creative work environment.

Observation ability: in order to have a broad perspective, it’s mandatory to have obser-
vation capacity. The creative person who wants to apply that creativity in a professional 
environment needs more than ever to be able to offer a range of vision that -linked to the 



103

flexibility- allow creativity to unfold its full potential.

Curiosity: creativity is curiosity; it’s an impulse for something new, different or unknown. 
Without curiosity there is no creativity.

Imagination: imagination are doors that open voluntarily or involuntarily before or after 
curiosity, essential to innovate, being original or to propose new things. Without imagina-
tion there can be no creativity.

Intuition: creativity in qualitative terms requires intuition as an instinct, as a way to ap-
prehend other realities, options, or possibilities of developing a creative work, appealing 
to our subconscious or our impulses as one of the forms of genuine creativity of greater 
impact on history, and whose contributions must then assume -be linked- and process the 
competences related to organization and work.

Independence: the concepts of innovation or originality in creative people implies the 
need to have strong competition around their independence that allows them to maintain 
their own creativity and originality on their work, without detriment to the skills necessary 
to work as a team; but, precisely, being able to attend to that flexibility and that need 
about look for new options without previous limitations.

Cooperation: in a relational, interconnected world, where exchange is a virtue and an immense 
potential for creativity, and the complexity of some professional environments makes teamwork 
necessary and convenient, creative persons must be able to cooperate and work as a team with sol-
vency in order to optimize the realization of their ideas, being able to value their own contributions, 
maintaining a stable and fluid communication for it throughout the work procedure in each case.

Leadership: leadership must be a compulsory skill in a creative person, taken around two 
aspects: the inherent leadership in defending one’s own idea and its development, very 
related to the ability to communicate it; and that in a teamwork to optimize the work in 
a creative environment. Additionally, it should be noted that leadership in creativity must 
be located far from an authoritarian context, or from having the only purpose of a certain 
hierarchy. On the other hand, it must be flexible and capable of combining efforts, ideas, 
procedures and contributions, under the notion of creativity and its application.

Teamwork: in the era of networking, global village, new technologies, and constant ex-
change in any discipline, having competences for teamwork is required in any field. Par-
ticularly, in the case of creative people or with creative talent, teamwork has particular 
characteristics defined around flexibility, exchange, volubility, innovation, or originality, 
inherent in creative work, and that must face all the cons that may arise in its develop-
ment. And learning to work -and manage teamwork- in this line is fundamental today in 
an environment where the option of “lone wolves” dies by starvation. This is a very related 
competence with that necessary entrepreneurship capacity that can lead today to find a 
way for professional growth or labor insertion in the market.

Communication: networking, teamwork, leadership and the need for cooperation are not 
possible without having the necessary skills to carry out a communication task that ef-
fectively translates our concerns, opinions, preferences, or even that is able to value our 
creativity and its possible contributions.

Ability to materialize ideas: working with new ideas, or variations from a previous idea, working 
around an idea for a new purpose, or to solve a problem, to be creative requires being capable of 
generating new ideas as so being capable to materialize them in a determined context, and don’t 
get lost in the air without becoming a reality. Many ideas don’t come to be carried out, but that can’t 
make creative people forget that to materialize those that do have a future it’s necessary to manage 
them in an appropriate way from the beginning.
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- Association and abstraction. This is a competence that in a world relational perspective 
and even from the historical theories around creativity- is fundamental in order to develop 
creative work. Being able to associate ideas, to step back and abstract, to take a step back 
and relate, and provide new points of view.

- Research and analysis: both the experts consulted and the creative people who collabo-
rates on this project have underscored the need to have the necessary research and logical 
analysis skills to adequately deal with an original and/or creative idea, being able to apply 
it with consistency to a subsequent work procedure.

- Critical spirit: creativity, in its aspect of innovation and originality, requires questioning 
the existing reality, and even its causal nature. Without a strong skill of critical spirit there 
would be combinatorial but not creativity.

- See difficulties as a challenge: from the experience of the people questioned for the re-
alization of this frame of reference it has become evident how the work of creative people 
uses to be fickle; in its origin, and in its possibilities of application too. If we take this into 
account, and add the common inertia, we’ll see that organizations and the own human 
nature reacts negatively before a possibility of change, or in front of a new competitive-
ness. But applying creative talent at work requires attending to the market needs, or what 
a competition needs. Then we can easily conclude that having the necessary skills to see 
problems as a challenge is the best way to face all difficulties, changes and challenges; 
assuming that creative work involves facing it, and that materializing a proposal implies 
overcoming it.

- Tolerance to failure: the creative work environment, closely linked to innovation, involves 
assuming trial and error, brainstorming, and test developments, as usual work tools, and 
failure and recycling as connatural instruments to creativity. All the experts stressed that to 
apply creativity in a professional environment is never a straight path, and being tolerant 
to failure are fundamental to take advantage of each person’s creative potential.

Adaptation and evolution of work: creativity implies innovation, but it also assumes an obligation 
to adapt it to the needs of each project, and each proposal; not only as a way to connect with the 
market, but as a work methodology for the improvement of each idea, and its potential; preserving 
the best of each creative, and adding the additional necessary values   for success in a specific pro-
fessional environment.

Originality: a skill clearly linked to creativity, both in theoretical terms and in its profession-
al application in any field. You can’t be creative without being original, even in the extreme 
of considering the application of creativity in rigid or closed environments.

Flexibility and versatility: the competence that makes creative people capable of integrat-
ing change not only in their production, but in their own methods and work procedures, 
is flexibility; which projected over time should lead to a versatility that will definitely enrich 
professional creativity, and generates a polyvalence that is closely linked to the diversity 
and variation inherent to the creative work.

Courage: when making a creative contribution, in terms of innovation, change, or original-
ity; at the time of conceiving, developing, or presenting it; as well as when taking on any of 
the challenges linked to creative work, and described above, people must be courageous. 
It’s important not be afraid to be creative neither in substance nor in form. The people who 
can make the most potential contributions in a creative work environment are those who 
are not afraid to fail.
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These are the key competences for the development of creative people with low qualification, or 
without specific training, from an entrepreneurial perspective, allowing the resizing of their labor 
and professional potential.

As a whole, assuming both basic and professional competencies, it set up a relational work space, 
or dynamic Framework, which, far from assuming a static, unalterable and forced list of skills to 
work sine qua non, and far from assuming something that should always be applied and in the 
same way, it form a reference and a possibility of competence development -and of generation of 
mutual influence and synergies- that from now must assume the need to determine each of them 
at the operational level before concrete realities, being adapted and materialized in each case in 
front of objective realities to face, specific recipients, and specific professional environments.

This application or operational concretion in specific environments must always be carried out so 
that the five main areas of competence that are derived from the previous list are duly covered, and 
that should be the first reference to structure the contents to be created for this training, or the 
methodology that will apply it:

Practical entrepreneurship 

Networking and communication

Self-development

Professional development 

Transversal competences

This Framework characterization, establishing needs to satisfy, types of intelligence that it is nec-
essary to imply, typology of competences to be used, a framework of concrete competencies that 
as a whole feed in a complementary way forming an effective training framework and of great po-
tential in their future application, and five areas on which its operational determination should be 
materialized in specific cases of application, facilitates not only its use in multiple sectors, but also 
to different roles, levels, and even in different markets or territories, making this Framework a very 
useful tool for the future.

Because a Framework that aims to meet training needs in creativity and entrepreneurship not only 
in the present but also for the future must be a versatile tool with which to work, a starting point, 
and not a destination point. 

The constant change and potential adaptation that creative people with low qualification need 
should already be present in the products we create for them, and in the way of promoting them.
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CREATIVITY 
TRAINING 
ACTIVITIES

Here you can find some examples of creativity training activi-
ties that the CT + team has selected and tested for the promo-
tion and strengthening of some of the necessary skills to work 
that make up this Framework.
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1. CYPRUS ACTIVITY

TRAINING ACTIVITY 1. COOKING/FOOD STYLING. 

The following steps were taken in order to implement the activity:

1. Discussion related to food

Food is passion. Food is excitement. Food is everything you can imagine. And you have to 
imagine to be creative. Before you eat you always stare at your plate. This is art you are 
staring at. Pure, immersive art. In plate. 

2. Description of the activity

The activity was based on the creative imagination of a person to design a plate using cer-
tain products that were available to them at the training. 

STEP 1. The first task was to show their creativity, using sweet potato puree and a herb oil, 
and create a unique style on their plate. Each team had different ideas and their approach 
was rather interesting, bearing in mind their first time engagement with food styling. 

STEP 2. The second and final task was to show their creativity and imagination, once more, 
by producing a unique design on their plate, using a lighter and a chocolate bar. 
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TRAINING ACTIVITY 2. BUSINESS CANVAS MODEL

The following steps were taken in order to implement the activity:
1. Presentation of the business model canvas

The tool is a single page with nine boxes, which show how all parts of your business work 
together for success.

Figure 1: The Business Model Canvas

2. Completion of canvases following the steps below:

Step 1: Naming the purpose of the business

Step 2: Customers and Value Propositions 

Step 3: Channels and Customer Relationships 

Step 4: Key Resources, Key Activities and Key Partners 

Step 5: Cost Structure and Revenue Streams 

Step 6: Linking The Boxes 
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2. ITALY ACTIVITY

Training activity title / Creativity and Communication

Version / Pilot

Location / Cyprus

Duration / 70 minutes

Participants / 20

Objectives / 

Pilot work, with experiential learning method, on participant awareness about their crea-
tive skills of self-expression, in personal and professional life. Knowledge about emotional 
intelligence, focusing on the “skill” of recognize our own emotions and those of others.

Learning Outcomes /

Activity-level outcomes / Participants was enthusiastic and involved in an emotional level. 
They had acquired more awareness about themselves also in a deeper way to discover 
themselves. They showed curiosity and interest to go deeper in this topic.

Session outcomes / Participants could express better their skills and creative features, 
both in a personal or professional context. 

Participants have more tools to communicate in different levels and in a creative way. 

Participants improved their ability of listening and transforming limits in resources.

In Nicosia (Cyprus) it was proposed a training about creativity in communication starting from the 
concept of Emotional Intelligence, focusing on the “skill” of recognize our own emotions and those 
of others, with the aim to develop the skill to express and introduce themselves.

For this reasons we worked on 3 main steps in the path of a good communication: 

1. Listening

2. Confidence

3. Communication

This training methodology is based on the game, because the game is an innate form of commu-
nication and learning that is part of us since birth and succeeds in overcoming both generational 
and cultural barriers. The game allows the subject to enter the reality from ‘another side’, to reach a 
dimension that does not distance itself from life but allows it to be approached with different lan-
guages, schemes, and dynamics.

It’s a non-formal methodology, coming from the theatre methodology.
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The agenda went through the following exercises:

1. Relaxation and conscious breathing (Listening)

2. The space of the encounter (Listening and Confidence): moving on the space, the ap-
proach to the other coming from different verbal and nonverbal senses.

3. Spotlight (Listening): observe and be observed from a special point of view, through a 
special video camera.

4. Hands Wide (Confidence): To transform together a special “wide of hands” in a nice cir-
cle, without leaving contact with the other.

5. The chairs of storytelling (Listening, Confidence and Communication): in couple tell a 
story, sitting one in front of the other, listening, observing, telling, in a special contact of 
eyes and hands.

6. Feedback Fashion Show (Communication and Awareness): a special way to give and re-
ceive authentic feedbacks about themselves.
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3. NETHERLANDS ACTIVITY

Adamou selected the Zed theatre method to use as a framework during the partners meeting in 
Cyprus. Zed Theatre stands for city and art performance centre in Amsterdam. It is a non-profit or-
ganization founded in 1992 by Karolina Spaic and Sebo Bakker. ZID connects art, culture and society. 
ZID operates on the city, national, and international level having produced dozen of productions In 
The Netherlands and abroad. .ZID has received the annual award by the Royal Dutch Foundation 
Oranjefonds (2011) and the Golden Kaleidoscope from the Cultural Participation Fund (2018).
 
The rules and way to play this game is very simple but at the same time very touching. The themes 
addressed are universal ones: Love, family, friendship, world, happiness, goodbyes, freedom, and 
beginnings. The players throw a dice and move their piece to the corresponding theme. They then 
tell a story from their own life. In order to gain additional inspiration for the story each participant 
chooses a number of cards with pictures. These cards have been beautifully designed by a visual 
artist and provide much support to the storytellers.

Training activity title / The 4 Ps – Plan, Produce, Promote and Pitch

Version / Pilot

Location / Cyprus

Duration / 70 minutes

Participants / Can be delivered in groups of any size. It is game that can be applied to old, 
young, intercultural communities … 

Objectives / 

Programme-level objectives /

The aim of this game is to help people to tell their personal stories and share them with 
others. It is also a way to start the creative process of making a performance and do re-
search into a certain theme

Workshop Objectives / 

To bring participants out of their isolation by offering them a trajectory in which they can 
share and develop their stories, experiences and talents concerning difficult to discuss 
subjects;

To foster exchange, connection and more understanding and respect between groups of 
different ages and cultural backgrounds.

To stimulate participants who would normally not participate in culture to (re-)discover 
and deploy their creative talents.

To empower participants and acquire skills of telling and presenting their story, which en-
hances their self-esteem and self-confidence

To tackle difficult or buried topics they usually do not come in a daily routine 

Learning Outcomes / 

Activity-level outcomes /

Participants were engaged and curious. They were able to share their stories breaking down 
isolation and helping them expressing ideas they had buried in their minds. They also en-
gaged in new connections more easily feeling they are not alone and by the conscious act 
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of listening to other others. The game generated a group respect and understanding 

Session outcomes / 

Participants could express their internal feelings and ideas without feeling judged 

Participants could articulate new creative processes after the game 

Participants could rapidly ideate

Participants practiced the conscious act of listening 

Participants pitched ideas, given and act upon feedback.

The value proposition for the participant / 

How can I use my personal story for the creation process?

How do my feelings help me on creativity and imagination?

Why is so important to talk out loud about fears and dramas?

Why is important to listen carefully to others?

Why is important to mingle with other people and cultures in the creativity process? 

To finalize and give a brief idea of the impact of this method-game has done for social change and 
creativity; we will give the next data in relation to it. 

Since 2016, more than 25 projects have been realised in various domains: besides their own artistic 
work, which led to three productions around the theme of Love and training and playing the game 
in Morocco and Serbia, the game has been applied in various projects with social aims, such as: 
migrant women in a shelter, lonely people, thematic projects around poverty in schools and with 
children and at festivals.

By now, 500 games have been ordered and sales via their website continue. The game was included 
in the guide of the Dutch National Institute for Amateur Art as a method for working with various 
target groups. 

We believe this will be a great method to break mental barriers the creative entrepreneurs have in 
their head. This game will make them believe more in themselves and empower them to explore all 
the possible alternatives they really have as cultural and creative actors in this global and multilin-
gual world. 
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4. UNITED KINGDOM ACTIVITY

LMC have developed a training activity aimed at helping participants to develop their creativity and 
innovation. The activity is aimed at developing a range of skills and competencies taken from the 
‘Creative Competence Framework’ we have developed. 

Training activity title / The 4 Ps – Plan, Produce, Promote and Pitch

Version / Pilot

Location / Cyprus

Duration / 70 minutes (activity deliver is flexible and can conducted over a longer period 
of time if necessary. 

Participants / Can be delivered to groups of any size 

Objectives / 

Programme-level objectives /

To prompt the participants to use their creativity, innovation, initiative and presentation 
skills. To help the participants to develop their entrepreneurial mind-set. To encourage the 
participants to identify available resources and to use them in a productive way to open 
up opportunities. 

Workshop Objectives / To utilise a selection of finite resources in a positive and productive 
way. To encourage participants to create a plan, develop a product or service, pro-actively 
pitch their product or service to an audience and then to consider how they would pro-
mote this product or service to wider potential customers. 

The key questions posed to participants included;

Who is the product aimed at?

Is there a justification or need for the product?

What will be the price of the product?

What is the unique selling point of the product?

What similar products are available on the market?

Where will you sell the project? 

How will you market/advertise this product?

Can this product be produced locally?

Can the project be mass produced or does it need to be handmade?

Is the product ethically sourced and manufactured?

Learning Outcomes / 

Activity-level outcomes / 

This is an excellent activity that encourages many of the skills and competencies necessary 
to be creative, innovative and entrepreneurial. It is designed to be an introduction to the 
process of becoming an entrepreneur. The participants were actively engaged with the 
activity and found it both fun and thought provoking. The participants found that the ac-
tivity helped them to solve problems, overcome difficulties and to see the whole process 
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of product development and market research. 

Session outcomes / Participants could develop a basic business plan. Participants could 
understand the value of planning 

Participants could use their creativity to develop a product using a finite selection of re-
sources

Participants could consider limitations and barriers faced by entrepreneurs.

Participants could build a prototype.

Participants develop a ‘sales’ pitch and consider how they would market a product

Participants could see the value of market research 

The value proposition for the participant /

How can I use my creativity in a productive way?

How can I use my creativity to be entrepreneurial?

What does it mean to innovate?

How can I use my creativity to be innovative?

What things must I consider before I begin to create a product or service?

How do I know if the product or service I want to develop is going to be attractive to po-
tential customers?

How do I identify my potential customer base?

How do I actively promote, market and advertise a potential product to my identified cus-
tomer base?

This challenging activity helps develop a variety of different skills related to entrepreneurship. It 
requires excellent communication and team working skills as each group (ideally between 3-6 par-
ticipants in each group) will be given a selection of resources, from these resources each group must 
plan a product idea, produce the product, develop a promotional strategy for the product and then 
pitch the product to a panel of judges. The panel of judges will decide which group wins, they must 
judge the groups on four criteria – strength of plan and product idea, quality of product produced, 
strength of promotional strategy and ability to pitch or sell the product to an audience of potential 
consumers. This activity works extremely well at encouraging a spark of creativity in the participants. 
It helps to develop many different competencies and really encourages the participants to think in 
an entrepreneurial way including taking into account potential difficulties and market variables. 
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5. SPAIN ACTIVITY

Postal 3 carried out a creative activity that made it possible for the participants to practice their tal-
ent and creativity in the service of a specific idea destined for the market, such as the development 
of an app under certain parameters, and with specific resources.

The dynamics involved the approach of a starting situation, designating the resources to be used, 
and following the steps that the facilitator was enunciating in order to express an idea in creative 
terms, and which was later shared in a group by making a collective app prototype that responds 
to the needs raised by combining both the individual contributions and the synergy of the group.

Training activity title / Creativity and Innovation

Version / Pilot

Location / Cyprus

Duration / 70 minutes

Participants / 20

Objectives / 

Programme-level objectives /

To ignite participants’ digital mind-sets and drive them to contents and practices to help 
them gain, or remain in, meaningful employment in the creativity economy. Workshop 
Objectives. For participants to understand the fundamentals of design thinking, the ap-
proaches to creative problem-solving, the importance of receiving and acting on feedback 
and the value of learning to collaborate early and continuously iterate for best results.

Workshop Objectives /

For participants to understand the fundamentals of design thinking, the approaches to 
creative problem-solving, the importance of receiving and acting on feedback and the 
value of learning to collaborate early and continuously iterate for best results.

Learning Outcomes / 

Activity-level outcomes / 

Participants was engaged and curious. They had learned about approaches and tools of a 
digital world. They sought more information on the online service. They had enough basic 
knowledge to apply immediately but wanted more.

Session outcomes / 

Participants could describe the Design Thinking process. 

Participants could articulate how this sets them up positively in the workplace. 

Participants could rapidly ideate. Participants could create a wireframe. 

Participants could build a prototype. Participants pitched ideas, given and act upon 
feedback. 

Participants was excited to continue their learning outside of the workshop by complet-
ing a call to action. 

Participants could articulate why iteration within innovation is important personally and 
professionally.
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The value proposition for the participant / 

If I am creative and curious, I want to know what innovation is, to see if it means any-
thing for me. 

If I am career-focused, I want to understand what innovation is so that I can come up 
with good ideas at work. 

If I am focused on my productivity, I want to use innovation as a tool to come up with 
good ideas, quick. 

If I am entrepreneurial, I want to learn the techniques of innovation so that I can test 
and refine my hustle.

Each one people designed their own prototype app following the limits, resources, situations and 
objectives given by the facilitator, and applying they own creativity as the most important tool to 
design an innovative and viable proposal, linking a creative idea and a market specific environ-
ment.

Finished the individual project design, and divided in some groups, participants exposed they 
own project to the other participants in the group, and following the instructions given by the fa-
cilitator in each one step started a work team time to build a common group prototype according 
to the market needs, and test it conceptually on their smartphones.

Each group of participants developed their contribution in each step, and was part of a group of 
creative people who guided by the script provided by the facilitator were shaping the required app. 

This activity put in value both the individual creativity of the people, the promotion of group crea-
tivity, as well as the creativity itself as a means of personal and professional improvement, as well as 
approaching the market, in some of the activities with the greatest impact on the present.
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CONCLUSIONS

The reality of creativity training in Europe includes some similar phenomena that must be taken 
into account when promoting training and training initiatives around creativity and the compe-
tences that support it:

- Official compulsory education in Europe doesn’t encourage creativity, nor reinforce it, 
nor does it offer children and young people an adequate space for growth.

- Only early childhood education is vaguely open to carrying out activities linked to cre-
ativity training.

- Creativity is not an official priority at the educational level, and therefore it is not part 
of the elements that structure the existing means of education and training, nor is it an 
objective to achieve or maximize.

- The market for extracurricular activities and complementary courses or additional ac-
tivities for children/young people is the place where people, individually, seek solutions 
to the previous deficiencies. These activities are a useful application, but partial, local and 
limited, around very specific application environments, where creativity is only an ingre-
dient and not something to work for itself. As an ingredient, the benefit of growing or 
strengthening it is a consequence and not an objective.

- There are similar official education initiatives linked to specific occupations or profes-
sional areas where people benefit from activities related to creativity. However, creativity 
is not enhanced by itself, but again only its application to specific activities linked to the 
artistic medium, or trades that need it as a space to apply techniques that are the core of 
education.

- The quality of these training initiatives linked to specific activities, as well as the com-
plementary courses mentioned above, varies from country to country, not only because 
of obvious issues from different places and cultures, or sometimes not having official sup-
port, but, above all, for not having a European framework of reference that facilitates en-
suring an adequate level of quality, and the realization of objectives consistent both with 
the development of creativity in people and with the objective response to current market 
needs .

This is embodied in events that configure a specific environment in which initiatives for creativity 
training have to be developed:

There are no actual effective and generalized mechanisms for training skills linked to cre-
ativity.

The creativity training must be taken to its full potential and now there are only in specific 
and limited applications.

It’s necessary to assume a framework of reference like this for the creativity training, thus 
having general lines of action and reference skills around which to work, meeting all nec-
essary types of competences liked with creativity now and in the next years.

The promotion and training of creativity focused on its professional application is today an 
essential employment and labor/social integration opportunity for people with low quali-
fication, or without specific training.
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Therefore, the creativity training to develop must meet the following characteristics:

Contribute to develop the general creativity of people beyond their local application.

Attend both to skills linked to creative activities, but also to personal skills with a strong 
link with creativity, or with the context and space in which it is generated. Personal skills, in 
creative work and therefore of empathic nature, are fundamental, as well as the techniques 
that the products or services provided then develop.

Training competences related to entrepreneurship, valued from a creative professional 
perspective, as an essential tool to carry out relative projects in a relational perspective, 
and in a complex, open and dynamic market.

Training skills necessary for the development of creativity in general terms is crucial to 
have an adequate context for the subsequent development of specific creative skills in 
specific professional environments.

The training in the previous skills must include the design and execution of tools, method-
ologies and curricula that provide a step forward in the training of people’s creativity, solv-
ing the deficiencies detected and providing a flexible, complete, up-to-date and effective 
starting point to address both those deficiencies and needs implied by the development 
of creativity or its approach to the market.
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