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LEARN-IP Learning outcomes? for Module 5:

Module 5 — IPR Strategy and Business Development

Description of the Module

This Module explores the principles of an IPR strategy in the Cultural Heritage and
Cultural Tourism Sector: It provides answers to the question what to do after
registration of IPR for a certain cultural tourism or heritage product or service.
Furthermore, it explores the general question of how to “exploit” cultural heritage and
cultural tourism assets and to bring economic benefits to the stakeholders, including
the local community. Finally, this Module opens new horizons to the learners
regarding latest trends in digitization specifically for the Cultural Tourism and

Heritage Sector.

LEARNING OUTCOMES

expected to have
theoretical
knowledge
considering:

- the basic
instruments for
exploitation of
registered IPR;

- the principles of
business model
canvas and
marketing mix;

- the practices for
valuing registered
IPR;

- the concepts of
digital preservation
and online
accessibility;

- the interrelation
between IPR and
digitization within the
broad context of the
Cultural Heritage and

Cultural Tourism
sector.

to be able to:

- identify which
instrument for IPR
protection and
exploitation is relevant
for them and seek for
adequate professional
IPR expertise;

- to conceptualize the
current or new business
model canvas for their
institution/organization
or business;

- to conceptualize
marketing mix and use
the tools that are part of
it;

- to identify the

possibilities for
digitization of cultural

products and
differentiate between the
main benefits and
obstacles within the
broad context of the

KNOWLEDGE SKILLS RESPONSIBILITY and
AUTONOMY
The learner is The learner is expected [The learner should exercise

self-management in the process

of identification of available tools

for exploitation of IPR. However,

the process of implementation of
tools for exploitation requires
professional IPR  expertise
depending on the applicable
legal framework.

The learner should be
autonomously responsible for
conceptualizing a business

model canvas and marketing
mix related to their existing or
new cultural heritage or cultural
tourism organization/ business.
The learner should
autonomously be responsible

for identifying possibilities for
digitization of cultural heritage
and tourism
products/services/items.  The
process of implementation
requires support from

specialized companies  for

digitization and IPR experts.

Cultural Heritage and
Cultural Tourism sector.

! The learning outcomes for each Module are defined based on the EQF:
https://eur-lex.europa.eu/legal-

content/EN/TXT/HTML/?uri=CELEX:32017H0615(01)&from=EN and applying certain

aspects of the Cedefop handbook: https://www.cedefop.europa.eu/en/publications-and-

resources/publications/4156
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Training method

LEARN-IP learning philosophy promotes a unique engaging training method, based on
the following aspects:
e Short-burst learning sessions which feature very well-structured learning content.
e A deep sense of involvement and merging of action and awareness.
e A sense of control and dealing with the task that you will find at the end of the
module.
e Enjoyment and provoking further interest.

LEARN-IP focuses on an interactive training approach:
e The modules as a training material for self-learning.

e Using the interactive LEARN-IP e-learning platform: moodle.learn-ip.eu for facilitated
training sessions in a group with a professional trainer.

Unlike the lecturers into the face-to-face classroom which provide their students with
guidance and some additional directions, you have to take the responsibilities for the time
management and for the control of your learning progress.

Please note that this guide is not a substitute for legal advice. Intellectual property law is
technical and varies from country to country. Therefore, learners should consider taking
professional advice. But reading this module will give you a good understanding of the basic
issues and help making informed decisions about next steps

www.learn-ip.eu
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Training content

Unit 1 — Developing your own IPR strategy
Intellectual property rights, Licensing, Franchising, Agreement.

This Module Unit will enable the learner to determine what can be protected and how to
protect it. It will provide an insight into what follows after registration of IPR and steps to be
taken to ensure their protection. The main instruments for exploiting IPR assets that have
already been registered are presented as well as possibilities to foster own IPR and to build
up an IPR portfolio. Finally, this Unit explores the measures against competitors.

Sub-Unit 1: What and how to protect

Intellectual property rights are tools to protect intellectual property, which are essentially
creations of your mind. Intellectual property is intangible, i.e. it is not something made of stuff
like goods are something you can walk on such as land which you can own. It is therefore
something much more abstract than material things. Nevertheless, these creations can have
significant value and deserve to be protected against intellectual theft and imitation.

Thus, IPR protect these intellectual creations and also help you to use them economically.

With intellectual property rights, you cannot protect abstract ideas but concrete intellectual
creations such as designs, trademarks, technical inventions, or geographical indications
which you have learned about in Module 3. (Please also check Module 3. “Transformation of
cultural heritage and tourism assets into IP”). For each intellectual creation you have made
or for each product which uses such a design, one or more IPR can be used and then be
utilized economically.

Sub-Unit 2: What after registering IPR/Instruments for exploiting IPR assets (MEDF)

Intellectual property rights have little or no intrinsic value on their own. Once aright is
registered by the rights holder, a proper IPR strategy is required. An IPR strategy
advantageously has two aspects. First, ensuring protection of the intellectual property from
illegal copying and distribution and second, generating economic benefit for the rights holder
through usage of certain exploitation instruments.

Value occurs when the product or the service being subject to protection produces economic
benefit to the rights holder. There are two options for exploitation:

- Internal exploitation, when the IP owner uses exclusively the IPR in his/her
business/institution or economic activity in order to produce new products/services, enhance
the existing ones, set premium prices, benefit from the created barriers to competitive entry
to potential competitors and so on.

For example a craftsmen that has registered a unique crafting product under certain IPR
such as a trademark or design, can make or produce copies of that design and sell them,
reproduce that work for different types of products and enjoy the financial benefits on their
own. However, they will be responsible for ensuring enforcement of that IPR against
potential infringers that will try to reproduce these products without authorization.

www.learn-ip.eu
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- External exploitation, when the IP owner sells, licenses or barters IPR to others in whole
orin part.?

One example can clarify the aspects of exploitation for the cultural sector. A painter paints
monastic icons using a traditional techniqgue. Some interested person passes by, likes the
icon made and offers to buy it. Upon agreement on the price, the transaction is made, the
painter takes the money and the interested person takes the icon. This represents
monetization of some IPR. When selling the monastic icon, the painter is not simply selling
the physical piece of icon. He sells the right to exploit the icon that he created. Owning an
IPR means owning a bundle of rights related to that IPR like the right to use it, to lease it, to
own it, to give it away or to refuse to exercise any of these rights.

Considering the icon, the painter may decide to keep the icon for himself; to lease the icon
image to a company in a form of a license, to use the image on an advertisement, calendar
etc.; to give it to someone as a gift. Finally, he can use it in all other instruments for
exploitation of IPR. One such is the copyright. The copyrights include all economic rights:
the rights of reproduction, distribution, communication to the public, use in a public
performance, and broadcasting. The painter, for a certain price canissues a licence to
others to use it and reproduce it. Furthermore, there are some options for using technology
for generating economic benefits from IPR especially in the cultural and creative sector.
(Please check Unit 3) Using the IPR with so many possibilities for its exploitation, particularly
external exploitation, can be a very complex activity to manage and professional help should
probably be required.

How the owner will exploit the gained IPR is closely related to the usage of this exclusivity
right. Does the owner want to be the single user of this right, or grant others the right to use
the intellectual property through different exploitation mechanisms?

In this section we explore the possibilities for exploitation of IPR economic rights (for gaining
economic benefits) by granting others the right to use the intellectual property with a focus
on the cultural heritage, creative industry and cultural tourism.

Selling

If the owner does not want to exploit the IP, he/she can sell (assign or transfer) rights of
usage to someone else. For that, the owner will be compensated by the buyer for the IP that
he/she developed, invested time and money. Then the buyer can exploit the IP in a way that
they choose / governed by license. However, valuing the price for IP sale might be a
challenge. For selling the IP an IP sale agreement should be conducted with a sale price,
and specification of usage if it is related to a certain region. The advantage of selling IP is
that you will get a guaranteed payment. The disadvantage is that this will be the maximum
return on your IP you will ever gain. (Considering the topic of financing please note that we
also elaborate this topic in Module. 7 “How to finance the creation of IP assets in cultural
heritage and cultural tourism” where you can get additional information.)

Please note that selling a work protected by IPR such as copyright does not automatically
transfer copyright to the buyer. Copyright for a work always remains with the artisan or visual
artist unless he or she expressly assigns it by written agreement to the buyer of the work. In
some countries, copyright law prohibits the assignment of economic rights under copyright.
In these countries, the only way to proceed is to license the entire bundle of economic rights
on an exclusive basis. However, in some countries, the artisan or visual artist who sells a

2 smith A., Yossifov V. (2014), Monetization of Copyright Assets by Creative Enterprises. Creative
Industries - Booklet 7, World Intellectual Property Organization
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work may lose some of his or her exclusive rights. For example, the buyer of a protected
work may have the right to destroy, sell, transfer or display the work.

Always check who owns the copyright for a work that may have income-generating potential!

A painter may sell his masterpiece as an intellectual property to a museum of national
heritage. However, the museum can use this property (the copyright) for further exploiting
the IPR related to it. If the painter has sold all related IP rights of the painting, then the
Museum can decide to license reproductions of it, place the paintings on souvenirs using the
museum trademark and have the exclusive rights for doing that or simply re-sell the painting
to some interested collector.

Licensing

Licensing represents the most used form of exploitation of one’s intellectual property rights.
This is widely used by artists, craftsman, painters and other constituents from the cultural
industry, cultural tourism industry etc.

Licensing means granting permission to someone to do something. As an instrument, a
licensing agreement is a contractual agreement under which a licensor (the person who
owns the intellectual property) permits another (licensee) to use it (to exploit, make, have
made, use, sell, copy, display, distribute, modify, etc.) It does not mean transferring the
ownership of it. For a licensing agreement to take place:

e The licensor must have ownership of the intellectual property or authorization of
rights from the owner. (Copyright, trademark, patent etc.),

e The IP must be protected by law under some of the instruments for protection of IP,

e The agreement should specify what exact rights are granted. (Is it one right or a
bundle of rights),

e The payment or other compensation tool must be clearly stated,

e The agreement should be written and possibly recorded with relevant IP office or
institution and signed by both parties.

In return the licensor receives a lump sum or most often a royalty which is a sum paid,
expressed as part/percentage of each work/copy/rework sold by the licensee. Revenue-
based agreements are also possible:

A museum may produce certain types of souvenirs which carry animage of the painting
exposed in the museum, owned and under copyright by the author. The author of the
painting has made a licensing contract agreement on receiving a royalty of 3% of the sales
of all souvenir items using his painting in form of an image or so. By this the author has
increased his work exposure and recognition but has also earned some money.

Licensing is the most common tool for exploiting registered intellectual property rights
among cultural, art and cultural tourism sector. Franchising is another exploitation tool which
is based on licensing that can find usage in the cultural sector or cultural tourism sector:

Franchising

This is a form of licensing and a way to exploit the format and characteristics of a business.
The franchisor grants the franchisee the right to use the particular business model by
licensing a bundle of IP rights (Trademark, service mark, patent, trade secret, copyrighted
work, etc.) for a certain fee. The franchisor provides also training, know-how, technical

www.learn-ip.eu
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support and mentoring of the franchisee. The greatest element of value in a franchise
system is, however, the right to use the franchisor’s trademark.

Franchising can be found in travel agencies. Such examples are: Dream Vacations, Travel
Leaders, Expedia Cruises etc. However, their concept can be replicated in cultural tourism
agencies and heritage tour providers as a possible profitable concept.

The Louvre of Abu Dhabi - Governments of France and the United Arab Emirates
announced the creation of a new universal museum in Abu Dhabi to be called Louvre Abu
Dhabi which represents a kind of franchise in the cultural industry. Reportedly, Abu Dhabi
paid Agence France-Museums, the agency in charge of France’s national museums, a great
price in exchange for naming rights for 30 years and six months, technical support and
training in organizing and administering the museum, a program of four rotating special
exhibits. 3

Sub-Unit 3: Fostering own IPR; IPR portfolio

Once you own IPR, you should consider installing some organizational measures which help
you to keep track of them and to utilize them most efficiently. The management of IPR has
several aspects.

Costs

While copyright is an IPR which comes into existence automatically with the creation of the
work and involves no sustaining costs, industrial property rights need to be kept alive by the
regular payment of fees. The amount of these fees and the frequency of these payments
depend on the specific right. For instance, while patents starting with the third year need a
payment each year, trademark payments for the prolongation of the trademark are due
every ten years.

Hence, a minimum of management relates to the timely payment of fees. At least a
document with the corresponding deadline and a calendar with corresponding reminders
should be set up. Some patent and trademark offices send payment reminders and/or hints
if late payments with additional fees are possible, but these are non-obligatory services. You
cannot claim rights from the facts that such a reminder has not been sent. It is your sole
responsibility to keep track of the necessary payments. While mostly a late payment is
possible, ultimately a forgotten payment can lead to an irrevocable loss of rights. If you
utilize IPR in a way that you grant licenses to business/institution partners (see below), the
payment of the corresponding fees needs book-keeping too.

Portfolio

If you have products which you would like to introduce into the market and identified the
suitable IPR, chances are that you will find further possibilities to utilize IPR. For instance,
for a new product category, you might want to create a new trademark. Or you would like to

create a series of trademarks for similar products from the same product line.

For each newly created design, a corresponding design application can be advantageous.

3 Micallef J. V. (2017), The Louvre Abu Dhabi: Are Museums Going Global? Retrieved from
https://www.forbes.com/sites/joe micallef/2017/12/21/the-louvre-abu-dhabi-are-museums-going-
global/?sh=5e8d23612585 on 29.03.2021
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If you have made technical inventions for a tool, you might come up with improvements
which by themselves can be novel and inventive over the old version and thereby justify a
subsequent patent application.

In this way, your IPR portfolio will organically grow and will need further management in
order to keep track of the various IPR.

Monitoring

As you have seen, IPR allow you to keep your competitors and copycats at bay. It is your
responsibility to monitor the activities of your competitors and use your IPR against them.
You might receive official indications, for example the EUIPO sometimes sends a note to
trademark owners of older marks if their trademark is mentioned in a search report for a new
trademark, but you should not rely on these notifications. Your trademark only unfolds its
value if you make use of it, which is true also for all other IPR. It is therefore advisable to
regularly conduct monitoring activities. These activities can comprise of:
e Scanning the official registers for new IPR applications which might collide with your
older rights
e Scanning the internet and other places for offers of products or services with a
trademark which might collide with your trademark
e Scanning the internet and other places for products which might make use of your
registered design or work or which claim a false origin
e The use of your licensed IPR by partners

In case you encounter a possible violation / infringement of your IPR, you should decide
upon appropriate measures which we will discuss in the subsequent sub-unit.

Sub-Unit 4: Measures against competitors

The following is a typical roadmap of measures once you have encountered a possible
violation of your IPR. We will discuss this with the example of a possible trademark
infringement.

Let's say you have registered a trademark for certain products and find that a competitor has
started to use your trademark for their products. The following steps should be followed:

e Conduct a trademark search in the relevant public trademark registers in order to
clarify if you have the older right. Maybe your competitor has registered a trademark
even before you did. If this is the case, you might be the actual infringer. Please see
Module 3 for this scenario.

e Once you are certain that you have the older right, you can send the competitor a
request for a legitimacy claim. This is (not yet) a written warning. With this request for
a legitimacy claim, you essentially start a dialogue on the current situation. The
putative infringer has the possibility of putting forward evidence and arguments in her
or his favour. In this way, you might obtain information which you might not have
been aware of and which helps you to better assess the actual legal situation. The
main reason that you do not immediately start with a written warning is that in case
your written warning is unjustified you might be subject to damage claims as you
disturbed (accused?) the other party without having a legally valid reason.

e If you have no response to your request for the legitimacy claim or a response which
you do not find convincing, you can now send a written warning. Together with this
written warning, you can ask the putative infringer to refrain from using your

www.learn-ip.eu
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trademark and to sign a cease and desist letter. By signing this letter, the putative
infringer commits himself to stop using the trademark. For each violation, he commits
himself to paying a fee to you. Furthermore, you can ask the putative infringer to give
you information on the past use of your trademark in order to calculate damage
claims.

e Incase the potential infringer does not sign this cease and desist letter, the next step
is to file a claim of infringement before the proper civil court for handling such cases.

In all these steps, professional legal advice is strongly recommended.

The steps outlined above in the escalation ladder of measures is similar for other IPR. Of
course, the escalation ladder outlined above has many other steps or branches that are
possible. For example, the potential infringer might be interested in licensing your IPR from
which you could also benefit.

Here is another scenario: again you have the older trademark and you find out that a
competitor has applied for an identical or very similar trademark for goods and services of
which some at least are identical or very similar to the ones for which you have registered
your trademark. Your first move here could be to file an opposition.

The trademark offices usually within three months of the application of the newer trademark
allow to file trademark owners of older trademarks to file an opposition against the new
trademark.

One potential result of the opposition procedure is that the trademark owner of the newer
trademark needs to limit the trademark to goods and services for which their trademark does
not collide with your older trademark. Another potential result is that you and the other party
find a way in which both trademarks can coexist. As described in module 3, trademark law in
principle allows a coexistence of the same trademark sign for different goods and services.
In such a coexistence agreement, the owner of the younger trademark commits
herself/himself to use the trademark only for the limited set of goods and services.

In opposition proceedings before the EUIPO, to allow such deliberations, a cooling-off period
is arranged before the adversarial part of the opposition proceedings starts which can be
extended upon request by both parties.

References for Unit 1:

¢ World Intellectual Property Organization (2016), How to Make a Living in the Creative
Industries, Retrieved from
https://www.wipo.int/edocs/pubdocs/en/wipo_pub_cr 2017 1.pdf on 15.03.2021.

e Micallef J. V. (2017), The Louvre Abu Dhabi: Are Museums Going Global? Retrieved
from https://www.forbes.com/sites/joemicallef/2017/12/21/the-louvre-abu-dhabi-are-
museums-going-global/?sh=5e8d23612585 on 29.03.2021

e Smith A., Yossifov V. (2014), Monetization of Copyright Assets by Creative
Enterprises. Creative Industries - Booklet 7, World Intellectual Property Organization

e Kushner A. (2010), WIPO Training of Trainers Program on Intellectual Property and
Small and Medium Enterprises. Retrieved from
https://www.wipo.int/edocs/mdocs/sme/en/wipo_smes_waw_10/wipo_smes waw_10

ref 10 01.pdf on 18.03.2021.
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Unit 2. The business aspect of utilizing assets

Sustainability, development, business, model, exploitation, utilization, IPR assets, marketing,
mix, promotion, selling, monetization, valuation.

This Unit focuses on understanding the business aspect of utilizing products and services in
the cultural heritage and tourism sector. The business model is presented along with the
basic marketing tools such as the marketing mix. Finally, a glimpse into valuation and
monetization of IPR assets is presented.

A very important aspect for cultural heritage and tourism organizations is their sustainability.
This is especially relevant if we consider the fact that the majority of cultural organizations
such as museums, libraries, art galleries but also cultural tourism organizations are funded
by public institutions and grants. These cultural heritage and tourism organizations are
mainly public entities or non-governmental organizations (NGO). They often experience cuts
in their budgets and face insufficiency of funds to maintain a sustainable organizational or
“business model” to pursue their mission. Besides exploitation of certain registered IPR
rights stakeholders from the Cultural Heritage and Tourism sector could advantageously
strive to use business and managerial tools that can be beneficial for their organizations or
businesses.

In the following section, an introduction to the most important general business and
marketing tools is presented. The aim is to provide you with knowledge on ensuring
organizational and financial sustainability of cultural heritage and tourism organizations and
profit for cultural heritage and tourism businesses.

Sub-Unit 1. Introduction to a business model canvas

A business model defines the rationale of how a certain organization or company can create,
deliver and capture value in economic, social, cultural and other environmental contexts. It is
not a complex financial or management theory tool but lays out the crucial elements of a
business or an organization including the purpose of its existence, processes, target
groups/customers, values, etc. It is a set of assumptions what a business will and won't do
mainly linked to a specific market. One of the crucial aspects of it is: How do we make
money and ensure sustainability, growth and adaptation for our organization?

One of the most used and renowned tools for describing and thinking about the business
model of your organization is the Business Model Canvas. It was originally invented by
Alexander Osterwalder a Swiss business theorist and entrepreneur.

The Business Model Canvas is a shared language for describing, assessing, and changing
business models.*

The Business Model Canvas is a template that is divided into 9 core building blocks that can
best describe a business model:

4 Osterwalder, A., & Pigneur, Y. (2010). Business model generation. John Wiley & Sons.
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BUSINESS MODEL CANVAS

KEY PARTNERS

KEY ACTIVITIES

VALUE PROPOSITIONS

CUSTOMER RELATIONSHIPS

CUSTOMER SEGMENTS

Who are our Key Partners?
Who are our Key Suppliers?
Which Key Resources are we
acquiring from partners?

Which Key Activities do partners
perform?

MOTIVATIONS FOR
PARTNERSHIPS:
Optimization and economy,
Reduction of risk and
uncertainty,

Acquisition of particular
resources and activities

What Key Activities do our Value
Propositions require?

Our Distribution Channels?
Customer Relationships?
Revenue streams?

CATEGORIES:
Production, Problem Solving,
Platform/Network

KEY RESOURCES

What Key Resources do our
Value Propositions require? Our
Distribution Channels?
Customer Relationships
Revenue Streams?

TYPES OF RESOURCES:
Physical, Intellectual (brand
patents, copyrights, data),
Human, Financial

What value do we deliver to the
customer?

Which one of our customer’s
problems are we helping to
solve?

What bundles of products and
services are we offering to each
Customer Segment?

Which customer needs are we
satisfying?

CHARACTERISTICS: Newness,
Performance, Customization,
“Getting the Job Done”, Design,
Brand/Status, Price, Cost
Reduction, Risk Reduction,
Accessibility,
Convenience/Usability

What type of relationship does
each of our Customer Segments
expect us to establish and
maintain with them?

Which ones have we
established?

How are they integrated with the
rest of our business
organizational model?

How costly are they?

CHANNELS

Through which Channels do our
Customer Segments want to be
reached? How are we reaching
them now? How are our
Channels integrated? Which
ones work best? Which ones are
most cost-efficient? How are we
integrating them with customer
routines?

For whom are we creating
value?

Who are our most important
customers?

Is our customer base a Mass
Market, Niche Market,
Segmented, Diversified, Multi-
sided Platform

COST STRUCTURE

REVENUE STREAMS

What are the most important costs inherent in our business model?
Which Key Resources are most expensive?
Which Key Activities are most expensive?

IS YOUR BUSINESS/ORGANIZATION MORE: Cost Driven (leanest cost structure,
low price value proposition, maximum automation, extensive outsourcing), Value

Driven (focused on value creation, premium value proposition).

SAMPLE CHARACTERISTICS: Fixed Costs (salaries, rents, utilities), Variable costs,

Economies of scale, Economies of scope

For what value are our customers really willing to pay?

For what do they currently pay? How are they currently paying?
How would they prefer to pay?
How much does each Revenue Stream contribute to overall revenues?

TYPES: Asset sale, Usage fee, Subscription Fees, Lending/Renting/Leasing,
Licensing, Brokerage fees, Advertising
FIXED PRICING: List Price, Product feature dependent, Customer segment
dependent, Volume dependent
DYNAMIC PRICING: Negotiation (bargaining), Yield Management, Real-time-Market

Model 1. Adapted Business Model Canvas. Source: www.strategyzer.com .
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Customer Segments

The Customer Segment Block specifies the different groups of customers the organization
(or the cultural business) is trying to reach and serve. These groups can be formed based on
the customer distinct needs, interests, behaviours, lifestyles etc. The organization must
decide which segment of customers to serve and which one to exclude. After defining the
customer segment, their specific needs and wants, the rest of the business model may be
shaped.

In the Cultural Heritage or Tourism sector, customer segments may represent visitors,
tourists or audiences. For an organization that manages cultural heritage site as an
example, the customer segments may be the following: tourists (individuals or groups,
foreign or domestic tourists), professionals (i.e. archaeologists, restorer, researchers, and
professors), students (individuals/groups, foreign/domestic), and virtual visitors.

Value Propositions

Value Proposition plays one of the most important elements in the Business Model Canvas
and in businesses in general. It represents the reason why customers pick your
product/service. It is the value that solves the customer’s problem and satisfies their needs.
The Value Proposition Block presents the products or services that create value for the
specific Customer Segment. It can be quantitative (price, speed of service) or qualitative
(e.g. design or customer experience). Value can bring newness (satisfy new customer need
that was not perceived before), improve performance (better quality, faster speed etc.),
customize certain product to satisfy unique customer needs, bring new designs, offer better
prices, show status with a certain brand etc.

Museums are important stakeholders in the cultural heritage sector. For museums, the value
proposition is not a simple sentence about what the museum is or what it does but what is
the unique experience it brings to its visitors or other audiences and what matters to them.
“A place that fuels creativity, ignites minds, and provides inspiration” (MoMA, New York), “A
place where art is made, exhibited and debated” (Royal Academy of Arts, London).

Channels

This block represents the communication channels which the organization uses to reach its
customer segment to deliver value proposition. It composes (proposes?) the communication
channels, sales and distribution channels. Their functions are divided into 5 stages:
awareness raising for company’s products/services, helping customers evaluate
organizational value proposition, allowing customers to purchase certain product or a
service, delivery of value propositions to customers, post-purchase services. They can be
own channels, provided by a certain partner or both.

A certain craftsman that produces traditional handcrafted products which are part of the
cultural heritage may engage with the customers through his own store, through his online
store or through partner retail stores that are selling unique traditional and cultural gifts
products. I.E www.esnaf.eu is a handicrafts shop that sells traditional handicraft products
both online and through their own physical store.

Customer Relationships

That block addresses three steps related to customers: How the business/organization will
get new customers, how it will keep customers purchasing or using its services and how the
business/organization will grow its revenue from its current customers. There are various
categories of customer relationship: Personal assistance (relationship based on human
interaction), Dedicated personal assistance (intimate and hands-on personal assistance),
Self-service ( provides the tools needed for the customers to serve themselves easily and
effectively, Automated services, Communities (utilizing user communities to become more
involved with customers/prospects and to facilitate connections between community
members, Co-creation (co-create value with customers).
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Rijksmuseum as one of the worlds renowned museums has established unique customer
relationships through providing a unique experience to its customers a kind of Co-creation
(Visitors through the online Rijksstudio option are enabled and encouraged to download high
quality art collections and use master files to create new designs of products using the
museum art collection). This competition has increased the attractiveness of the museum to
online and on-site visitors. Check the Good Practices part for further reading.

Revenue Streams

The Block represents the cash the company generates from each Customer Segment. It is
the way the organization makes money. There are several ways of generating revenue
streams: Asset sale (selling ownership rights to a physical product), Subscription fees
(generated by selling continuous access to a service), Usage fee, Lending/Renting/Leasing,
Licensing (providing permission to use IPR that is protected for exchange of licensing fees,
Brokerage fees, Advertising (fees for advertising a particular product, service, or brand.)

Most of the cultural institutions, cultural heritage organization have revenue streams that are
based on state funding, grants and donations. However, innovative cultural organization are
providing their unique products and services in different ways and have additional sources of
income that can ensure them sustainability.

A tour guide for cultural heritage sites can make contracts with the local community to bring
in tourists who can buy cultural heritage crafts from them in return for a certain percentage of
the sales made.

Key Resources

This block describes the most important resources the organization must have in order to
deliver the value proposition to the customers and earn revenues. They are the key
elements for making the business model work. They can be physical, intellectual, human
resources or financial.

In the field of the cultural heritage organizations, almost always the key resource are their
unique collections of artefacts and sites, the brand that they have, as well as potential
intellectual property rights registered for certain items.

Key Activities

These are the most important actions your organization undertakes in order to operate
successfully. The Key Activities can be segmented to Production (most dominating model of
manufacturers), Problem Solving (consultancy or other services organization),
Platform/network

The Western Australian Museum classifies its activities into several categories: Public
engagement and co-creation, Education and learning, Exhibitions and events, Collections
activity, Promoting tourism, Research, Asset Management.

Key Partnerships

This block represents the network of suppliers and partners that are supporting the business
model to make it work. Companies use partnerships to optimize their business models and
to focus on their key activities, reduce risk or acquire resources.

In the cultural tourism sector the key partners are usually state government and local
government institutions, educational institutions, creative and arts sector, tourism bodies,
NGO and Funder organizations.

Cost Structure

This block describes the range of costs incurred during conducting Key Activities, Creating
and Delivering Value to customers and Generating Revenue. Business models based on the
cost structure can be divided into 2 categories: Cost-driven — where the model focuses on
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minimizing all costs; Value-driven: where the model focuses on creating value for products
and services and less focus on minimizing costs.

Cost structures may vary depending on the type of cultural or tourist organization: from staff
costs, to costs of production etc. however in many cases they are value-driven.

The business model canvas in the cultural sector

Organizations from the cultural heritage and cultural tourism sector are mainly non-profit
organizations funded by state institutions and grant schemes. Often this limited financing
affects the organizational sustainability. Also, the world coronavirus pandemic has affected
tremendously the cultural sector. The first step each organization of such a type should take,
is to analyse the situation and reconsider their organization’'s (business) model. How can an
organization pursue its mission and vision again through new revenue streams, through new
cost structures? What are the opportunities that lie ahead? Cultural and art organizations for
example can develop hybrid business models that combines for-profit and non-profit
structure, or establish subsidiary to maximize resources and achieve viability while delivering
the organizational mission. (A cultural heritage organization that runs a bar or restaurant in
its premises for reinvesting profits in other less profitable areas but in line with its mission
and core activities such as restoration etc.)

In recent years there have been attempts for adapting the business model canvas for
cultural and arts organization. One such is the one created by José Luis Rodriguez®:

BUSINESS MODEL CANVAS FoR ARTS AND CULTURAL ORGANISATIONS  Oraanisation: Version:
To Sell or Not 1o Seli by Jose Rodriguez
WHY?
Purpose / Mission Desired Impact and Legacy Success Metrics
Why st ? i How do we measure our impact and success?

What do we do’ What ars the targets for our goals?

WITH WHOM?

Staff and Volunteers Artists Audiences Funders and Donors Other Stakeholders
Wha is warking for > 1l
Who ara our volun!

Who a
them, ar
possible

main target groups for aur core | Wha is funding
products? grants, subsidiex
r main characteristics? privata support?

activilies through What cther stakehalders are key o our
other form of public o mission: community mers of non

ion related se institutians

support us, and wh
return?

pporting the arts, policy
liers. .7

WHAT?

Needs / Wants Channels

s need or want?

& o be defivered?
expecting from us?
sholders don't have our

6 and producls?

Key Activities and Value Chain

What are the key aclivites we have 10 perdorm in order to deliver our services? How are these activities sequenced? ing our key activilies?

Research it
& idealion Preductior Distibuton  progrmming  Exhibitior Education
HOW?

Income Streams | Earned Income Income Streams | Contributed Income

Mane

tributions Nen-manetary contributions

given to the organisation in farm o What contributi 1 10 the organisation

57 without etary exchange
(volunteering, bartaring, otc.)?

government contracts, etc. ) merchandising, consuttancy, #tc.)?

Model 2. Business Model Canvas for Cultural and Arts organizations. Source:
https://www.ietm.org/system/files/publications/ietm business-models 2016.pdf

> J. Rodriguez, “To Sell or Not To Sell? An Introduction to Business Models (Innovation) for Arts and
Culture Organisations”, IETM, Brussels, March 2016. Link: https:/www.ietm.org/en/publications

www.learn-ip.eu
PSS 16



http://www.learn-ip.eu/
https://www.ietm.org/system/files/publications/ietm_business-models_2016.pdf
https://www.ietm.org/en/publications

4
LEARN IP - Erasmus+

Itis carefully divided into few categories adapted from the original Business Model Canvas:
Why? (Our Purpose); With Whom? (Our People); What? (Our Work) and How? (Our
Revenue Model).

Tip: Use the model template above and try to provide an answer to each of the categories
and related questions. Please note that BMC allows always you to question the assumptions
and accordingly adapt the business model.

Sub-Unit 2. Marketing tools for pursuing business objectives

Marketing is comprised of activities undertaken by organizations to persuade customers to
buy their products by delivering value which is satisfying their needs and wants. Before
planning or commencing production, an artisan or cultural enterprise must ascertain and
understand the market demand by taking note of consumers’ needs and interests.

An artisan who creates handicrafts that are traditional such as a wicker basket from a certain
region might want to know how to promote and sell her/his products. A Christian icons
painter may consider different channels of promoting his masterpieces and reaching out to
interested buyers. A souvenir shop within a museum that sells reproductions of certain
cultural heritage items might want to brand and register a trademark for those products. In
this way it may ensure that they are not second class replicas made without proper licence
from unfair competitors. Thus, it may increase the price of its products and generate more
revenue. There are different marketing tools that can be used especially in the cultural
heritage and cultural tourism industry for pursuing their “business” objectives.

One such is the marketing mix, a very useful tool for defining the set of actions a business
takes to build and market its product or service to its customers. It helps to make sure that
you are able to offer your customers the right product/service, at the right time and in the
right place for the right price. By carefully defining each element in the marketing mix you will
get aninsight into how to successfully market a product or a service.

Marketing mix basics

There are four important elements in the marketing mix: product/service, price, place and
promotion. There are additionally 3 other categories which are especially relevant in the
service field (people, process and physical evidence). In the following we provide you with a
glimpse of the most important categories focusing on the product/service as most important
one.

Product/Service

Product is anything that can be offered to the market for attention, use, consuming for
satisfying a certain customer need or a want. Service is a form of a product that can consist
of activities, benefits or satisfaction offered to the market, which are intangible and do not
result in ownership of something material.

Every product/service satisfies certain customer need or want. But what do they mean?
Need is a state of deprivation of a certain required benefit. They are essential and can be
physical, psychological or self-fulfilment. On the other hand, consumer’s wants are desires
for specific product feature. They are not essential, but customers wish they had that
additional feature. They are based on the culture or the personality of the customer. In the
case of culture and cultural tourism, the customer need may be mainly linked to the need for
self-actualization and self-esteem according to the Maslow’s pyramid of needs. Thus, there
is a need for cultural expression and experience. Onthe other hand, there are different
wishes for satisfying that need, through experience of cultural dances, learning about
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cultural history and visiting heritage sites, learning about monastic heritage, educating about

heritage paintings etc.

Each product or a service consists of three different levels important for customers:

Augmented
product

< Actual
( product

Benefit

Model 3. Adapted model. Three Product Levels model

The core benefit level affects the need of
the customer. (example: Cultural
experience)

The actual product level affects the want of
the customer. (example: Spanish Art and
Craft Heritage)

The augmented product affects customer
demands for additional services or benefits
often bringing meaning and experience to
the customer. (example: exploring it online
through a digital 3D tour or Augmented

by Philip Kotler Reality)

Tip: Reflect on your products or services? What are the needs and wants of your
customers? How do your products or services satisfy your customer and their needs and
wants? How is your product or service solving the problem that your customers are having?
What are your product levels? Write them down!

Price

Price describes the pricing strategy for a product or a service and how it will affect your
customers/audience. You should analyse how much your customers are prepared to pay,
how much you need to charge to cover overheads, to calculate profit margins, payment
methods, and other costs. For reaching and maintaining customers and you may consider
the option for provision of discounts and seasonal pricing. Price also includes considerations
of customer perceived value.

Tip: Try to define the value of your product or a service in financial terms. How much do
similar providers of such product/service charge for it? Is your price covering your
product/related cost? Can you charge a premium for your product value?

Place

Place reflects where and how your product/service can be seen, made, sold or distributed.
Access for customers to your products is key and it is important to ensure that customers
can find you. Try to provide an answer to the questions: where your audience can look for
your service? How do they access your product/service? Can your product be offered
through online channels and how it can be distributed? If your product is subject to IPR have
you considered providing copyrights or licences to other partners for distributing this product
to your audience?

Promotion

This category refers to the marketing channels for communication to raise awareness about
your product/service to your customers and persuade them to use/buy them. It may be
advertising, public relations, direct selling or sales promotion. Advertising are the
communication methods like tv-ads, radio commercial, online and digital advertisements and
tools for promotion etc. The public relations should focus on the main value that you are
trying to deliver to your customers, it can be conducted through media releases, giving
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interviews to the media, from word-of-mouth etc. Sales promotion include different tools
such as competitions, contests, coupons etc.

People

This category is especially relevant for cultural heritage and cultural tourism stakeholders. It
refers to the key human resources qualities that your organization possess and how they
deliver the service and its value to your customers. How your staff, employees interact
between each other and with customers. Specify the key characteristics that are required by
your “people” so you can ensure that customers are satisfied. Your people may represent
your core product/service and delivering the value required by your customers.

Physical Evidence

Many services occur in some physical environment. Physical evidence provides tangible
cues to the quality of experience that a company is offering. It includes the tangible
commodities that are required for facilitating performance, exhibition and tour. It can be also
an artefact that remind customers of a service performance (such as souvenirs). Physical
evidence is valuable to customers since the tangible good is the evidence that the seller has
provided the customer with the expected value. It refers to the non-human elements of the
service encountered and if done correctly and raise brand awareness.

Process

The process refers to the direct and indirect activities the customer faces when she/he
experiences the services. What are the steps taken for experiencing a cultural heritage site?
Can it be conducted online in a form of a virtual tour? How many steps has the process? Is it
a complicated process or simple for the customer? Try to provide an answer to these
questions.

Sub-Unit 3. IPR Valuation and monetization

Valuation of IPR is closely related to its monetization. It is required for management
purposes when the owner of the IPR wants to sell it, buy it or license it. Valuation is a
process of determining the value or worth of an asset. Please note that we also elaborate
this topic in a separate Modules: Module. 7 “How to finance the creation of IP assets in
cultural heritage and cultural tourism” & Module No.6 “How to build value-chains to valorize
cultural heritage and tourism IP” where you can get additional information.

To have value, IP assets must be:

* Identifiable and distinguishable from the other assets of a business
* Able to produce on-going benefits for the business

* Protected and not free in the public domain

» Transferable from a seller to a buyer.

The process of registering IPR but also the procedure for valuation of IPR can be a costly
process for a smaller legal entity. Professional expertise is and will be required. It can be
provided by state IPR institutions, IPR legal experts, private IPR consultants, International or
regional IPR organizations. A carefully analysis on the advantages and disadvantages is
required.

Before valuation of the registered IPR the following question should be answered:

- What is being valued? Is it a specific right or a bundle of rights?

- Why is being valued? For commercial transaction, pricing a product/service, strengthening
positions in commercial negotiations or other?

- How it will be valued? What is the methodology used?
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Finally, is it worth to be valued?

There are 3 principal methods for valuing your IPR

Income method. The income method is the most commonly used method. It is
based on the amount of economic income that is expected to generate, adjusted to
its present day value. It is the easiest method when cash flows can be easily
calculated.

Market method. This method is based on comparing the actual price paid for the
transfer of rights to a similar IP asset under similar or comparable circumstances. It
determines approximate values for use in determining royalties’ fees, tax and inputs
for the income method.

Cost method. This method determines the value of IP asset by calculating the cost
of a similar (or exact) IP asset. It is used when the economic benefits cannot easily
be determined and when the IP asset can be easily reproduced. It does not account
for wasted costs, novelty or uniqueness of the asset.

Valuation is a complex process that requires in-depth understanding of IPR, the economy,
the market and the specific business or institution. Professional legal help is required. Check
the relevant IPR institutions regionally and internationally such as WIPO, EUIPO and others.

References for Unit 2;

Armstrong G., Kotler P. (2004).Marketing: An Introduction. 7th Edition. Prentice
Hall.ISBN: 0131424106.

Directorate General for Education and Culture (DG EAC) of the European Union
(2015) New Business Models in the Cultural and Creative Sectors (CCSs). European
expert network on culture — EENC. Retrieved from
http://www.interarts.net/descargas/interarts2540.pdf on March 18th 2021
International Trade Centre UNCTAD/WTO, World Intellectual Property Organization
(2003). Marketing crafts and visual arts: the role of intellectual property: a practical
guide. Retrieved from
https://www.wipo.int/edocs/pubdocs/en/intproperty/itc_p159/wipo pub itc pl
59.pdf on March 29th 2021.

J. Rodriguez, (2016), To Sell or Not To Sell, An Introduction to Business Models
(Innovation) for Arts and Culture Organisations”, IETM, Brussels, March 2016.
Retrieved from: https://www.ietm.org/en/publications on March 23rd 2021.
Nanayakkara T. (2011), Exploiting Intellectual Property Assets; Licensing,
Franchising and Merchandising. SMEs Division, WIPO, Geneva. Retrieved from
https://www.wipo.int/edocs/mdocs/sme/en/wipo_smes _bel 10/wipo_smes bel 10 re
f theme_ 10 01.pdf on March 23rd 2021.

Osterwalder, A., & Pigneur, Y. (2010). Business model generation. John Wiley &
Sons.

Smith A., Yossifov V. (2014). Monetization of Copyright Assets by Creative
Enterprises. Creative Industries - Booklet 7, World Intellectual Property Organization
World Intellectual Property Organization (2016), How to Make a Living in the Creative
Industries, Retrieved from

https://www.wipo.int/edocs/pubdocs/en/wipo_pub_cr 2017 1.pdf on 15.03.2021.
World Intellectual Property Organization. Valuing Intellectual Property Assets,
Retrieved from https://www.wipo.int/sme/en/value_ip_assets/ on March 315 2021.
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Unit 3. Exploiting assets in the digital age

Digitalization, digitization, digital, preservation, online, accessibility, 3D, IPR, tangible,
intangible, heritage, culture.

This Module unit will present some of the latest trends of digitalization and innovations in the
cultural sector. It will present the main tools for digitalization of culture, how to ensure online
accessibility and digital preservation of cultural products. It will present the latest trends for
using digital tools for preservation and distribution of cultural products. Finally, it will provide
a glimpse into IPR related to digitalization in the cultural sector.

What are the key trends of digitalization in the cultural sector, including innovations for
preservation or distribution of cultural goods? We investigate the aspects of online
accessibility and digital preservation of products and services within the cultural sector. Also,
as an important aspect of digitization, we provide insights on 3D digitization as an important
tool for provision of accessibility to cultural goods and services. Inspiring examples of
innovative solutions for preservation, creation and distribution of cultural goods will be
presented.

Sub-Unit 1. Digitization of Culture, Online Accessibility and Digital Preservation

Digitization of Cultural Heritage is an ongoing trend that has huge positive effects on this but
also on other sectors: tourism, design, architecture, ICT, education, publishing, advertising
etc. It also stimulates innovation in the usage of ICT for preserving and digitizing the cultural
heritage.

Digitization of cultural heritage aims at provision of online accessibility and digital
preservation:

e Online accessibility is especially important today. With limited possibilities of
traveling to distant cultural heritage locations (especially during the times of travel
restrictions due to coronavirus) online accessibility enables different audiences,
customers, learners, researchers to access online digital libraries, museums,
archaeological places, traditional craftsmen products and be able to experience
cultural heritage that cannot be reached physically. Not everyone has the chance to
experience certain cultural exhibitions in real life, however digitization allows that.

e Digital Preservation is related to all cultural heritage items, tangible and intangible
that are under the risk of losing their quality, be forgotten, destroyed or become
vanished. Digital preservation provides an opportunity for eternal existence and
memory related to the existing cultural heritage. In the past, there have been different
formats for preservation of cultural heritage, digital preservation provides the
opportunity to save them before or after their format becomes obsolete.

There are numerous benefits why cultural heritage and cultural tourism organizations should
engage in digitization of their products/services/collections:
— Cultural awareness raising and promotion of cultural heritage among the wider
public.
— Increase in both online and real-life visitors/customers.
— Increase of potential for gaining economic benefits such as online and offline sales.
— Digitization stimulates economic growth, job creation in cultural heritage and different
sectors.
— Stimulates research, promotes education, tourism and creative content innovation.
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In the following section the trends in different subsectors are presented along with some
positive examples:

Digitization of library and archival cultural resources
More and more libraries and other archival cultural resources are getting digitized. There are
high-quality services that preserve, organize, describe and connect you to the world's
knowledge. A lot of companies are offering metadata, automatization, digitization services for
libraries and digital archiving of similar cultural resources.

Gt

E-Paveldas ™=+ is a Lithuanian Virtual Cultural Heritage system. It contains more than 3
million pages of old books, newspapers, manuscripts and church registers. It provides digital
preservation and online accessibility. It resulted also with the creation of 32 new jobs for digital
operators and programmers.

Digitization of museum collections
As there are different kinds of museums, digitization can be conducted on different items
artwork, images, photographs and sculptures.

The Museum of the World offers a digital interactive experience through time,
continents and cultures, featuring some of the most fascinating objects in human history. The
project is a partnership between the British Museum and Google Cultural Institute. Through it
you can discover objects from the British Museum'’s collection from prehistory to the present
using the most advanced WebGL (Web Graphics Library) technology available. You can jump
back in time to explore objects from across diverse cultures and listen to British Museum
curators share their insights.

Digitization of sound and audio-visual heritage

Different format used from sound and audio-visual heritage through time, the short life
expectancy of the materials used (old photographs, magnetic tapes, CDs, DVDs) are major
problems in preservation of audio and video media. Transferring audio and video media into
digital format is more than required.

The aim of the Nitrofilm project RITROFILM 55 10 set up a specialised infrastructure for the
conservation and reconstruction of the oldest film materials and the digitalisation of a part of
the Polish pre-war cinematography collection. Modern preservation materials, appliances and
technology enables the Polish Film Archive to perform, for the first time in Poland,
comprehensive digitalization and reconstruction of the oldest film relics.

Digitization of monuments, historical buildings and archaeological sites
This is exact recording and documenting their geometrical characteristics in a way that reliably
represents the geometric form and location in space/area using diagrams, two dimensional

(2d) or three dimensional (3D) models.

L
INCEPTION S.r.I. === provides software solutions for managing, visualizing and archiving 3D
Building Information Models (BIM), together with all the related digital documents, based on
semantic technologies, allowing an adoption of new digital technologies from a wide audience,
without barriers of specific skills or age. It provides solutions to making monuments and sites
virtually accessible for citizens.

Digitization of intangible culture

There are different ways for preservation of intangible culture and one of them is through
digitization. Dances and songs are intangible cultural heritage but can be recorded and placed
in the digital world through digital recordings, placed on digital channels of communication to
be easily accessible by everyone and never forgotten.
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Inventory of Intangible Cultural Heritage of Flanders has established a website committed
to promoting intangible heritage by provision of online digital information about festivals, social
customs, traditional food and other. Check also the project for digitization of traditional culture
related to the Maasai community of Laikipia, Kenya on the following link:
https://www.wipo.int/wipo_magazine/en/2008/03/article _0009.html

Digitization does not need to be a costly and complex process. It can apply to different
stakeholders from the Cultural Heritage and Tourism sector including smaller entities. They
can adopt less advanced digital technology for preservation of the actual heritage and cultural
tourism and use digital marketing tools for promotion of their business/organizational
products/service.

For example:

- A craftsmen who produces traditional products such as traditional bags, jewellery and place
them like images, or basic 3d models online and provide information on the uniqueness of the
process and importance for the local community. Furthermore, they can make an online store
as a digital marketing and selling tool to offer their products to the public.

- A small library can make basic digital copies of the books they have in their collection and
store them on safe online library datasets.

- A traditional dance ensemble can digitally video and audio record dances to preserve them
and provide wide access to the target audience. Furthermore, it can sell them to interested
parties as digital content.

Think about you or your organization. What are the options for digitization of your institutional
assets or business? Can digitization be applied and how?

3D Digitization

3D Digitization is widely used in the Cultural Heritage sector. It uses various 3D Scanning and
Modelling software. Itis a valuable process that in future should be definitely considered much
more by the Cultural sector. It provides conservation and preservation. It stimulates
reproduction, research, education, exploration, cultural tourism and creativity. It provides
virtual access to in many cases inaccessible contents. It provides access for persons with
visual impairments. Digitization may be a costly, but it provides numerous benefits. The EC
Expert group on Digital Heritage and Europiana has made the following basic principles and
tips for 3D digitization in cultural heritage:

Consider the value of and need for 3D digitization

Select what to digitize and for what use cases or user groups

Decide whether to digitize in-house or outsource

Clarify copyright aspects and plan for open and broad access

Determine the minimum quality needed, but aim for the highest affordable

Identify the different versions and formats needed for the different use cases targeted
Plan for long-term preservation of all data acquired

Use the right equipment, methods and workflows

Protect the assets both during and after digitization

Invest in knowledge of 3D technologies, processes and content
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Sub-Unit 2. IPR and Digitization.

Digital technologies and computer networks, especially the Internet, offer unprecedented
opportunities for the promotion, preservation, revitalization and protection of tangible and
intangible cultural heritage products. Without careful IP management, digitized cultural
heritage is vulnerable to unwanted exploitation. This Sub-Unit provides information on the
most important questions to be considered regarding IPR and digitization of cultural heritage
content including public domain and orphan work.

Public Domain

Once a cultural heritage stakeholder decides to digitize its content and put it online it should
carefully analyse if the item being digitized is under intellectual rights protection. A certain item
or works are inthe public domain once the copyright term has expired or if the work was never
copyrightable. If a work is in the public domain, it can be used for any purpose by anyone.
There are other forms of open-access licences, such as Creative Commons licences, which
are developed to allow greater flexibility in the use of copyrighted material online. Considering
the topic of IPR tools please note that we also elaborate this topic in a separate Module:
“Module 3: Transformation of cultural heritage and cultural tourism assets into intellectual
property” where you can get additional information.

Traditional or heritage crafts or visual arts are often being regarded as being in the public
domain. However certain indigenous communities or other custodians of traditional cultural
expressions strongly criticize this by claiming that their cultural expressions are protected by
indigenous and customary laws, thus they are not in the public domain. Traditional cultural
expressions (TCESs) include: paintings, carvings, sculptures, pottery, mosaics, jewellery,
basket weaving, textiles, carpets, needlework, costumes, etc. TCEs may not be fully protected
under certain IP laws depending on the national or international legislation. They may, for
example, not meet the copyright requirement of originality. The limited term of protection and
the need to identify the creator of a work can also pose problems. However, IP can protect
contemporary, tradition-based arts and crafts made by current generations of society.® A good
example is provided by the so-called ‘carpets case’ in which an indigenous Australian painter
successfully protected her traditional painting under copyright law, or a traditional Chinese
designer who protects his silver-plated tea sets under industrial design law’.

If digitized content is IPR protected it shouldn't be used without proper approval of the owner,
thus providing possible economic benefits to the owner as licensor or the publisher as
licensee. If itis in the public domain then digitization and publishing it online is free.

Check the largest collection of digitized content in EU: Europeana & europeana

(www.europeana.eu) represents a web-portal funded by the European Union containing the
largest digitized museum collections of more than 3.000 European institutions archives,
libraries and museums.

® International Trade Centre UNCTAD/WTO, World Intellectual Property Organization (2003),
Marketing crafts and visual arts: the role of intellectual property: a practical guide. Retrieved from
https://www.wipo.int/edocs/pubdocs/en/intproperty/itc_p159/wipo_pub_itc p159.pdf on 29.03.2021.
7 Janke T (2004), Minding Culture: Case Studies on Intellectual Property and Traditional Cultural
Expressions. World Intellectual Property Organization. Retrieved from
https://www.wipo.int/edocs/pubdocs/en/tk/781/wipo_pub_781.pdf on 31.03.2021
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Orphan Work

Orphan works are works that are still protected by copyright, but whose authors or other
right holders are not known or cannot be located. Music, books, newspaper and magazine
articles and films can be orphan work. They are part of the collections held by libraries,
museums, archives, heritage institutions, and public service broadcasting organizations. The
lack of data on their ownership has often been an obstacle to their digitization and making
them available online. The regulation for digitization of orphan works differs from county to
country or regionally. The European Union Intellectual Property Office offers a database for
orphan work at The Orphan Works Database. 8

Digital IPR Management and exploitation

If the work being digitized is not in the public domain and it is not an orphan work a proper
management of the IPR related to digitization is required. However, the principals of
exploitation of the IPR remains the same: through licensing certain right of bundle of rights
from the owner of the IPR/the licensor to the user/licensee. In the process of digitization and
management of IPR many different actors may be involved. The relations and usage of
rights is among multiple sides: between the owner, the company conducting the digitization
and the company that is publishing the digital content. It is a complex process that requires
expertise in different fields.

Accessibility of cultural heritage collections using digital channels creates new opportunities
for commercial activities and generating new sources of income. Heritage institutions are
experimenting with new revenue models to finance their investments in the digitization and
contextualization of their collections.® A large focus on those revenue models is put in digital
and social media marketing.

References for Unit 3;

o Digitisation of cultural heritage to boost innovation, Retrieved from:
https://s3platform.jrc.ec.europa.eu/documents/20182/137972/Digitisation+of+cultural
+heritage+to+boost+innovation2.pdf/f9584102-e076-4415-92e0-3c873f7587ee on
March 23", 2021

e Digitisation of Cultural Heritage, Smart Specialisation Platform, retrieved from:
https://s3platform.jrc.ec.europa.eu/digitisatio n-of-cultural-heritage on March 15th
2021

e European Commission (2018), Implementation of Commission Recommendation on
the digitisation and online accessibility of cultural material and digital preservation,
Consolidated Progress Report 2015-2017, Retrieved from: https://digital-
strategy.ec.europa.eu/en/library/european-commission-report-cultural-heritage-
digitisation-online-accessibility-and-digital on March 18th, 2021

e European Commission (2020) Shaping Europe’s digital future, Basic principles and
tips for 3D digitisation of cultural heritage (2020) Retrieved from: https://digital-
strateqy.ec.europa.eu/en/library/basic-principles-and-tips-3d-digitisation-cultural-
heritage on March 29'", 2021.

e Evens, Tom & Hauttekeete, Laurence. (2011). Challenges of digital preservation for
cultural heritage institutions. Journal of Librarianship and Information Science

8 Orphan Works Database, European Union Intellectual Property Office Retrieved from:
https://euipo.europa.eu/ohimportal/en/web/observatory/orphan-works-db on 31.03.2021

9 Evens, Tom & Hauttekeete, Laurence. (2011). Challenges of digital preservation for cultural heritage
institutions. Journal of Librarianship and Information Science.
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(2003), Marketing crafts and visual arts: the role of intellectual property: a practical
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Exercises

Exercise 1

Which of your products can be subject to Intellectual Protection Rights Protection? Think of
the possibilities for their internal and external exploitation and write the instrument that can
be used for few products/items. Please write them down and describe them.

Exercise 2

Use the business model template within Unit 2. Sub-Unit 1. Analyse your organization from a
business aspect and define the following segments:
What are your key customers

Value Propositions

Channels

Customer Relationships

Revenue Streams

Key Resources

Key Activities

Key Partnerships

Cost Structure

Exercise 3

Analyse your products/services or your organizations offering to the audience in terms of
products/services as defined Unit 2. Sub-Unit 2. Try to define the usage of the three key
elements. How are they satisfying your customer needs and wants?

Exercise 4

What are the items of your collection or your organizational collection that can be digitized
and how? Are there any obstacles for their digitization? Please write them down and
describe them.

Exercise 5

Read the good practices in the following section. Try to relate to each good practice and how
the activities/models/measures can be “replicated”/used in the case of your cultural
heritage/tourism organization or business.
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Good Practices

Good Practices 1 — Digitization and Business Model. The case of
Europeana and Rijksmuseum

Digitization, Culture, Heritage, Strategy, Business, Model, Art, Copyrights.

Europeana B europeana vy europeana.eu) represents a

web-portal funded by the European Union containing the
largest digitized museum collections of more than 3.000
European institutions archives, libraries and museums. Its
use is sharing cultural heritage for enjoyment, education
and research and it includes records of over 10 million
cultural and scientific artefacts, brought together on a Image. 1Rijkmuseum Operation Night Watch
single platform and presented in a variety of ways relevant (ftesi//www.riiksmuseum.nl/en/nightwatch)
to modern users. Europeana believes a thriving public domain is essential and therefore
advocates that digital representations of public domain works should be freely accessible.

One might ask how can this work without infringing the IPR of the right holders or the museums
placing content on Europeana. First of all, Europeana collects contextual information (a meta-
data or information about information) about the items, including a small image. Once users
find a desired item, they can access its full content by clicking through to the original site that
holds the content. A similar question may have been asked by the Rijksmuseum RUKS MUSEUM
(Dutch National Museum), when they considered using Europeana. This was relevant,
especially because cultural institutions profit from selling those images. In 2011, the
Rijksmuseum started releasing images of public domain works online. In 2013, these were all
made available in the highest resolution possible, without any copyright restrictions. How has
this happened? It was not an easy decision but it backed up and grew the business model
Rijksmuseum has envisioned and established over the years.

When the process first started, Rijkmuseum was closed for renovation and exhibition space
was shortened to 800 square meters. Even when the renovation was finished, only 8.000
objects could be displayed on-site. Striving to show more of its valuable collection, it started
working with Europeana. In order to adequately label and avoid infringing rights on digital
reproductions of artwork/books/records held by cultural institutions, Europeana asked
Rijkmuseum to provide legal information about their collection. However, the information
available was limited. “It became clear that there was a need for this information to indicate
clearly to users what could and could not be done with the material provided by the museum”.
Digital collection department made separate rights tabs with details on copyright and other
relevant information such as third-party rights and copyright expiry date. This also raised
concerns of application of public domain mark to Rijkmuseum collections. After thorough
debates, the Rijkmuseum made wholesale adoption of the public domain mark and made shift
to a new and serious digitization business strategy. In the early stage, the content made
available was less famous and provided with lower gquality (ex. Images with lower resolution).
Some argued that increased presence through online channels, digitization and options for
digital reproductions would spike public interest for visiting the museum and getting the real
experience. As time passed by, the museum has made vast digitization of higher quality
content that was out of copyright, including famous ones from Van Gogh, Vermeer and
Rembrandt. The high quality, freely re-usable digital images resulted in the most used dataset
of one competition and with lot of public attention for the Rijksmuseum. This success has
initiated internal discussion about making digital images available with even higher quality and
establishing a digital strategy.
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Cultural institutions hold vast material that is public. However, that does not mean that they
also have to publish it for free. When Rijksmuseum started digitizing content and developing
its image bank it offered downloadable images in two sizes, medium and high quality. The
medium quality was for free and the high quality (a master file, tiff up to 200 mb.) cost €40
(with demanded attribution of Rijksmuseum as a courtesy). Note that this was possible due to
the vast collections which were not subject to copyrights.

Sales throughiits digitized image bank have substantially increased in 2012 compared to 2011,
showing that distributing medium quality images does not affect the business model much.
Though the revenues from images have raised up to €181,000 in 2012, this represented only
0.2% of their total revenues. This is why, a decision was made in 2013 that all public domain
images that were already digitized and with highest quality to be provided to users for free.
This was a step made for creating goodwill and attract more people to visit the museum.
Finally, this was a strategic decision that would shape the business model of the museum
towards a new concept of digitization and engagement of the public.

Rijksmuseum has made serious digitization steps afterwards. They have introduced the
Rijksstudio, a platform giving visitors unprecedented access to high-quality artworks free from
copyright. Visitors are able to examine images in close details, which reveal materials and
techniques used with high resolution zoom function. Thus, amusing online experience is
offered with an option for reproduction (which is encouraged) and a sharing option for inducing
active user engagement. Another marketing tool is the Rijksstudio Award. It is a high profile
award competition, encouraging creative talents to create their own masterpiece inspired by
the museum collection. The winner gets a monetary prize and opportunity for her/his design
to be sold at the Rijksmuseum store. This event in 2017 had 2.600 entries from 62 countries.
In 2020, the competition was held in 3 categories: Design Award, Young Talent Award and
Public Award. Rijksmuseum mobile app is another element of the digitization strategy of the
museum. It follows the idea that the user should be able to enjoy the collection at any time
and place. It features the Rijksstudio, Multimedia Tours, Ticketing service. Additionally it offers
unique and personal “For you” section which allows browsing through tours made by other
visitors and creating your own. Finally, Restoration of “The Night Watch” has been made, an
open public event for high-end restoration of the museum’s most famous masterpieces.

2019 has been one of the most successful financial years for the museum. It has attracted 2.7
million on-site visitors, thus affecting higher museum admissions and merchandise. The self-
monitored audience satisfaction got an average 8.6 out of 10. The Rijksmuseum case shows
how adopting an open business model can be successful and it provides a blueprint for
effective development (and digital) strategies for related stakeholders.

References for Good Practices 1:

e Rijksmuseum announces 2019 is its most successful year ever. Retrieved from
https://www.rifksmuseum.nl/en/press/press-releases/rijksmuseum-announces-2019-
is-its-most-successful-year-ever on March 19", 2021.

¢ Rijksmuseum. Retrieved from https://medium.com/made-with-creative-
commons/rijksmuseum-2f8660f9c8dd on March 19", 2021.

e Alexandrou, E. (2020). Digital Strategy in Museums: A Case Study of the
Rijksmuseum, Amsterdam, Thessaloniki, Greece, International Hellenic University.

e Pekel, J. (2014). Democratizing the Rijksmuseum. Retrieved from
https://pro.europeana.eu/files/Europeana_Professional/P ublications/Democratising%
20the%20Rijksmuseum.pdf on March 19", 2021.
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Good Practices 2 — Ohrid Pearls, a cultural treasure worth protecting
Ohrid, pearl, protection, geographical indication, trademark, appellation of origin.

The city of Ohrid is one of the oldest p -
settlements in Europe. It is often called #

“Jerusalem of the Balkans” due to its large
number of churches and monasteries. This
cradle of culture and history is situated on the
shores of Lake Ohrid in North Macedonia which
is the oldest natural lake in Europe. The Lake
and the city of Ohrid with its cultural and historic
area are declared as World Heritage Site by

UNESCO. It is one of the main tourist TN Zais - anT e S
destinations in North Macedonia. Image 1. City of Ohrid (www. pi y.com) by Dimitris Vetsikas

If you ever visit the city of Ohrid, besides the
magnificent lake, you will immediately notice the
mesmerising beauty of its old town, traditional
architecture, the Church of St. John at Kaneo,
the Samuel's Fortress, and all the marvellous
small cobblestone streets with traditional craft
and artisan shops along the way. Many of them
are selling traditional products which are
handmade using old techniques passed from
one generation to another. They are one of the
substantial parts of the local tradition, culture,
and heritage.

Image 2. Ohrid old town (www. pixabay.com) by Dimitris Vetsikas

One such product is the famous Ohrid pearl. It is a
handmade pearl using all natural ingredients and
almost a century old technique. There is a saying:
“Natural pearls last for up to 150 years, but Ohrid
pearls last forever”. One may hear different stories
of how the famous Ohrid pearl is made, however,
only one of them is true. The pearlis fully hand-made
by using scrubbed shell structure as a basis of the
pearl, covered with emulsion made from the scales
of an Ohrid common bleak fish. However, the rest of
the “recipe” remains a secret. This century-old
production technique was carried over from one
generation to another. Mainly used for production of Ll
jewellery, Ohrid pearlis an item possessed by many Image 3. Production technique of Ohrid Pearl.
world famous persons including presidents, queens, (http://ohridskibiser.com.mk/en/)

kings, and others.

The quality of the Ohrid pearl, its cultural value, and the memories it brings are the most
important reasons why the demand is very high for it, both from locals and from tourists coming
to Ohrid. This high demand has stimulated many original but also counterfeited Ohrid pearl
sellers. There are numerous street sellers and street shops claiming that they are selling the
“Original Ohrid Pearls”, but instead of the original, buyers are often receiving counterfeited or
imitation products that do not have anything related to the Ohrid pearls. They are not genuine
and the quality is lower.
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This problem especially affected the local
Ohrid craftsmen but also the reputation of the
famous Ohrid Pearl itself. Two families that
carried the century-old tradition have decided
to take action so they can stop the selling of
counterfeited products and protect the name
and the product itself. Family Filevi and
Talevi have decided to make a deep
elaboration of the process of production of
the Ohrid Pearl with help of the experts from
the Faculty for Technology and Metallurgy in
Skopje, Macedonia. They applied to the
State office of industrial property for image 4. Ohrid pearl jewelry. (https://ohridpearl.com/ohrid-
registration of a  Trademark  and pearl-amblems/)

Geographical Indication for the Ohrid pearl.

ﬂ.

They have also registered an Appellation of Origin for the Ohrid pearl (Ohridski biser) under
the Lisbon International System of Appellations of Origin and Geographical Indications. An
appellation of origin is a special kind of geographical indication generally consisting of a
geographical name or a traditional designation used on products which have a specific quality
or characteristics that are essentially due to the geographical environment in which they are
produced.

As they say, this was initiated to protect the
name and the brand of Ohrid pearls. Every
seller should provide the certificate linked to
the pearls they are selling. By providing this
IPR certificates local buyers and touriss will
know for sure they are buying the true original
Ohrid pearls. It has helped them distinguish
from the other sellers and may positively
affect their sales.

Image 5. Museum of Ohrid Pearls, Ohrid (https://ohridpearl.com/wp-
content/uploads/2017/05/4.jpg by Stojan Stojanovski)

These families have continued to sell Ohrid pearl 5’ :
jewellery successfully throughout the years. They
have numerous retail shops in Ohrid, carrying out
the trademark they have protected. With this, they
can easily be noticed and reached by domestic
and foreign tourists. One of these families have
also promoted and opened a Museum of Ohrid
Pearls where they present the tools used for
production, old photographs of how the Ohrid
pearl was made, celebrities that own this product
etc. The owner said that this is a new model of v—— P ——

H H H mage oS. useum O rn earis, r
pror_notmg the Macedon|an cultural he”tage and ((httgps://ohridpearI.com/museum—of—ohrid-pearl—filevi/ by Stojan
Ohrid Pearls which are a cultural treasure worth  sojanovski)
protecting.

References for Good Practices 2:
e “Ohrid Pearl”. Retrieved from https://ohridpearl.com/awards-honors/ on 30.06.2021,
e “Ohridski Biser”. Retrieved from http://ohridskibiser.com.mk/en/ on 30.06.2021,
e Ohrid Pearl Webshop. Retrieved from https://ohridpearlwebshop.com/en/home-2/ on

June 30" 2021.
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Ohrid Pearl. Retrieved from https://ohridpearl.com/ on June 30" 2021.

Ohrid Pearl. Retrieved from https://ohridpearl.com/museum-of-ohrid-pearl-filevi/ on
June 30" 2021.

Ohrid Pearls — What to know when buying Pearls in Ohrid, Macedonia.” Retrieved

from https://medium.com/@kiwisdesk/o hrid-pearls-what-to-know-when-buying-
52ba952c913d on June 30 2021.
Oxpug nobn My3sej Ha OxpuackumoT oucep. Retrieved from

https://kanal5.com.mk/o hrid-dobi-muzej-na-ohridskiot-biser/a277284 on June 30"
2021.

Oxpugckmot Oucep 3awTtuteH OpeHg Ha Makegonmja.  Retrieved  from
https://ftvm.mk/vesti/ohrid/19744-ohridskiot-biser-zashtiten-brend-na-makedonija on
June 30" 2021.
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Good Practices 3 — Intellectual property protection of one of the
greatest art of all time. The Case of Pablo Picasso’s art

Pablo, Picasso, Art, Intellectual Property, Rights, Foundation, Succession, Protection.
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influential artists in the 20th century. He was
a Spanish painter, sculptor, printmaker and a
founder of the Cubist movement. Among his
most famous works are the proto-Cubist Les |
Demoiselles d'Avignon (1907), and Guernica

il e

N NDYON
D' ADMIMSTRATEUR

(1937). His revolutionary artistic

accomplishments has made him world ! comene
renowned and one of the best-know figures in R o —

20th century art. Image. 1 Picasso Administration web-site (https://www.picasso.fr/)

His work and name are one of the most reproduced, used and copied for commercial and
promotional purposes. You can find Picasso’s art on souvenirs, t-shirts, postcards, web-pages
and many other different places where his name and work can be applied. In many cases
these users benefit from using his name and work for commercial gains, often without any
authorization or approval by the owners of the related intellectual property rights.

When Pablo Picasso died, he left five heirs: Maya Widmaier Picasso, Claude Ruiz Picasso,
Paloma Ruiz Picasso as well as Bernard Ruiz Picasso and Marina Ruiz Picasso (Paul's
children). These five heirs constitute an Indivision, a form of joint ownership (the property
consisting mainly of ,’Succession Picasso® or “Indivision Picasso”, established and regulated
under French law under provisions for joint ownership (art.815-1 and following of the Civil
Code and the provisions of article 1873). Succession Picasso is the sole owner of all IP rights
and interest of the work and the name of Pablo Picasso.

‘Succession Picasso’ is faced with all kinds of violations of IP issues. These include copyright
infringements, trademark infringements, unauthorized uses of Pablo Picasso’s name and
likeness for commercial purposes as well as parasitism. Each year they have to deal with
numerous illegal reproductions, unauthorized uses of the name or the trademark as well as
internet domain registrations. But how does the management of IPR work?

The ‘Succession Picasso’ is managed by a Legal Administrator. Pablo Picasso’s son Claude
Ruiz Picasso was appointed as Administrator of the Indivision for the monopoly of artistic
property attached to the Work of Pablo Picasso, the joint ownership attached to the
trademarks, the name, the likeness, the personality rights, and for all things linked to the
defence of his work and person. The Legal Administrator is the only one that has the capacity
to authorize or prohibit the use of the works, name and likeness of Pablo Picasso. For
completing its duties, the Administrator has established the Picasso Administration, a
company which can act for and on behalf of Succession Picasso. All requests for the use of
the works, the likeness, and/or the name of Picasso must be handled by PICASSO
ADMINISTRATION (either directly, or indirectly via its representatives abroad), which carries
out the administrative work (drafting of contracts, printer’s proofs, invoicing).

One thing that should be noted is that IP rights are distinct and separate from the ownership
of the works. ‘Succession Picasso’ is the sole owner of the IP rights attached to the works of
Pablo Picasso, whether those works belong to members of the family, to museums or to
private owners. One key issue is the prevention of forgeries. Many believe that 50% of the art
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available on the whole art market are actual fakes. That is why ‘Succession Picasso’ spends
a lot of time and money to secure its worldwide market for art, preventing fakes and fighting
them.

One thing associated with tackling forgery is the authentication process and usage of relevant
authentication services. Authentication is often costly but is the only way to secure the original
art work. The earnings from IPR exploitation is used to cover the high costs for securing the
art market, granting loans of original artworks for them to be seen in public exhibitions,
securing high quality reproduction materials, providing true information and sources, and
fighting counterfeited works and forgeries. Furthermore, the Succession also deals with
websites and art data banks that has offers for copies of original art work or art work presented
as original which is actually fake. Everyone that wants to use related IPR to the work of
Picasso can currently demand authorisation or permission from the Picasso Administration.
The practical examples are stated on their web-page including the whole procedure for
requesting permission https://www.picasso.fr/en/rights-a-few-practical-examples. The prior
written permission of the ‘Succession Picasso’ is mandatory. The rights are cleared only
through the contract of authorization delivered by Picasso Administration. All unauthorized
use constitutes a civil tort and a criminal offence according to the French Intellectual Property
Code.

The Legal Affairs staff at the Picasso Administration believes that the public deserves a right
to access a work which respects the moral right of the artist who created the work. The
reproductions must then respect the integrity of the original work.

References for Good Practices 3:

o Heike, M. (2020). Who are Picasso's heirs? Auction at Sotheby's reignites dispute.
Retrieved from https://p.dw.com/p/3dXJ8 on August 5th 2021.

e Picasso Administration website data. Retrieved from https://www.picasso.fr/en/ on
August 4", 2021.

e Stolz, G. (2013). Authenticating Picasso. ARTnews. Retreieved from
https://www.artnews.com/art-news/news/authenticating-picasso-2146/ on August 4™,
2021.

o World Intellectual Property Review (2012). The art of IP protection. Retrieved from
https://www.trademarksandbrandsonline.com/article/the-art-of-ip-protection on
August 3rd, 2021.
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Good Practices 4 — Business Model Canvas usage by Western
Australian Museum

Business, Model, Canvas, Museum, Cultural, Heritage, Tourism.

The Western Australian Museum — WAM - is a cultural
organization, housing the most renowned cultural collectionin
Western Australia. For over 120 years it has been making
cultural and social heritage in Western Australia accessible to

the public by research, exhibitions and public programs.
Western Australian Museum's mission is to inspire and
challenge people to explore and share their identity, culture,

environment, sense of place, and to experience and
contribute to the diversity and creativity of our world. It has a
vision of becoming an excellent and vibrant museum service,
valued and used by all Western Australians and admired and
visited by the world.

WESTERM AUSTRALIAM

Image. 1 Logo of Western Australian Museum

WAM is comprised of 6 public sites, including a Collection and  (http://museum.wa.gov.au/)

Research Center. Several years ago, it has received

investment of more than $400M from the State Government and after 4 years of development
it has opened a new museum building in November 2020 (Boola Bardip). The new building is
3 times the size of the old museum. This was part of the Museums business strategy that will
allow it to “turn the museum inside out“, thus creating public spaces built around its Value
Proposition. Every visitor and user will be given a physical or virtual, a legitimate way (should
they choose) to contribute to the Museum and its content and impact, to share ideas and
knowledge, to connect with other people, and to feel like an engaged and respected
participant.’

WAM created a business model that brings together the unique set of Assets and Key
Resources including heritage, culture, science and the environment. It links these key areas
with the interests of a broad range of Customer Segments. The Museums value propositionis
based onthe premise “Of the people, by the people and for the people”. The Museum will be
a place where people will interact, explore, understand, present and share identity and culture.
This is a result of the new people-focused Value Proposition after the criticism of being too
inward-focused and oriented towards stewardship of assets, objects and knowledge. The
Business Model Canvas involves the community and social capital development aspect to
preservation and sharing of social, heritage and scientific knowledge. With the new approach
the Museum tries to promote their unique set of Key Resources, link them with their unique
Customer Segments, thus generating new revenue streams.

The Museum Key Resources identified are the Brand, The Museum sites and the new
Museum, collections, staff and IPR. Those resources have been offered to their different
Customer Segments through various channels, activities and offers including exhibitions,
public engagement and co-creation events, education and learning research and many others.
All activates must take into account the key values for building relationships with their
customers such as: community engagement, accessible and inclusive services, facilitating
partnership and many more. Visitor motivations are more social and emotional and the
audiences more diverse. These factors influence the business model in terms of making the
Value Proposition realistic and relevant to a range of Customer Segments. By adopting and
acting upon this business model the State Government and the Museum’s Foundation as the
governing body, will bring value to stakeholders and people of Western Australia.

www.learn-ip.eu
PSS 35



http://www.learn-ip.eu/
http://museum.wa.gov.au/

y/

- Erasmus+

LEARN IP
KEY KEY VALUE CUSTOMER CUSTOMER
PARTNERS ACTIVITIES PROPOSITION RELATIONSHIPS SEGMENTS
State/Regional Public engagement T Adding value All Western
/ 9 and co-creation 0]:0' See;f:tgifa‘g | £ Australians
Stat dlocal . - Facilitating partner -
gov:rﬂ?nercmga Planning and the spirit of the ] © Aboriginal people
grogiamme people’ Bu'ldlqg soctal Intrastate, Interstate
Faggton @ o revend || BT
Education and ; Inclusive ani ourists
learning Creating . accessible "
Development opportunities to ) Families
podies Exhibitions and connect peoples, | | Soo! Children and young
Creative arts sector | | SVENts cultures, histories, | | Learning pecole
Aboriioe| Regional cutreach know e_dge and Community Local, state
communities Community collections so engagement E'ée.sﬂiﬁgﬂ
advocacy that people Content
National/ Collections activity can explore, GO-CIERTICN %%%ﬁﬂ%ns
nternationa R h understand, Research-based
asearc express and Industry
Governments | - - Face to face at
Promating tourism share their events and shows
Research identity, culture etc
. Asset Management Yo
institutions . - and sense of
Retail, hospitalit: olace
State/National/ and Sommercia -
nternationa sefvices Pushing the
MLiI|SEL:ImS and lSt;f'f development boundaries to
collecting nelustry explore new ways
organisations X
. development to view the world
Not for profit and Regulatory work and uncover
community groups the power in
Funding bodies vEY shared ideas and
Cultural and RESOURCES experiences CHANNELS
scientific agencies Palnt. radio, and tv
adverts
Museum industry Brand
Ccllection online
Tourism industry New Museumn . : ]
Industry 7 museums/sites Social media
Collections Specialist networks
Staff Regional outreach
Qutreach via
Intellectual t
propety herworks
COST STRUCTURE REVENUE STREAMS
Programme supplies/ State governmeant Retall
Staff e PR g
Buildings Admissions Grants
Accommodation Fees for services WAM Foundation
Depreciation Venue hire

Image. 2 Business Model Canvas of Western Australian Museum (https://www.culturehive.co.uk/resources/wam-case-study/)

References for Good Practices 4:

e Robinson M. (2015). Western Australian Museum — Business Model Case Study.
Retrieved from https://www.culturehive.co.uk/resources/wam-case-study/ on August
314 2021.

All good practices have been written by using publicly available secondary data from
official online information and online databases.
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About LEARN-IP

This training module is part of a digitally supported training programme for intellectual property rights
valorisation in cultural heritage and cultural tourism sectors, developed within the European project LEARN-
IP - Intellectual Property Rights and Geographical Indication Training for Cultural Heritage and Cultural
Tourism funded by the Erasmus+ funding scheme 2020-2022.

The training programme includes the following seven modules:

Module 1: Introduction to the learning curve of Intellectual Property in cultural heritage and cultural tourism
This module gives a general introduction to the project and the relevance of intellectual property rights for
cultural heritage and cultural tourism.

Module 2: How to identify assets in the cultural heritage and tourism sector

This module is addressed to heritage managers and cultural tourism professionals and first introduces the terms
“cultural heritage” and “cultural tourism” as they are used in the context of LEARN-IP. It explains the term
“asset” which plays an important role in the context of intellectual property rights. It then goes on to discuss the
potential of heritage assets for cultural tourism, and learners will gain insight into how to identify assets and
make use of opportunities from assets. With some good practices and numerous exercises learners can reflect
and deepen their understanding and knowledge.

Module 3: Transformation of cultural heritage and tourism assets into Intellectual Property

This module provides a guided tour through intellectual property rights (IPR) and their appli-cation to cultural
heritage and tourism assets. After a general introduction of properties of IPR, various kinds of industrial property
rights and copyright are introduced and illustrated with examples. This knowledge is then applied to the field of
cultural heritage and cultural tourism. Criteria and strategies are developed which allow identifying the most
appropriate IPR for a specific asset. The prerequisites, necessary steps to obtain protection, and the estimates
of occurring costs are presented.

Module 4: How to identify opportunities and overcome barriers for utilizing assets

This module presents the importance of the cultural heritage and tourism assets as an opportunity for
developing economic benefits. It focuses on how to identify opportunities for its protection and utilization. It
examines the identification of the barriers and the importance of precaution measures for the third-party IPR
related to cultural heritage and cultural tourism assets. It enables learners to develop a sustainable cultural
tourism business in a protected cultural environment. This module is a valuable reference to be added to the
skills and knowledge learners develop through practice and experience.

Module 5: IPR Strategy and Business Development

This module explores the principles of an IPR strategy in the cultural heritage and cultural tourism sector: It
provides an answer to the question of what to do after registration of IPR for certain cultural tourism or heritage
products or services. Furthermore, it explores the general question of how to “exploit” cultural heritage and
cultural tourism assets and to bring economic benefits to the stakeholders, including the local community.
Finally, this module opens new horizons to the learners regarding the latest trends in digitization specifically for
the cultural tourism and heritage sectors.

Module 6: How to build value-chains to valorize cultural heritage and tourism Intellectual Property

This module explains how value chains can be developed specifically with intellectual property assets and what
needs to be considered. Targeted learners are stakeholders from cultural heritage as well as cultural tourism.
They should first become aware of what value chains are and the serious role they can play. The competences
and skills that will be developed include, in the first step, the identification and analysis of value chains. The next
stepistheintegration of intellectual property rights in value chains and their beneficial use in terms of economic,
social, environmental, and sustainable effects. For both sectors, this is presented and discussed in respective
impacts.

Module 7: “How to finance the creation of IP assets in cultural heritage and tourism”

www.learn-ip.eu
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This module presents the professional approach to financing the protection and commercialization of cultural
heritage and cultural tourism assets. Funding these activities is one of the most important considerations to be
taken, but not many European cultural and tourism stakeholders are trained in the art of raising funds. Thus, the
module provides information about the existing different financing sources and financing models for the
different steps in the intellectual property protection and exploitation phases. Finally, this module introduces
the different forms and unique features of the financing possibilities available and illustrates those with
examples, with good practice references, and with referrals to further readings.

The LEARN-IP consortium has assessed how the European Qualifications Framework (EQF) can be used to make
qualifications obtained through participating in the LEARN-IP programme readable across Europe. Therefore, in
line with the EQF model, the LEARN-IP consortium has decided to define the learning objectives and training
content starting with EQF level 4.

All modules are created by the European LEARN-IP team of intellectual property legal experts, business
developers, vocational training providers and players in creative industries, cultural heritage, and cultural
tourism sectors based in five European countries: Germany, Spain, Romania, Bulgaria and North Macedonia.

You can find more information on the homepage: https://learn-ip.eu/ .
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