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The UK’s creative industries are an 
exporting powerhouse. 

• £91.8bn value of the sector (in 
GVA) 

• £35.9bn exports in goods and 
services in 2015 (last available 
figures) 

• 9.4% of total UK exports of servic-
es and 5.2% of total UK exports of 
goods

• £8bn more than automotive sector

+ more in creative digital exports (to 
be detailed in a Federation report later 
in 2018).1

[Source: “DCMS Sectors Economic Estimates 2016: 
Employment and Trade.” November 2017]

Creative exports are our ‘calling card 
to the world’. From Great British Bake 
Off, to Stormzy, to Shakespeare, Brit-
ish creative exports are an expression 
of our culture and values and are rec-
ognised across the globe. The debate 
about our trading relationship with the 
EU and the rest of the world must take 
this into account.

There are also new opportunities and 
challenges to address. The digital age 
will shape the future of global trade. 
Whether livestreaming a ballet in 
virtual reality (VR) or 3D printing a 
design, almost any creative export can 
be made available globally. 

There is a growing wealth of nations 
from China to Chile, with an expand-
ing middle class seeking innovative 
content and creative goods. These are 
key growth markets where we can 
capitalise on our unique creative skills, 
talent and IP. 

EXECUTIVE SUMMARY AND 
RECOMMENDATIONS 
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But the sector feels threatened by the 
consequences of Brexit.

We surveyed Federation members:2 
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Despite some progress in the first 
round of negotiations, Government 
has not assuaged these fears. 

Political debate has focussed primar-
ily on the trade of financial services, 
and goods in ‘traditional’ sectors such 
as automotive. Theresa May has told 
City of London bosses she will put 
financial services at the heart of a new 
trade deal with the EU and has invited 
car industry executives to a high-lev-
el meeting to discuss concerns.3 The 
needs of the creative industries have 
been sidelined, yet we potentially have 
a lot to lose:

45% of UK creative industries service 
exports go to the EU

[Source: “DCMS Sectors Economic Estimates 2016: 
Employment and Trade.” July 2017]

Looking ahead, we are seeing im-
pressive growth in Asia and develop-
ing markets as economic growth and 
evolving consumer preferences open 
doors to new audiences. Our crea-
tive excellence has also helped attract 
investment from around the world. 
Filmmakers for example have adopted 
the UK as a hub because of its visual 
and special effects expertise. 

Unless concerns around talent and 
non-tariff barriers are addressed, this 
will stop.

This report gives an overview of:

1. What the sector wants from a deal 
with the EU. 

2. The opportunities offered by new 
trade agreements.

3. What ‘creative’ trade might look 
like in the future. 

Government must take notice of the 
creative industries’ recommendations 
if it wants the UK to continue to be 
renowned for its creativity worldwide.



ON THE EU: 
Up until exit, UK government must:

• Ensure the UK’s creative industries are at the heart of negotiations on the   
implementation period and future relationship with the EU.

• Ensure that the UK’s creative businesses can trade as they do now dur-
ing the implementation period. Government must consistently consult and            
communicate with industry on any changes to the status quo and the timing of 
their introduction.

• Continue to play an active role in evolving EU legislation. This includes the 
Digital Single Market, which will have an impact on how creative businesses sell 
into the EU via any future deal. 

 
Any future UK-EU trade deal must include agreements which achieve the          
following: 

• Provide the UK with the best possible access to creative workers from the EU 
and allow UK workers to move temporarily across Europe to deliver short-
term services, such as performances and shoots. This is in line with recom-
mendations set out in the Federation’s Global Talent Report. 

• Secure the UK’s continued participation in agencies, organisations and EU 
funding programmes essential to trade. This includes the European Union 
Intellectual Property Office, European Committee on Standardisation, European 
Committee for Electrotechnical Standardisation, Creative Europe programme 
and Horizon 2020.

• Provide the best possible protection of the UK’s intellectual property (IP) in 
the EU. UK government must consider and respond accordingly to any future 
decisions taken on IP in the EU that may have an impact on trade. 

• Guarantee the reciprocal recognition of design rights and trade marks. In 
particular, the government should seek to negotiate maintenance of all existing 
pan-EU IP rights. If EU-wide IP rights no longer extend to the UK, measures 
are needed to maintain the protection of rights in the UK post-Brexit, at no or 
minimal cost, and with limited administrative burden. 

• Ensure reciprocal consumer protection laws between the UK and the EU. 

• Strike a deal on services, which:

• Ensures reciprocity of regulation on licensing and collective rights    
management. This will allow UK performing rights societies, which license 
and collect royalties on behalf of the music industry, to continue to work as 
effectively as possible. 

Recommendations
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• Provides continued frictionless access in both directions for audiovisual 
services. To ensure the UK remains a leading hub for international broad-
casters, the continued mutual recognition of broadcasting licences between 
the UK and EU Member States is imperative.

• Ensures professional equipment is not subject to burdensome documen-
tation requirements and costs at EU border crossings if it is only moving 
temporarily. In the creative industries, this would include props, costumes 
and musical instruments used in European tours.

• Recognises UK data protection measures as adequate and allows for the 
free flow of data between the UK and EU.

• Maintains the mutual recognition of qualifications. This will allow      
professionals, such as architects, to continue to practise in the EU.

• Strike a deal on goods, which:

• Ensures tariff-free circulation for creative goods and materials imported 
to the UK from the EU, and reciprocal treatment for UK exports to the EU. 

• Extends the period in which creative businesses can pay VAT on imports. 
The sector has recommended a 90-day window to relieve pressures on   
micro-businesses, which make up the majority of the creative industries. 

• Continues to support the return of cultural objects that have been         
unlawfully removed from a country. The UK must also retain access to 
related Europol databases.

BEYOND THE EU:
UK government should:

• Replicate existing EU free-trade agreements with non-EU countries.

• Explore new agreements on free trade, co-production and mutual recognition 
of qualifications with established and growing markets for the creative indus-
tries such as the United States (US), China, India, South Korea and Japan.

• Support the protection and enforcement of IP globally and ensure that inter-
national conventions such as the World Intellectual Property Office’s (WIPO)  
Performances and Phonograms Treaty and the WIPO Copyright Treaty are 
included in agreements. These guarantee fair payment for UK rights holders.

• Ensure any future agreements with non-EU countries provide the following:

• Zero tariffs on creative goods and minimal administrative requirements on 
creative businesses.

• Common product standards.

• The free flow of data and the removal of data localisation restrictions which 
increase exporting costs.

• Market access for creative services.

• Maintain reduced VAT rate of 5% on artworks imported into the UK from  
non-EU countries.
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• Maintain the full VAT waiver for works imported under Temporary Ad-
mission rules from non-EU countries and increase their maximum stay to 
three months. This will minimise the financial and administrative burden on          
organisations such as museums, galleries and libraries that host artefacts and 
artworks from across Europe.

• Introduce new export support for creative industries targeting key growth 
markets. This includes export training initiatives, and tax breaks for shipping, 
translation and additional costs.

• Follow the Federation’s Global Talent Report recommendations on a non-EU 
immigration system. This includes the introduction of a visa for freelancers, 
who make up a third of the sector’s workforce in the UK.
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It’s hard to imagine the UK-EU trade 
relationship will be as good as it is 
today. So regulatory alignment will 
be crucial to the UK’s fastest-growing 
sector.

The path to a successful agreement 
will not be easy.

• The EU-Canada Comprehensive 
Economic and Trade Agreement 
(CETA), for example, excludes most 
creative services. A host of barri-
ers to trade include quotas and no 
regulatory alignment.

• The ‘Norway model’ (joining the 
European Free Trade Association 
(EFTA)) allows free movement of 
people, goods, services and capital, 
but crosses some of the Prime Min-
ister’s red lines (such as control 
over migration).

• Government has spoken of a be-
spoke agreement with the EU but it 
is unclear what this would entail. 

THE UK-EU TRADE AGREEMENT
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… and relative ease of trade is one of 
their many reasons, according to our 
membership survey in May 2017.2

UK creative exports have benefited 
significantly from the EU’s four free-
doms: the free movement of goods, 
services, people and capital. They have 
helped the UK creative industries build 
a strong and diverse talent base and 
fostered exchange, collaboration and 
innovation. 

Theatres and bands can tour easily 
and broadcasters do not suffer from a 
burden when providing their services 
across the EU. We can sell and operate 
across the EU without having to wor-
ry about barriers like having to pass 
exams to practise in architecture.  



What is clear is that ‘no deal”’ and 
reverting to World Trade Organisation 
(WTO) rules would be catastrophic for 
the creative industries:

• Tariffs would be imposed on cre-
ative goods exported to and im-
ported from the EU and creative 
businesses would have to deal with 
stringent customs rules for exports.

• Creative businesses providing ser-
vices, touring, shooting and mov-
ing temporarily for exhibitions and 
sales meetings would face higher 
costs and restrictions. 

• Broadcasters in the UK would no 
longer be able to rely on one Ofcom 
licence applying across the EU and 
they could be forced to restructure 
their operations.

• There would be a cliff edge for 
businesses with no time to adapt to 
the new rules.

• The UK would become a riskier 
place for investors.

• The WTO’s Trade-Related Aspects 
of Intellectual Property Rights 
(TRIPS) agreement would weaken 
the enforcement of UK creatives’ IP 
rights.

• Innovation will be harder, particu-
larly in the video games, publishing 
and creative tech sectors.

There are also short-term risks:

• Members tell us Brexit uncertain-
ty is already having an impact on 
their businesses and they are put-
ting in place contingency plans.

• Doubts about the government’s 
ability to fight for streamlined 
trade may hit investment.

• Some supply-chain costs have al-
ready increased because of curren-
cy fluctuations. 

Result:

21% of members will consider mov-
ing all/part of their business abroad if 
there is ‘no deal’.
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We must have a deal that continues 
the open and collaborative part-
nership we currently have with our 
European neighbours. 



Foreign Direct 
Investment post-Brexit
Continuing to attract foreign di-
rect investment (FDI) is a priority 
for Federation members. FDI is an 
investment made by a company or 
individual in a business in another 
country. 

The Government has a more specific 
definition: FDI is a 10% or more eq-
uity stake taken in a UK-registered 
company from overseas for more 
than three years with jobs created or 
safeguarded. 

In 2016-17 it identified:

• 151 creative and media FDI pro-
jects

• Creating 3,654 new jobs

• Safeguarding 89 current jobs 

[Source: “Department for International Trade In-
ward Investment Results 2016-17.” July 2017]

Many investors are attracted to the 
UK because of the creative indus-
tries’ talent, infrastructure and IP. 
But Federation members identified 
two main brakes on FDI:

• Diminished access to the EU sin-
gle market (see above). 

• Immigration restrictions limiting 
access to talent (see our Global 
Talent Report). 

If these are significantly restricted it 
will mean: 

• Less investment due to higher 
risk

• Less collaboration and co-pro-
duction – particularly bad for 
digital small and medium sized 
enterprises (SMEs), start-ups, 
television and film

• Damage to UK culture and cultur-
al diversity.
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The Royal Shakespeare Company (RSC) 
is one of the UK’s best-known theatre 
companies and is recognised for its 
artistic excellence around the world. 
Its continued success is dependent on 
maintaining that recognition and the 
freedom to operate across internation-
al boundaries.  

The theatres in Shakespeare’s home 
town of Stratford-upon-Avon are 
among the Top 10 most popular UK 
visitor destinations outside London, 
receiving more than 1 million visits 
each year. The RSC plays regularly in 
London, tours the UK and overseas, 
and broadcasts all its productions live 
in cinemas in over 20 countries. Mat-
ilda The Musical has won 85+ interna-
tional awards and played to more than 
8million people across three conti-
nents.

However, there are complex tax pro-
cedures when touring to Australia and 
the US, and international tours bring 
major logistical concerns. Containers 
of sets and equipment wait five days to 
enter New York – compared to playing 
in London on a Saturday night, pack-
ing up on Sunday, fitting up in Paris 
on Monday and performing on Tues-
day with no customs wait at all.

The RSC has forged close collabora-
tions across the world with cultural 
partners, education organisations and 
supporters, receiving regular and sig-
nificant sponsorship and philanthropic 
support. It has a long-standing cul-
tural exchange programme with Chi-
nese theatre companies, writers and 
artists.

The future of its exports is both dig-
ital and physical. Digital content will 
be distributed through Live From, 
and education streaming and phys-
ical exports will take place through 
touring and education commercial 
partnerships. International commer-

Case Study: 
Royal Shakespeare Company, Stratford-upon-Avon
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cial education partnerships and new 
online streaming platforms are start-
ing to play an important role in its 
income-generation strategy. The RSC 
wants to see a digital infrastructure 
which allows it to be competitive in a 
global marketplace.

Credit: Royal Shakespeare Company



What opportunities, trends and future 
agreements can we look forward to?

New markets are emerging. The ex-
panding middle class in nations from 
Chile to China has led to rapid growth 
in the global appetite for creative 
goods and content. These markets 
are not always easy to access – China 
tightly controls market entry for for-
eign films and television which means 
that it can be difficult to sell British 
television or films there. But Chinese 
gamers are very interested in the top 
Western PC franchises.

audiences and grow globally. This is a 
boon for creative businesses, which on 
average employ fewer than four peo-
ple. 

The creative tech and games sectors 
have spearheaded this shift and sectors 
such as publishing and audiovisual 
are exploring innovative new business 
models. Developers are already looking 
beyond existent ‘digital exports’ to VR, 
blockchain and augmented reality.

Data collection, aggregation and trans-
fer across borders can drive innova-
tion, productivity and economic com-
petitiveness. Global digital platforms 

BEYOND THE EU
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Diane Banks, Diane Banks Associ-
ates Literary & Talent Agency

“Investors are much more interested in 
our access to North American and Asian 
markets than the EU as these markets 
offer the highest growth potential, par-
ticularly when dealing with an Eng-
lish-language product. Leaving the EU 
will also present exciting opportunities 
to innovate and be more competitive.”

To make new trade deals, we first need 
to agree our future relationship with 
the EU and stabilise our current trade 
relationships with non-EU countries. 
Any deviation from the current rela-
tionships must be in consultation with 
the industries affected. 

We have trade deals with 65     
countries via the EU and these must 
continue on the same terms after 
Brexit.

Government must look beyond the 
current trade landscape. Exports are 
changing. Some sectors only gain 
modest revenues from new digital 
technologies today, but the digital rev-
olution is opening up opportunities for 
businesses of all sizes to reach new 



are enormous sales forums for more 
than just creative tech – from music, 
to film, to designs, to branding. Crea-
tive entrepreneurs from all industries 
are selling online. 

Video on-demand services such as 
Netflix and YouTube and catch-up 
television services such as BBC iPlay-
er and Sky Go are providing access to 
programmes and films globally in a 
new way. Whilst traditional cinema 
will most likely continue to be impor-
tant, digital distribution will grow as 
today’s audiences age. 

Young people aged 16-24’s viewing:

• 33% via on-demand 

• 14% via short-form video content 
such as YouTube 

[Figures for 2016. Source: “Public Service Broadcast-
ing Annual Report 2016.” Ofcom, July 2016.]

Sales of physical books rose 7% in 
2016 while digital books have provided 
a new source of revenue for publish-
ers.7 Newspaper publishing has also 
moved more and more towards at-
tracting readers online.

Even in areas like fine art where the 
product is not often available online, 
the method of selling has changed. 
While some prefer the traditional 
route, 64% of global art and antique 
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Jairaj Mashru, Creative Industries 
Federation International Council 
member, and Director of Customer 
Innovation, Salesforce India 

“Blockchain is a new technology which 
has implications on trade that go be-
yond payments and ledgers. The pow-
er of distributed computing will soon 
surpass cloud computing and change the 
way businesses organise their supply 
chains, data and service channels. It 
will affect global trade and logistics in 
the same way that the internet democ-
ratised information and gave rise to 
globalisation.”  

dealers now sell online.8

At the same time, the digital age has 
introduced new challenges which must 
be addressed. Online piracy threatens 
innovation, investment and under-
mines the circulation of legal cultural 
goods and content. 

Over the last few years, infringement 
of rights has grown exponentially with 
the rise of large profit-driven online 
platforms offering consumers illegal 
copies of digital content and counter-
feit physical goods. They often operate 
anonymously to avoid law enforce-
ment, do not respect legal require-
ments, are linked to organised crime 
and pose a significant risk to consum-
ers through fraud and malware.

We must open dialogue with other 
countries to establish relations that 
guarantee the protection of UK rights 
holders, whilst developing new and 
better ways to protect creative busi-
nesses from online infringements. 

Tamara Rojo, Artistic Director and 
Lead Principal dancer, English Na-
tional Ballet

“In our constant efforts to reach new 
and bigger audience numbers a digital 
output is becoming an essential part of 
any marketing and outreach strategy 
in the performing arts. Creating this 
content always demands a considerable 
investment that very rarely and only 
after many years might return a profit.”



Spektrix is a cloud-based software 
provider specialising in ticketing and 
marketing for arts and entertainment 
organisations. Founded in London in 
2007, it now counts more than 280 
customers in the UK and Ireland, with 
a growing footprint of 50+ customers 
in North America.

Spektrix’s near-term export efforts 
are focused on North America, as the 
US and Canada share the UK’s market 
emphasis on developing audience rela-
tionships. (Europe is further behind in 
this regard). 

While Spektrix faces more competition 
in North America, available technology 
for arts and entertainment organisa-
tions is low quality. The company has 
identified a market gap for Software as 
a Service (SaaS) that meets the com-
plex needs of creative industries.

Cloud technology offers easy scalability 
and data-hosting anywhere so Spek-
trix can deploy its solutions quickly 
to North American arts organisations 
– even smaller venues that would 
ordinarily be priced out of the leading 
software options.

“We believe that the future of the 
entertainment industry lies in organ-
isations holding direct, 1-2-1 conver-
sations with their audiences, whether 
they are venues, artists or promot-
ers,” says Michael Nabarro, Spektrix 
co-founder and CEO. “This is already 
happening in theatre and we are in an 
excellent position to help other indus-
try verticals in North America remove 
the intermediaries from their customer 
relationships.”

While Spektrix eyes continued glob-
al growth, it remains committed 
to the UK as its home base. It sees 
post-Brexit global trade and freedom 
of movement as essential to UK tech-
nology exports.

Case Study: 
Spektrix
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The UK, particularly London, is the 
global centre for the advertising in-
dustry. 

Export of advertising services:

• worth £4.3bn to UK economy

• >1/3 of Top 20 UK ad agencies’ 
revenue = almost £300 million 

• advertising exports to Europe = 
61%

 
[Sources: “Advertising Pays 6: World Class Talent, 
World Class Advertising”, Advertising Association, 
Linkedin. Produced by Credos, October 2016; “Brexit: 
The story so far,” Advertising Association, 2017]

There are Brexit concerns:

• 100 out of 150 companies say the 
UK is now a less attractive place to 
do business

• 38 have already lost business

[Source: Advertising Association poll of 150 companies 
on employment, business opportunity and investment 
post-Brexit]

But there is optimism too. Most busi-
nesses surveyed have not changed 
their investment decisions.

• 71% have made no changes to UK 
investment plans

• 75% have not changed investment 
in non-EU markets

• 10% believe Brexit is an opportu-
nity for growth

[Source: Ibid.]

WHAT EACH SUB-SECTOR 
NEEDS
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Nene Parsotam, VINE Creatives, 
London

“We work with brands within the UK 
African diaspora, as well as on the con-
tinent, primarily in Ghana and Nigeria. 
We assist with building businesses here, 
expanding into those territories, and 
vice versa. As UK brands look to reach 
beyond their usual customer bases, the 
African market is increasing in popular-
ity, offering unique business opportuni-
ties and strong economic growth. Gov-
ernment should support these initiatives 
to ensure businesses can access these 
markets at a time of change for indus-
try, both here and on the continent.”  

Compiled from evidence gathered from members including freelancers, micro-busi-
nesses, large companies and trade bodies. 

Advertising and 
Marketing



Major policy concerns: 
 
Talent
 
The success of British advertising is 
built on its talent. 

Advertising and marketing jobs:

• 1 million in the UK

• 1 in 18 people in London (more 
than New York or Amsterdam)

• 3x more workers moved to London 
from overseas than to New York

• The UK has the most diverse work-
force of the major international 
advertising hubs.

[2015-16 Figures. Source: “Advertising Pays 6”]

Advertising is symbolic of the UK’s 
global ambition and potential. UK 
advertising is seen as the best in the 
world – international talent wants to 
come here to work, and UK-trained 
staff are highly prized in cities across 
the globe. Companies place their global 
accounts in London because of the 
UK’s gold-standard reputation, and 
because the UK offers a talent pool that 
provides the skills, linguistic ability 
and cultural awareness to handle glob-
al clients. 

18

Recommendation:
 
Follow the Federation’s Global 
Talent Report recommendations 
to ensure advertising businesses 
can continue to hire the best and 
brightest talent from around the 
world, and UK advertising workers 
benefit from the ease of movement 
for temporary visits in the EU.
UK workers must be able to conduct 
business visits, temporary work, 
inter-company transfers or second-
ments to third markets.



Free flow of data

The transfer and use of user data 
across borders is vital to digital adver-
tising and market research campaigns. 
We welcomed the government’s pro-
posal for a new deal that recognises 
the UK’s deep alignment with the EU 
on data protection policy and contin-
ues to take full part in the European 
Data Protection Board. Linked to this 
is the EU-US Privacy Shield, covering 
transatlantic exchanges of person-
al data for commercial purposes. If 
the UK is out of this post-Brexit, we 
strongly recommend negotiating a 
separate UK-US Privacy Shield. 

Leaving the EU could create a two-tier 
system. The UK would no longer be 
bound by rules governing the rest of 
the EU, whether in the form of new 
legislation or in decisions of the Eu-
ropean Union Court of Justice. The 
government is taking steps to ensure 
that the provisions in the General 
Data Protection Regulation (GDPR) 
are in UK law. However, a draft eP-
rivacy Regulation is currently under 
consideration in the EU, which deals 
with issues such as online marketing. 
Whilst it had been anticipated that this 
regulation would come into force at 
the same time as GDPR, this no longer 
appears to be feasible. Government 
will need to consider its position in the 
event that the regulation does not take 
effect until after Brexit.
 

Audiovisual services

Under the EU’s Audiovisual Media Ser-
vices Directive, multinational broad-
casters with European headquarters 
in London can acquire a single licence 
from Ofcom to broadcast their chan-
nels to the whole of the EU. This bene-
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Recommendation:

Ensure an agreement with the EU 
enables advertising businesses and 
media owners to benefit from key 
regulatory frameworks for data 
protection.

fits the whole creative chain, including 
advertisers and advertising agencies, 
as broadcasters can transmit their 
pan-European advertising campaigns 
to other EU states.

Trade promotion
 
Brexit poses a threat to the UK’s posi-
tion as an international hub for ad-
vertising and marketing. Government 
should use the opportunity of Brexit to 
promote this sector internationally to 
boost exports and inward investment 
from global businesses.

The industry’s largest export market 
for advertising and marketing servic-
es is the EU, particularly France and 
Germany. Key markets outside Europe 
include the US/North America, China, 
Japan, Hong Kong, the Middle East 
and India.

The sector is concerned about barriers 
to international trade such as restric-
tions on importing and broadcasting 
foreign-produced television commer-
cials.

Recommendation:

Ensure an agreement with the EU 
enables advertising businesses and 
media owners to benefit from key 
regulatory frameworks for audio-
visual media services.

Recommendationx:

Continue to work with the sector to 
promote UK advertising and market-
ing communications services inter-
nationally and maintain the UK’s 
world-leading position.

Audit high-growth territories to 
assess opportunities for advertising 
and marketing.
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UK architecture is a global success 
story. UK architects are behind icon-
ic buildings across the world, with 
ground-breaking British buildings on 
every continent. 

The sector already works globally: 

• £4.8bn added to the UK economy 
every year

• £1bn generated in exports. 40% of 
exports to the Middle East and 17% 
of exports to the EU

• Largest exporter of architectural 
services in EU. 20% of exports = 
£474m from work overseas

• £2.5bn generated by Royal Institute 
of British Architects (RIBA) Char-
tered Practices in 2016

• 1 in 5 architects are planning to 
expand abroad

[Sources: “Global Talent, Global Reach”, RIBA Archi-
tecture and Frontier Economics, December 2017; RIBA 
Brexit Survey; RIBA Business Benchmarking]

The EU plays a vital role as a step-
ping stone to markets further afield 
for many of the small businesses that 
make up most of the sector.

Major policy concerns: 
 
Mutual recognition of qualifications 
with EU
 
Currently, two EU directives9 provide 
the basis for the pan-European recog-
nition of regulated professions.10 The 
UK has transposed these regulations 
as the European Union (Recognition of 
Professional Qualifications) Regula-
tions 2015. 
 
There are three primary routes to mu-
tual recognition: 

• Automatic recognition – for pro-
fessions with harmonised min-
imum training conditions (i.e. 
nurses, midwives, doctors (GPs and 
specialists), dental practitioners, 
pharmacists, architects and veteri-
nary surgeons).

• General system – for other regu-
lated professions such as teachers, 
translators and real estate agents.

• Recognition on the basis of pro-
fessional experience – for profes-
sional activities such as carpenters, 
upholsterers and beauticians etc.

For EU27 architects looking to work 
in the UK, the Architects Registration 
Board (ARB) oversees the administra-
tion. UK architects can work in other 
EU countries using a similar process 
with national registration bodies. 

• 1 in 4 architects registered in the 
UK are EU nationals

[Source: “ARB’s Annual Report 2016.” Architects 
Registration Board, June 2017.]
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RIBA has said that “a trade deal 
with the US could open up new oppor-
tunities for the UK architecture sector. 
Further infrastructure spending in the 
US also provides further opportunities 
for the UK. The US has a skills shortage 
in areas such as heritage that the UK 
can fill.”

Architecture



The UK’s international competitive-
ness relies on UK firms attracting and 
retaining the most talented staff from 
across Europe. This also applies to UK 
schools of architecture, which recruit 
significant numbers of students from 
the EU. This expertise has won UK 
firms contracts around the world, from 
transport infrastructure to large com-
mercial premises and sports stadia. 
Without the mutual recognition of 
qualifications, this would not be pos-
sible. 

Mutual recognition of qualifications 
with new territories

Leaving the EU creates opportunities 
with growing markets such as Latin 
America, India, China and the Gulf as 
well as architecture’s largest trading 
partners the US and Australia.  
 
There are barriers, however. The UK 
has no mutual recognition agreements 
with countries outside the EU and the 
ARB has decided not to develop a uni-
lateral recognition system for archi-
tectural qualifications from outside the 
EU. This has added complexity when 
securing specialist staff with local 
knowledge and it has hindered further 
international expansion. In the US the 
situation is complicated by state-level 
decision making (although the US ar-
chitectural authorities have deals with 
Canada, Australia and New Zealand.) 
 
For architects who qualified outside 
the EU and want to work in the UK, 
the process is costly and time con-
suming. Non-EU architects need to 
pass the ARB’s examinations and must 
complete a Part 3 Examination in Pro-
fessional Practice and Management at 

a UK school of architecture before they 
can register in the UK. 

Similar requirements can also apply to 
UK architects looking to work outside 
the EU. 

Common product standards 

Harmonised product standards set 
in Europe have promoted invest-
ment, driven up quality and cut costs 
through economies of scale. Stand-
ards set in Europe have become global 
standards. 

The UK is a leading member of the two 
main bodies responsible for setting 
and monitoring European standards in 
the construction sector: the European 
Committee for Standardisation (CEN) 
and European Committee for Electro-
technical Standardisation (CENELEC). 
They have shaped government policies 
and driven innovation, such as the 
CEN/TC442 BIM standard which has 
helped the UK embrace digital con-
struction. 

Continued participation in CEN and 
CENELEC is essential to ensure we 
continue to influence the development 
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Recommendation:
 
The UK and EU should maintain 
the mutual recognition of qualifi-
cations reflected in the principles 
of the Professional Qualifications 
Directive (PQD).

Recommendations: 

The UK should encourage regulators 
to open discussions with new part-
ners for the mutual recognition of 
qualifications. This will enable easier 
access to those markets for UK-qual-
ified architects, but also ensure that 
the UK has access to global talent. 

The UK should seek to reduce the 
regulatory burden of employing ar-
chitects trained abroad by promoting 
unilateral recognition. Mutual rec-
ognition may not always be possible 
in the short term, so UK registration 
bodies should approve non-EU ar-
chitects where the quality of train-
ing and professional practice in their 
country is broadly equivalent to the 
UK.



of European standards.  Membership 
of these bodies is not contingent on 
being a member of the EU and it is im-
portant to note that many parts of the 
sector fall under European standards 
because of quality-assurance stand-
ards and insurance contracts. 

 

With thanks to RIBA for their assistance 
with these recommendations.
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Recommendation:
 
Continue membership and UK in-
fluence in European Committee on 
Standardisation (CEN) and Europe-
an Committee for Electrotechnical 
Standardisation (CENELEC).



Exhibitions

British museums are among the best 
in the world. Many export their brand 
across the globe by lending their name 
and expertise to museum launches 
in countries developing their creative 
industries.

Museums work internationally 
through:

• Movement of objects – artworks or 
cultural artefacts from UK muse-
ums and galleries, either singularly 
or as a touring exhibition. Export-
ing cultural artefacts to interna-
tional museums allows a diverse 
audience to see them. It also gives 
the museum, and the UK more 
broadly, a higher profile on the 
world stage. 

• Consultancy and skills sharing – 
UK staff travel abroad to support 
exhibitions, share specialist skills 
or offer insight into a topic. With a 
touring exhibition, the UK museum 
often consults alongside physical 
loans.

• Research and conservation – spe-
cialists from UK museums join 
international research projects 
(often through a Higher Education 
institute) to collaborate, teach or 
broker partnerships. UK staff travel 
abroad to give expert advice on 
conservation or protecting a coun-
try’s heritage.

• Digital and learning – sharing 
digital skills with emergent econ-
omies either through direct teach-
ing on how to digitise collections 
or assistance in building up digital 
resources.11

Most loans from British museums go 
to museums in Europe: 

National Gallery in London 

Loans in:

90% from the EU 

Loans out:

62% to the EU 
22% to the UK
16% to non-EU countries

National Galleries of Scotland 

Loans in:

55% from the EU
37% from the UK
8% from non-EU countries

Loans out:

67% to the EU 
29% to the UK
4% to non-EU countries 

[Figures 2016-17. Sources: Data provided by The Na-
tional Gallery and National Galleries of Scotland]

However, Asia and the Middle East are 
expanding markets. Over five million 
people saw objects lent by the UK’s 
Science Museum, the V&A and the 
British Museum at the Urban Footprint 
Pavilion at the 2011 World Expo in 
Shanghai. Japan, United Arab Emirates 
and Dubai are also major markets for 
UK touring exhibitions with new mu-
seums in Asia offering huge potential 
for UK museums.

UK museums also borrow exciting 
things from abroad to show at home 
which enrich UK exhibitions. The UK’s 
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rich cultural offer is a major draw for 
international tourists. Museums also 
allow audiences abroad to access UK 
collections. We have been ranked sev-
enth in the world for cultural resources 
by the World Economic Forum. 

• 37.6m overseas visitors to the UK 
spent £22.5bn

• Visits to Natural History Museum, 
Science Museum and V&A Muse-
um: 10.9 million yearly

• Visits to the city of Barcelona: 9m 
yearly

[2016 figures. Sources: Visit Britain, visitor attrac-
tions latest results; Statista, number of tourists in            

Barcelona]

Noura al Kaabi, Minister of State 
for Culture and Knowledge Devel-
opment of the United Arab Emirates 
and twofour54

“The UAE and the UK continue to have 
strong trade ties in sectors such as 
energy, aviation and healthcare. This 
bilateral exchange has been beneficial 
for economic growth in both countries. 
I look forward to increased collabo-
ration between our cultural fields as 
well, especially since the UK has been 
so successful in the fields of art, design 
and museum building. The UAE views 
cultural creation as an essential aspect 
of our development, and we anticipate 
participating in that development in the 
future alongside the UK.” 
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The V&A has collected in China from 
its very earliest years, and now holds 
one of the most comprehensive and 
important collections of Chinese art 
and design outside China, totalling 
around 18,000 objects. Its longstand-
ing relationship with China has been 
strengthened over the years through 
loans, curatorial exchanges and joint 
research projects, as well as through 
exhibitions with museum partners and 
other venues in China. This includes 
the first V&A digital art exhibition at 
CAFA in Beijing in 2010.
 
The V&A has been working in collabo-
ration with the China Merchants Group 
since 2014, supporting the develop-
ment of a new design institution in 
Shenzhen, called Design Society. This 
is the first collaboration of its kind 
between an international museum and 
a Chinese state-owned enterprise. The 
partnership sees the V&A sharing its 
collections and expertise internation-
ally, but is also a means of diversifying 
its sources of revenue, to support the 
broader ongoing work of the museum.

Shenzhen is emerging as a major de-
sign hub, with more than 6,000 design 
firms. It is seen as the heartland of 
the Chinese creative industries with 
its megacity population of 11.9 million 
people. 

Design Society is a new cultural hub, 
designed by Maki, featuring the V&A’s 
first international gallery. It opened 
in December 2017 with the exhibition 
Values of Design, featuring 250 objects 
from the V&A’s collections, blending 
contemporary and historic, Chinese 
and international objects. It therefore 
provides historical depth and an in-
ternational context to the fast-paced 
design scene in southern China. The 
V&A will send two touring exhibitions 
there in 2019 and 2020.
 

Case Study: 
Victoria & Albert Museum (V&A), London

The museum also provides wide-rang-
ing professional advice and training, 
including training 140 volunteers from 
Shenzhen University and the broader 
community.
 
The V&A has had an international 
outlook since it was established af-
ter the Great Exhibition in 1851 – the 
first World’s Fair – with a mission 
to connect objects of art and design 
with audiences across the world. But 
it was keen to ensure that its work in 
Shenzhen was informed by the local 
community. It held panel discussions, 
family shops and audience research 
discussion groups. Staff worked with 
universities, design schools, mak-
er-spaces, museums and studios in 
Shenzhen and other Chinese cities. It 
will continue to work with this net-
work to increase public awareness of 
design through debates, events and an 
educational programme.
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Art market

The UK also has a strong art dealer 
market and auction market for art and 
antiques. There are more than 600 
art dealers UK-wide, the majority in 
London.
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The picture is mixed: 

UK art exports were down one third 
and imports down one fifth in 2017, 
part of a global slowdown also af-
fecting the US and Hong Kong. But a 
weaker pound brings benefits: London 
sales did well in July 2017, surpassing 
£1 billion at Christie’s and Sotheby’s.

Moreover, the biggest trend in the pri-
vate art market is online sales which 
is opening up new opportunities. The 
European Fine Art Foundation’s an-
nual report highlighted: “E-commerce 
is expanding the outreach to global buyers 
and providing unprecedented exposure for 
emerging artists.”

Arthur Laidlaw, artist, Oxford and 
Berlin

“Currently I can ship works for exhibi-
tion around the EU with comparative 
ease and low costs. This has allowed me 
to exhibit in shows in which I wouldn’t 
otherwise have been able to exhibit; 
for example, a charity auction in Berlin 
earlier this year would have been a much  
greater financial burden.” 

Matthew Slotover, Co-Founder, 
Frieze 

“With two art fairs – Frieze London and 
Frieze Masters – taking place in tandem, 
Frieze brings hundreds of international 
galleries to exhibit in London every Oc-
tober, functioning as a major commercial 
hub and cultural platform.”

Two thirds of dealers expect an in-
crease in online sales in the future – 
but nearly as many expect more sales 
via international art fairs, underlining 
the importance of art fairs such as 
Frieze London for art market prosper-
ity.



Major policy concerns:

Circulation of artwork

For exports, the UK export licensing 
system combines UK and EU law:

• A UK licence is required to export 
cultural property from the UK to EU 
member states. 

• An EU licence is required to export 
cultural property to the rest of the 
world. 

The UK Export Licence Unit has a very 
good reputation for efficiency within 
Europe. Many artworks are first sent 
from within the EU to the UK before 
acquiring a licence to be exported out-
side the EU.13 

Contemporary art (produced within the 
last 50 years) is exempt from individ-
ual licensing if it is worth less than 
£180,000, but EU licensing laws set 
the limit at £117,567.12 Brexit could of-
fer scope for contemporary artists and 
dealers to refine these categories.

The 5% VAT rate on artworks imported 
into the UK from non-EU countries is 
the lowest in the EU and an important 
competitive advantage for the UK mar-
ket. Private collectors import artworks 
into the UK and then transport them to 
another EU member state. 

For temporary and touring exhibitions, 
artworks imported into the UK from 
EU businesses and vice versa current-
ly benefit from zero duties. Once we 
leave the EU, this could be preserved 
under the UK’s Temporary Admission 
rules which currently applies zero VAT 
and duties to artworks temporarily 
imported from non-EU countries.

However, costs could increase if we 
lose the benefits of EU customs rules 
which reduce documentation require-
ments, transit fees and delays. This 
would impact small galleries and deal-
ers in particular and could diminish 
the UK’s cultural appeal. It is therefore 
essential to reach an agreement with 

the EU so that artworks and other cul-
tural works continue to benefits from 
ease of movement.

For exports to EU individuals, UK busi-
nesses will have one advantage after 
Brexit. They currently charge 20% 
VAT, but post-Brexit the goods would 
be zero-rated.
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Recommendations:
 
Agree a reciprocal arrangement to 
ensure artwork and cultural artefacts 
imported into the UK and exported to 
the EU temporarily and permanent-
ly continue to receive an exemption 
from duties and burdensome cus-
toms regulations.

Maintain 5% reduced VAT rate on 
artworks imported into the UK from 
non-EU countries.
 
Maintain zero-VAT rate on artworks 
imported into the UK from the EU, 
and reciprocal treatment for UK ex-
ports to the EU.
 
Continue to waive VAT on artworks 
imported under Temporary Admis-
sion and increase the maximum 
length of stay to three years to facili-
tate temporary and touring exhibi-
tions.

Increase payment terms to 90 days 
in line with regular VAT payment 
terms.



Janet Archer, Creative Scotland:

“Creative Scotland works internationally to ensure Scotland remains a success-
ful and distinctive creative nation connected to the world.  It is important that 
we continue to support artists to take their work overseas and showcase Scot-
land’s creativity at festivals and cultural events across the world; and support 
the presentation of international work here in Scotland.”
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Unlawful removal of cultural objects 
and monitoring of criminal activity

UK lenders loaning cultural objects to 
the EU are protected by an EU direc-
tive14 requiring member states to en-
sure loans are returned afterwards. UK 
enforcement bodies also benefit from 
Europol databases which monitor the 
illegal trafficking of cultural property. 
Continued access to this falls under the 
jurisdiction of the European Court of 
Justice.

 
 
Consumer rights 

The European Consumer Rights Direc-
tive 

15 sets core rules regulating con-
tracts between traders and consumers 
across the EU: 

• The right of the consumer to cancel 
a sale without giving any reason or 
incurring costs.

• The obligation for a dealer selling 
on consignment to disclose the 
identity and address of the con-
signor.

This is relevant for private art mar-
ket “distance sales” conducted online 
or “off-premises”, for instance at a 
meal, theatre or football match. It does 
not apply to sales taking place on the 
premises of dealers and gallerists.

Public auctions are exempt from the 
right to cancel. If a sale is cancelled 
it means the artwork cannot be re-
sold at public auction for a period of 

Museums & Galleries Tax Relief

Museums can import goods from out-
side the EU without paying duty and 
VAT. The items must be of a scientific, 
cultural or educational nature and not 
for sale. Museums must keep a record 
of the artefacts and use them exclu-
sively.
 

Copyright and digitisation
 
UK copyright law is set out in the 
Copyright, Designs and Patent Act 
1988 but is also informed by the EU’s 
framework protecting IP rights. This 
framework is currently being updated 
in the Digital Single Market proposals, 
including a new Copyright Directive.

The new directive includes a harmo-
nised preservation exception allow-
ing museums and archives to digitise 
heritage works as long as they gain no 
direct or indirect financial benefit. EU 
member states currently take differ-
ent views on the interpretation of the 
exception such as how many copies 
can be taken or what format can be 
used. Digitisation of collections opens 
cultural heritage works to the public 
and will be of great importance for 
academic research. 
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Recommendation:
 
Ensure the EU’s museums and 
galleries tax relief continues, facili-
tating temporary and touring exhi-
bitions.
 

Recommendations:
 
UK government should continue to 
participate in Digital Single Market 
discussions at EU level to encourage 
mass digitisation of cultural heritage 
across the EU. 

The UK should push for a harmonised 
approach to digitisation of cultural 
heritage, including format shifting.

This should be replicated in UK law 
if the Copyright Directive is not in 
force before Brexit.

Recommendations:
 
Maintain reciprocity in the return of 
unlawfully removed cultural objects 
with the EU.
 
Maintain access to Europol databas-
es.



years, which depresses the market and 
prejudices the seller by questioning 
authenticity. This only applies if con-
sumers attend the auction in person, 
but should be extended to those who 
inspect the lot prior to sale.

Disclosing the identity of a consign-
or is at odds with art world business 
methods, which usually rely on ano-
nymity. This protects personal privacy 
(such as when individuals sell because 
they are in debt) and allows institu-
tions to quietly sell unwanted objects 
in their collections. Dealers broker the 
sale and take a commission. Auction-
eers are not subject to this law, but 
online auctioneers are.

With thanks to Frieze, Boodle Hatfield and 
the National Museum Directors’ Council for 
their assistance with these recommenda-
tions.
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Recommendations:
 
Ensure reciprocal rules between the 
UK and EU on consumer protection 
laws going forward. This should 
reflect the growth of online auctions. 
Public auctions should be exempt if 
the consumer inspects the lot pri-
or to the sale and online auctioneers 
should also be exempt from revealing 
the identity of their clients to buyers.



The Barbican Centre is one of the 
world’s leading arts centres, home to 
two art galleries, two theatres, three 
cinemas, a concert hall and a tropical 
conservatory. 

It regularly exports exhibitions and 
theatre productions internationally. 
Over the last year it has toured work to 
16 countries. 

Exhibitions: 

Designing 007 – 50 years of Bond 
Style, Digital Revolution and Game On 
toured to cities including Athens, Du-
bai, Istanbul, Oslo, Paris, Prague, Rio 
de Janeiro, Rome and Sao Paulo. 

The World of Charles and Ray Eames, 
The Vulgar and Ragnar Kjartansson 

Case Study: 
Barbican Centre, London

Credit: Jan Versweyveld, Barbican/Toneelgroep Amsterdam, Obsession, Jude Law

toured to Umea (Sweden), Lisbon, Vi-
enna and Washington DC. 

Theatre:

The co-produced Obsession, starring 
Jude Law, toured to Amsterdam, Lux-
embourg and Vienna.

Zender’s Winterreise toured to New 
York, Perth and Taichung.

As so much of its trade is with Europe, 
ensuring a positive future trading re-
lationship with the EU is a real priority 
for the Barbican. This means no new 
tariffs, streamlined movement of peo-
ple, productions and exhibitions across 
borders, continued co-productions 
with European partners and no extra 
costs or bureaucracy.
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The audiovisual sector’s success, 
creative-sector tax reliefs, UK infra-
structure and the UK’s access to the EU 
single market for services have helped 
make the UK a very attractive desti-
nation for inward investment across 
the screen sectors (film, television, 
animation, video games). The vast 
majority of this inward investment has 
come from the US – where investment 
in content production is escalating 
rapidly to service companies such as 
Netflix, Amazon and Apple. Alongside 
this, many international broadcasting 
channels have established their Euro-
pean headquarters in the UK.

Audiences on all sides have enjoyed 
the benefits of this trade. EU rules and 
the Council of Europe Convention on 
Transfrontier Television have facili-
tated the free flow of superb content 
and it is vital that UK and EU negoti-
ators find a way to carry this forward. 
This is uniquely challenging in light of 
the past EU preference to exclude the 
audiovisual sector from trade agree-
ments.

Audiovisual
 
The film, television, VFX and anima-
tion sectors are global success stories. 
The UK has one of the largest audio-
visual sectors in the world:

• Worth £15.36bn to UK GVA (gross 
value added)

[2016 figure. Source: “DCMS Sectors Economic Esti-
mates 2016: GVA.” DCMS, July 2017]

It produces audiovisual works reflect-
ing British culture and values. British 
works are known worldwide and are 
a fundamental part of the UK’s soft 
power. We welcome international 
collaboration and share our creative 
services and products with the world.

Britain has become a true centre of 
excellence in this sector.

This trade is a two-way street: the UK 
is in turn a leading market for oth-
er countries’ audiovisual exports and 
investment.
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Britain has become a true centre of excellence 
in this sector



Asra Ali-Khan, Liquid TV, London

“Our greatest concerns are staff hiring, 
tax on invoicing, additional legal and ad-
min costs, and being less competitive than 
other Member States. The introduction 
of tariffs could raise overheads and costs 
with regards to production.” 
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Major policy concerns
 
Movement of talent and equipment  
 
EU customs rules mean UK production 
companies face fewer expenses and 
no restrictions when they move peo-
ple, costumes, props and equipment 
temporarily to shoot their productions 
in European locations. The ability to 
shoot all over Europe has helped UK 
production companies raise production 
finances from public funds in Europe, 
engage in co-productions with Euro-
pean partners and reach new European 
audiences.
 
Zero tariffs and restrictions have 
helped audiovisual businesses and 
monetise their IP through toys, books 
and video games in Europe

Recommendations:
 
Ensure a mutually beneficial trade 
arrangement continues to remove 
burdensome documentation re-
quirements, levies and costs at EU 
border crossings for temporary 
shoots.

Follow the Federation’s Global 
Talent Report recommendations 
to ensure best possible access to 
audiovisual workers from around 
the world (permanent and tempo-
rary). UK audiovisual workers must 
also be able to move temporarily to 
shoot in European locations.



Bait Studio is a VFX studio based in Cardiff 
Bay and has a sister animation company.

The animation industry is project 
based, so our exports can vary year 
on year. Currently at our animation 
sister company we have a commis-
sion called Luo Bao Bei from Chinese 
media company Magic Mall which is 
being sold throughout the world. Other 
series we’ve co-produced with Magic 
Mall include Olobob Top, Toot the Tiny 
Tugboat and feature animation Ethel 
and Ernest. This collaboration shows 
the level of confidence that China has 
in UK creative industries.

The increase in digital viewing by con-
sumers has seen the biggest growth 
in countries without a longstanding 
tradition of children’s and young adult 
programming. The demand for anima-
tion is growing and the UK is ideally 
placed to offer quality ideas that ap-
peal to a wide audience. 

Case Study: 
Jon Rennie, Bait Studio, Cardiff

We would like to do more work with 
US companies on the VFX side and see 
more of our work perhaps reaching 
South America and the Far East for 
animation. As animation is already a 
global business, this would be a nat-
ural part of our working with larger 
partners. Our recent VFX work has 
raised our profile and we now have a 
better reputation, so are able to be part 
of discussions at an earlier stage.

Our biggest concern is that we are no 
longer able to feed into discussions 
regarding the Digital Single Market.
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Lady Macbeth is a 2016 British dra-
ma. The film was part of a low-budget 
production slate “iFeatures” co-fi-
nanced with public funding, where 
the objective is to support new talent. 
It is the first feature film for both the 
writer and the director and showcas-
es rising talent Florence Pugh. It was 
shot in the north of England.

The film was critically acclaimed and 
had its world premiere at the Toronto 
Film Festival, then the San Sebastian 
Film Festival, London Film Festival, 
Sundance Film Festival and many 
more. Sales have been very strong. 
After a significant UK/US deal at To-
ronto, the rest of the world followed. 
In Europe, all territories have sold out 
and the majority have released. The 
audience numbers have been strong – 
especially in France (almost €900 box 
office) and Spain (€580 box office). 
It is very likely that most European 
distributors would have received auto-

Case Study: 
Lady Macbeth

matic support under the EU’s Creative 
Europe programme.

The film has been a success because it 
focuses on the strong female protag-
onist – women are currently driving 
cinema admissions in many countries. 
In the UK the distributor received a 
large subsidy to support their release 
vision and this paid off – the film 
broke out to reach a wider, younger 
audience on 100+ screens. This will 
have inspired other territories.
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Audiovisual services
 
The Audiovisual Media Services 
(AVMS) Directive outlines a minimum 
set of regulations for television broad-
casters established in the EU, including 
content quotas requiring broadcasters 
to reserve a majority of their trans-
mission time for “European works”. 
 
It reduces the obstacles for UK-based 
channels providing services in multiple 
European territories. It makes it easier 
for British SMEs to scale up and reach 
new audiences abroad. In exchange, 
the UK has opened its large market to 
services licensed anywhere in the EU, 
benefiting consumers and businesses 
on both sides. 
 
It has helped to encourage many 
international channels to base them-
selves in the UK – with our receptive 
business climate offering skills, in-
frastructure, English language, a large 
domestic market, transport links and 
world-class IP protections, as well as 
access to the single market for servic-
es. 

The Commercial Broadcasters Associ-
ation highlights in its recent briefing 
that these channels provide signifi-
cant investment and add to the critical 
mass of the UK television sector. They 
could be forced to restructure their 
operations if UK broadcasting licences 
no longer apply to the EU27.
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Copyright and circulation

The UK offers one of the strongest 
IP frameworks in the world, help-
ing make the UK audiovisual sector a 
global leader and the UK an attractive 
place for investment. Weakening this, 
for example by introducing a ‘fair use’ 
system or relying on the WTO TRIPS 
agreement, could have serious conse-
quences.
 
Government should aim to strengthen 
copyright enforcement online whilst 
supporting the widest possible access 
to audiovisual works, for example for 
education purposes. 

Rights holders’ contractual freedom to 
sell exclusive rights territory-by-ter-
ritory is essential to production fi-
nancing and the distribution of UK 
audiovisual works in Europe. Whilst 
we remain a member of the EU, gov-
ernment should argue against Digital 
Single Market initiatives threatening 
contractual freedom – for example, on 
geo-blocking (explained on page 46) 
and pay-TV.16

 

Recommendation:
 
It is important to secure an agree-
ment with the EU on reciprocal 
trade for frictionless access in both 
directions for audiovisual services.

Recommendations:
 
Maintain and strengthen the UK’s 
IP regime. Government should se-
cure industry cooperation to reduce 
copyright infringement online and 
support the widest access to audio-
visual works whilst protecting fair 
payments to rights holders and the 
principle of territoriality.
 
Maintain cooperation with the EU 
Intellectual Property Office to ensure 
rights are enforced across Europe.
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High-growth markets 
 
Government should use the opportu-
nity of Brexit to open up key growth 
markets. While the EU and North 
America represent 70% of UK tele-
vision exports, the remainder is the 
fastest-growing slice. 

UK-produced content is under-repre-
sented in some critical high-growth 
markets for reasons ranging from 
consumer preference to access barri-
ers, but demand is growing for inter-
national content.17 Just one illustration 
is that far more digital 3D cinemas are 
being built in Asia than anywhere else. 
The UK government must therefore 
work to reduce existing trade barriers.
 
Potential trade barriers to UK audio-
visual exports include:

• Access: Difficulty getting licensed; 
regulations designed to disfavour 
foreign producers or productions.

• Contractual freedom barriers: 
Inability to sell the licensee what 
the licensee wants (exclusivity) due 
to cross-border access mandates, 
mandatory carriage etc.

• IP barriers: Poor protection or 
enforcement of copyright severely 
curtails export potential. Examples 
include failure to deal with digi-
tal piracy (such as site-blocking 
injunctions).

With thanks to the British Film Institute, 
Commercial Broadcasters Association, Bait 
Studio, and the Motion Picture Association 
for their assistance with these recommen-
dations.

Recommendations:
 
Audit high-growth territories to 
assess the size of their audiovisual 
markets and the barriers and oppor-
tunities.
 
Establish trade and co-production 
agreements ensuring access to key 
growth markets. 
 
Ensure that strong IP rights pro-
tection is included in future agree-
ments, and that other trade barriers 
are removed on a reciprocal basis.
 
Explore new export support to help 
the sector break into these markets.

In just one year 
(from 2014-15 to 2015-16):



Case Study: 
Argonon Group, London, 
Manchester & Glasgow
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Argonon is an international media 
group, headquartered in London, 
with offices in Manchester, Glas-
gow, New York and Vancouver. 
Argonon Group, made up of 11 com-
panies, is an international co-pro-
duction expert. 50% of its turnover 
is from sales outside the UK. Ex-
pansion into non-UK territories is 
a core part of its strategy. Argonon 
has won more than 50 awards in-
cluding BAFTAs, EMMYs and RTSs.

Argonon International has a history 
of selling original formats. For ex-
ample, Cash in the Attic has aired in 
167 countries including on channels 
M6 France, TV3 Norway and HGTV 
US. 
 
Argonon is building a strong US 
production base, recently invest-
ing in new venture Tough Cookie, 
and evidence of success includes 
Leopard USA with Big Beach Builds 
(DIY Network) and House Hunters 
International (HGTV). Post-Brexit, 
Argonon’s resolve to strengthen its 
outward-looking stance has in-
creased. Leopard Pictures has re-
cently secured funding from Media 
Desk in Europe for a drama film 
script by auteur director Terence 
Davis. 



Craft
The size and disparate nature of busi-
nesses in the craft sector make it hard 
to quantify exports. DCMS economic 
estimates only cover jewellery, where 
exports are up 50% in the last five 
years. However, a Crafts Council sur-
vey of ‘makers’ found:

• 82% have shown, sold or done 
work overseas

• 26% of sales are exports 
 
Craft also feeds the broader manufac-
turing sector. Companies including 
Adidas and Ikea have set up design 
units based on craft innovation.18

 
The Crafts Council has identified the 
top key markets as: 

• US

• Germany

• Switzerland

• Hong Kong

• China

• Japan

Major policy concerns 

Trade Promotion

We are calling for a deal that preserves 
the status quo with minimal bureau-
cracy, protects the current workforce 
and introduces new government sup-
port to grow the sector. 
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Improving support provided through 
national and local government and 
Local Enterprise Partnerships (LEPs) 
through:

• Export training

• Innovation

• Identification of, access to and in-
vestment in studio space

• Microbusiness development sup-
port

• Social enterprise development sup-
port

• International showcasing and mar-
ket opportunities 

With thanks to the Crafts Council for their 
assistance with these recommendations.

Recommendations: 

Increased domestic support for 
craft exports including: 

Trade delegations to new markets, 
exploring new tax incentives for 
shipping, translation and additional 
costs that act as barriers to exports, 
freelancers’ CPD and/or big busi-
ness subsidy of hand skills by e.g. 
Burberry.
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Creative tech and games
Games

UK success stories include the recent 
release of Tom Clancy’s Ghost Recon: 
Wildlands, partly produced by Ubisoft 
Reflections (with offices in London, 
Guildford, Leamington Spa and New-
castle). TT Games, owned by Warner 
Bros, is based in Maidenhead and has 
produced globally popular games in-
cluding Lego Batman and Golf Clash. 

British games are exported worldwide. 
Key markets include: Europe, North 
America and south east Asia (including 
China, Japan and South Korea).

UK games companies: 

• Exports = 63.4% of turnover

• Half generate 80% of revenue over-
seas

[Source: Ukie member survey, November 2017]

As the major digital sales platforms are 
based outside the UK, most video game 
content sales are exports even when 
selling to a UK consumer.

Video games companies employ a 

highly mobile workforce. The benefits 
of being in the UK include “the cluster 
effect” of talent and related companies 
in the area, the English language and 
time zone.

The industry is highly innovative and 
creative. Game content is sold in many 
ways, including full game sales, ad-
ditional downloadable game content, 
microtransactions or subscription 
services.19 Ukie (the Association for UK 
Interactive Entertainment) has iden-
tified eleven routes to export for UK 
games content producers, including:

• Online platforms and marketplaces 
– including Steam, Sony’s PlaySta-
tion Store, Microsoft’s Xbox Games 
Store, Google Play Store and Ap-
ple’s App Store 

• Retail

• Directly to consumers on developer 
or publisher-owned marketplaces 
or websites

• Contract work for non-UK busi-
nesses

• Foreign direct investment (FDI) 
from non-UK companies 

• Merchandising intellectual prop-
erty (IP) – films, soundtracks or 
digital artworks developed from the 
original IP of video games. 

Virtual, augmented reality and more 
sophisticated gameplay are the natural 
next step for developers. For example, 
Google Daydream is a virtual reali-
ty (VR) platform built into Android 
mobile operating systems, allowing 
consumers to play immersive games 
on their phone. 
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Global virtual (VR), augmented (AR) 
and mixed reality games market:

• $1.2bn 2016 

• $8.8bn by 202020

• 800+ companies worldwide, of 
which 150 are based in the UK21

London is the top hub for VR and aug-
mented reality (AR) talent in Europe; 
other hubs include Birmingham, Ox-
ford and Cambridge.

The Chinese market is key for UK con-
tent producers. Players are very inter-
ested in the top western PC franchises, 
although the majority of the most 
popular games are home grown. With 
Tencent opening the door for games 
such as Rocket League and Overwatch, 
the success of western IP in China 
could arguably lead to new truly global 
franchises.22 Barriers to trade, howev-
er, include creative control and ap-
proval by the state (through the State 
Administration of Press, Publication, 
Radio, Film and Television), with every 
update needing fresh approval.

Another exciting development is es-
ports, with huge potential for FDI from 
around the world. Esports is a term 
to describe competitive video gaming 
and spans a complex ecosystem from 
grassroots to big brand sponsorship: 
73% of the global audience are under 
35. 

UK esports audience:

• 6.5m 2016 (7.3% under-35)

• 8m by 2019 

• cumulative annual growth rate of 
7.5% 

[Source: “Esports Whitepaper”, Ukie, November 2016]

There is huge potential for investors to 
support this activity from around the 
world.

• UK game hardware sales = £258m 
(up 64.3% 2015 to 2016) 

• UK VR hardware (headset) sales = 
£61.3m (tracked for the first time)

[Source: The game industry in numbers”, Ukie, Janu-
ary 2018]
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Andy Payne, Chair, British Esports Association, Founder, Appy Nation, Founder, 
Just Flight

“The UK games industry is a powerhouse of independent game developers, 
publishers and esports companies spread across the UK. Key clusters include 
Leamington Spa, Brighton, Dundee, Liverpool, Guildford and Cardiff. But this 
success could well be under pressure once we leave the European Union. The 
sector has benefited hugely from being part of the single market and customs 
union, not least with free movement of talent and physical goods. Gamers have 
too – the vast majority of  PlayStation, Nintendo and Xbox games are physically 
manufactured outside the UK and the potential for increased prices for games 
due to additional time to move product and possibly tariffs on those products 
may have an adverse effect. The UK has also been a key stakeholder on the 
Digital Single Market, which is yet to be delivered, but post-Brexit, we will no 
longer have input into what will be a key area.”



Creative tech

Creative tech is an incredibly 
fast-moving and agile sector which 
encompasses a myriad of new tech-
nologies. It can include multi-sensory 
experiences through extended reality 
hardware, 3D printing, apps, the In-
ternet of Things and wearable technol-
ogy. Creative tech is highly integrated 
with other creative industries and 
operates hand in hand with all other 
sectors.

Many creative entrepreneurs are build-
ing their careers around the rise of 
digital platforms, mediums and online 
users, and this market is expected to 
grow. We will see another billion users 
online by 2020 with greater personali-
sation and immersive technology. 

Government has recognised this po-
tential by making up to £16 million 
available to UK businesses through 
the Industrial Strategy Challenge Fund 
for artificial intelligence and robotics 
research and development. Any future 
trade policy should mirror this. 

The UK is a global leader in data flows:

• 11.5% of global cross-border 
transfers

• 75% of these are with the EU

[Source: “The UK Digital Sectors after Brexit” Tech UK, 
January 2017]

Government must ensure that creative 
technology businesses and the crea-
tive industries they support are able 
to maintain this reciprocity of data 
transfer.

Major policy concerns 

A number of EU directives are rele-
vant to trade in this sector, including 
the E-Commerce Directive and the EU 
Consumer Rights Directive.
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Free flow of data

Being able to collect and use data to 
develop new business models, create 
unique, inventive products and en-
hance players’ experience is crucial 
to the global success of the industry. 
Free flow of data means higher digi-
tal product sales and is fundamental 
to functionality, online messaging, 
Voice Over Internet Protocol (VOIP) 
chat, multi-player elements and many 
more. According to Ukie, 59% of 
games businesses rely on processing 
data from users outside the UK.21 Sep-
arating data between the UK and EU 
would cause significant cost to most 
small games developers and creative 
technology companies. 

Recommendations:
 
Secure an adequacy agreement to 
ensure the free flow of data between 
the UK and EU.
 
The UK should look to influence new 
markets to limit or remove data lo-
calisation restrictions:

• Russia: A new regulation on na-
tional ‘‘digital sovereignty’’ re-
quires personal data of Russian 
citizens to be processed via servers 
located in Russia.

• China: Data localisation comes 
under cyber laws.

• Brazil: A similar data localisation 
regulation is pending.

 
The UK should be active in discus-
sions regarding the drafting of fu-
ture regulations on data so that they 
reflect the UK creative sector’s needs. 
The public consultation on “Building 
a European Data Economy” did not 
consult with anyone in the UK.



Russ Shaw, founder of Tech London 
Advocates and Global Tech Advo-
cates

“The UK’s creative industries are 
world-renowned and the country is 
one of the lead exporters of computer 
and information services among the G7 
nations. With Europe as our most im-
portant market, the Government needs 
to strike the right deal with the EU, to 
ensure that we don’t stifle the ability 
to trade overseas for one of our most 
prominent industry sectors. We are also 
concerned that the price of technology 
products may rise as costs of design and 
manufacturing increase, driven by cur-
rency fluctuation and the devaluation of 
the pound. The right deal will promise 
stability and safeguard access to the 
single market, allowing for continued 
trading with a key commercial partner.”
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Circulation of games and creative 
tech

Although much of games and creative 
tech trade is via a digital marketplace, 
physical game sales are worth £792 
million worldwide.23 With new hard-
ware such as VR headsets, this could 
rise.

The EU has tariff-free trade on IT 
equipment, which includes video 
games and multimedia software. This 
also ensures tariff-free trade with 54 
participatory countries, representing 
around 90% of global trade in these 
products, according to the WTO. 

23

Consumer rights

The European Consumer Rights Direc-
tive sets out core rules regulating con-
tracts between traders and consumers 
across the EU. It covers online digital 
content and digital content supplied on 
a tangible medium. It affects the video 
games industry in the following ways:

• Subscription contract – optional 
additional or built-in purchases 
need the customer’s explicit con-
sent, i.e. extra levels in a video 
game.

• The right of withdrawal – the 
consumer loses this right as soon 
as contract performance begins 
i.e. when launching streaming or 
downloading.

• Information obligations –providers 
must give information on language, 
file type and size, and any limita-
tions on use of the content etc. 

• Arrangements for payment – must 
be clear at the point of subscription 
and for billing subsequent services. 
Payments must be authorised by 
the payer.

Although the EU Withdrawal Bill will 
bring this directive into UK law, if the 
UK reverts to WTO rules it is at the 
discretion of Parliament to pass com-
parable consumer protection. 

Recommendation:

Maintain the UK’s consumer 
protection laws and ensure they 
mirror as much as possible the EU 
Consumer Rights Directive.

Recommendation:
 
The UK should roll over the Infor-
mation Technology Agreement into 
UK law to continue zero tariffs on 
IT products. This would also open 
up tariff-free trade in video games 
to 54 participating nations including 
China, Japan and South Korea.



Intellectual Property

As copyright owners, game develop-
ers face an array of protection and 
enforcement challenges. These in-
clude: infringement via peer-to-peer 
file-sharing; gameplay on unauthor-
ised servers; illegal copies of mobile 
apps; and hacking of video game con-
soles for unauthorised gameplay. IP is 
also key in increasing revenue through 
merchandising including trade mark 
and design protection.

EU copyright rules protect developers 
and encourage investment into inno-
vative games content. Limiting this 
protection would see UK businesses 
lose out to EU competitors. With new 
proposals in the pipeline, UK govern-
ment must continue to take part in EU 
discussions.
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Digital Single Market and geo-block-
ing

As part of the Digital Single Market 
strategy the EU is currently draft-
ing a Directive on the online sale of 
digital content which would damage 
the video games industry. It is also 
drafting a “geo-blocking” regulation 
which would force traders and mar-
ketplaces to grant anyone access to 
country-specific websites. As emerg-
ing markets in eastern and southern 
Europe have lower prices this could hit 
profits and inhibit the growth of the 
sector.
  

With thanks to Ukie for their assistance 
with these recommendations.

Recommendations:

Maintain and strengthen the UK’s 
IP regime with tighter enforce-
ment to reduce IP infringement 
and ensure fair payments to rights 
holders.
 
Maintain cooperation with the 
EU Intellectual Property Office to 
ensure rights are enforced across 
Europe.
 
Make the enforcement of IP a      
priority in new trade agreements.

Recommendation:

Continue to take part in EU Digital 
Single Market discussions around 
data, consumer protection, copy-
right and geo-blocking.
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Design
(including Fashion)
 
The UK design sector is the sec-
ond-largest in the world and the lead-
er in Europe. It is made up of product, 
graphic and fashion design.
 

• 177,000 people 

• Worth £3.54bn to UK GVA (gross 
value added)

• £71.7bn = total contribution of the 
design economy including GVA, 
productivity, turnover and employ-
ment 

• 79.7% rise in GVA 2010 to 2016

[Sources: DCMS Sectors Economic Estimates 2016; 
“The Design Economy: the value of design to the UK”, 
The Design Council, October 2015]
 
Design and designer fashion exports:

• £349m in services including con-
sultancy to brands worldwide in 
2015

• Fashion: up 28% from £7.1bn in 
2012 to £9.1bn in 2016

• Apparel: Up 41% from £4.4bn in 
2012 to £6.2bn in 2016

• EU = 74% of exports

[Source: “Fashion & Textiles post Brexit”, Textile Cen-
tre and UK Fashion & Textile Association, 2017]

World-leading British design also 
boosts exports of many other goods.

Credit: Fashion In Motion: Christopher 
Raeburn © Victoria and Albert Museum, 
London



Major policy concerns 
 
Circulation of design goods
 
Unrestricted access to the single 
market – from design workers trans-
porting sales samples to tools taken to 
trade shows – means no multiple bor-
der checks or levies. Tariff-free trade 
of design goods is crucial when the 
weak pound is hitting fashion, textile 
and footwear manufacturers. Most 
components and leather are import-
ed priced in US$ or Euros. Additional 
duties would nullify any benefit of the 
UK’s competitive manufacturing costs.

A reversion to WTO tariffs would have 
a significant impact. The average WTO 
tariff on fashion and textiles is be-
tween 10 and 15%. Customs checks and 
regulations such as rules-of-origin 
marking would mean time-consuming 
admin for design businesses.

Trade marks and design rights
 
The EU IP framework allows UK de-
signers to register their designs and 
trade marks once in a single applica-
tion which covers the entire EU (for up 
to 25 years for registered designs and 
and potentially indefinitely for trade 
marks). The Community design (reg-
istered and unregistered) and EU trade 
marks regulations24 also permit de-
signers to enforce those rights across 
the EU. This has greatly reduced costs.

Post-Brexit, this framework will no 
longer automatically extend to the UK. 
In relation to unregistered designs,25 
one interpretation of the law is that 
UK designers will only be able to rely 
on protection as long as the relevant 
design is first disclosed in the EU. This 
would close down vital platforms to 
promote British business such as Lon-
don Fashion Week.

Government should seek to negotiate 
an agreement allowing these EU-wide 
rights to continue to extend to the UK 
automatically and for reciprocal recog-
nition. Barring any agreement between 
the EU and UK, government must 
also put in place a mechanism which 
ensures that the UK element of those 
rights is protected post-Brexit. This 
should be at zero cost and zero admin-
istrative burden to rights owners.

Whilst the UK has an unregistered 
design right, this does not protect 
surface design.26 Government should 
use the opportunity of Brexit to cre-
ate a new form of unregistered design 
protection.
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Recommendations:
 
Ensure a mutually beneficial trade 
arrangement continues to remove 
burdensome documentation require-
ments, levies and costs at EU border 
crossings and maintains zero tariffs 
on design goods.

Follow the Federation’s Global Talent 
Report recommendations to ensure 
the UK has the best possible access 
to design workers from around the 
world (permanent and temporary). 
UK design workers must also be able 
to move temporarily for short-term 
projects and tour across Europe.



Common product standards
 
See page 24.

With thanks to the Design Council and the 
Design Business Association for their assis-
tance with these recommendations.
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Recommendations:
 
Reach an agreement to ensure EU-
wide design rights and trade marks 
continue to extend to the UK auto-
matically and reciprocal recognition 
in the EU.

Maintain and strengthen the UK’s 
IP regime including creating a new 
form of unregistered design protec-
tion. Barring any agreement between 
the UK and EU, government should 
include a mechanism to protect the 
UK element of rights post-Brexit. 

Maintain cooperation with the EU 
Intellectual Property Office to ensure 
rights are enforced across Europe.
 
Make the enforcement of IP a prior-
ity in new trade agreements. Stake-
holders in the design sector should 
be consulted to provide valuable 
input into draft agreements.

Credit: Vittorio Zunino Celottofor the 
British Fashion Council.



Music
The global success of stars such as 
Adele, One Direction, Ed Sheeran and 
Little Mix is the envy of countries 
around the world and gives the UK 
invaluable soft power which should be 
capitalised on and not taken for grant-
ed. 

The UK music industry generates £2.5 
billion in export revenue per annum.27 
The industry’s success is supported by 
entrepreneurial and innovative artists, 
songwriters, record companies, mu-
sic publishers, promoters, producers, 
agents, managers and collecting soci-
eties. The UK recorded music sector is 
a powerhouse with a market value only 
exceeded by that of the US and Japan, 
with UK independent music companies 
contributing to much of this success.28

The market in recorded music is split 
globally:

• 38.4% independent

• 61.6% shared between the three 
majors

[Source: “WINTEL Worldwide Independent Market 
Report 2017”, October 2017]

The UK is one of only a handful of net 
music exporters in the world – music 
is seen as a commercial commodity not 
a subsidised cultural good.

British music:

• £2.5bn generated in export revenue

• £365 million overseas earnings by 
UK record labels – up 11%

• Artists including Adele and Ed 
Sheeran top the charts worldwide   

[Sources: Global Music Report 2017: Annual state of 
the industry.” IFPI, April 2017; “Measuring Music 2017 
Report”, UK Music, September 2017; “British music 
exports rise in 2016”, BPI, 7 September 2017]

The top five markets for music exports 
are: 

1. US

2. Germany

3. France

4. Australia

5. Sweden
 
UK record company executives have 
become world-leaders in digital music, 
supporting the dramatic rise in audio 
streaming. This is alongside a resilient 
market for CDs and a resurgent inter-
est in vinyl. 

• Digital streaming rocketed 604% 
worldwide in 2016

[Source: “British music exports rise in 2016”, BPI, 7 
September 2017]

Leaving the EU could open the door for 
new opportunities, such as renegotiat-
ing existing terms of trade. But Brexit 
is likely to make touring more difficult 
and expensive for musicians and crews 
to move across Europe. Increased red 
tape will make it harder to promote 
music overseas, damaging our export 
markets. Developing new markets may 
present risks in unproven countries 
where there is not a track record for 
UK content.29 In addition, the UK mu-
sic scene may not be able to attract the 
talent it needs to flourish. 
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Major policy concerns 

Movement of talent and equipment

Touring of music acts around Europe 
is essential to reach new audiences and 
promote exports. EU customs rules 
allow UK music acts to move freely 
around Europe with their costumes, 
instruments and equipment with-
out having to provide documentation 
at every border or undergo multiple 
border checks and levies. This freedom 
of movement has been essential to the 
circulation of British culture in Europe 
and has made the UK music industry a 
global leader.
 
The EU also facilitates the movement 
of CDs and vinyl in Europe. Whilst 
WTO rules eliminate tariffs on CDs and 
vinyl, these goods could face restric-
tions and delays post-Brexit. The use 
of pressing plants in mainland Europe 
might become more expensive and 
there are only a handful of CD or vinyl 
pressing plants on British soil.

 

 

Digital Single Market and digital 
music

The UK music sector operates in a 
global digital market, participating in 
global deals or other multi-territory 
agreements. This benefits consumers 
and enhances their digital experience 
and it has been crucial to ensure that 
EU legislation on the Digital Single 
Market does not limit this.

The EU Digital Single Market will have 
an impact on the UK music sector 
whether or not we leave the single 
market: changes could, for example, 
affect licence negotiations in the UK. 
This is particularly the case when it 
comes to complex regulations con-
cerning Collective Management Organ-
isations and their European / global 
counterparts.
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Recommendations:
 
Continue to represent the UK music 
industry’s needs in Digital Single 
Market negotiations in the lead up to 
Brexit and beyond.
 
Protect the way creative content is 
financed and monetised specifical-
ly by ensuring copyright laws and 
enforcement mechanisms are updat-
ed to the digital age, fair remuner-
ation for the music rights holders, 
and encourage the modernisation of 
industry standards on transparency 
and data.

Recommendations:
 
Ensure music acts do not experience 
costs or restrictions when equip-
ment, merchandising and instru-
ments cross EU borders, and main-
tain zero tariffs on physical recorded 
music media.
 
Follow the Federation’s Global Talent 
Report recommendations to ensure 
the UK has the best possible access 
to music workers from around the 
world (permanent and temporary). 
UK music workers must also be able 
to tour in Europe.



Public performance royalties

As well as selling digital or physical 
copies which generate royalties for 
artists and songwriters, creators and 
producers of music are also entitled 
to royalties when music is played or 
performed in public.

The music industry already operates in 
a single market with respect to pub-
lic performance royalties, with radio 
and digital on-demand services such 
as Spotify, Deezer and SoundCloud 
providing easy online access to music 
across the EU and beyond. 

Key to the growth of digital services 
has been innovative and flexible li-
censing by both musical rights hold-
ers such as labels and publishers and 
collection societies. In the UK, the 
main royalty collection society PRS for 
Music is leading the market in devel-
oping multi-licensing hubs and British 
collecting societies are known globally 
for their market leading standards, 
efficiency and transparency. 

The current licensing system for public 
performance royalties in the UK allows 
songwriters, composers and music 
publishing companies to be paid more 
quickly and accurately because the so-
cieties’ repertoires are licensed across 
many territories in one go, rather than 
having to be authorised country by 
country. Care should be taken to bal-
ance this licensing with business abili-
ty to contract freely, which is essential 
to a successful music market.

The UK is central to the global musical 
licensing market.

PRS chief executive Robert Ashcroft 
notes the important role the European 

Commission has made in supporting 
multi-territory licensing, not least 
in the Collective Rights Management 
Directive, which came into force in 
the UK in April 2016.  “The UK has 
been at the forefront of developing 
the infrastructure and expertise nec-
essary to offer and manage rights on 
a multi-territory basis,” he says. “It 
is essential that Brexit does not create 
regulatory barriers or obstacles, which 
prevent the efficient flow of royalties 
to the UK from the EU.” 

Copyright and enforcement
 
The commercial success in exporting 
UK creativity is based on a strong legal 
framework (copyright and its enforce-
ment), which must be a key part of 
trade negotiations. The UK must seek 
influence where it can to protect both 
UK and EU IP. Outside Europe, the 
opportunities and threats from trade 
negotiations are best assessed on a 
country-by-country basis.
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Recommendation: 

Government should ensure reci-
procity of licensing and regulatory 
regimes which permit UK perform-
ing right societies to license not 
only their own works within Europe 
but also those of rights holders in 
the EU.   

With thanks to the UK Music and Associa-
tion of Independent Music for their assis-
tance with these recommendations.

Recommendation:
 
A strong level of protection for 
copyright must be maintained, 
providing certainty for UK creators, 
performers and rights holders. The 
UK should strongly support enforce-
ment of IP law globally and ensure 
that international conventions such 
as the WIPO Performances and Pho-
nograms Treaty and the WIPO Cop-
yright Treaty are included in agree-
ments to guarantee revenue for UK 
rights holders.



Publishing
The UK is the world’s Number 1 ex-
porter of books with 16% share of 
world physical book exports in terms 
of value

[2016 figures. Source: United Nations International 
Trade Statistics Database]

• £2.6bn = revenues from book and 
journal exports = 54% of the in-
dustry’s total revenues

• 87% of learned journals’ revenues 
come from exports

• £234m = sales of digital books (in-
cluding e-books, online academic 
books and audiobooks), up 7.3% in 
a year 

[Source: “UK Publishing has record year up 7% to 
£4.8bn UK Publishing has record year up 7% to 
£4.8bn”, The Publishers Association, April 2017] 

Exports soared from 2016 to 2017 
across the board:30

• Children’s books up 34% to £116 
million

• Primary and secondary learning 
materials up 11% to £144 million

• Non-fiction works up 10%

• Sales to North America up 19% 

• Sales to East and South Asia up 
10% 

• 35% of exports are to the EU

[Source: Ibid.]

53

The UK is the world’s Number 1 
exporter of books.



Penguin Random House UK sells its 
books through its sister companies in 
Australia, Canada, China, India, New 
Zealand, South Africa and the US. 
The company also sells through local 
sales teams based across Europe and 
through a UK-based sales team to the 
rest of the world.

In 2017 Into the Water by Paula 
Hawkins (bestselling author of Girl on 
the Train) shipped over 200,000 copies 
globally on publication. Major mar-
keting and publicity campaigns were 
executed worldwide to make the book 
one of the top fiction bestsellers of the 
year with a truly global reach.

To date orders stand at: 

• Australia and New Zealand – 
125,000 copies

• Europe – 33,000 copies

• India – 30,000 copies

• South Africa – 12,500 copies

• Rest of the world – 8,000 copies

Case Study: 
Penguin Random House, London

Penguin Random House is planning 
to extend the sales of Hawkins’ books 
into non-English language markets. 
Global campaigns are planned for 2018 
to promote the paperback and e-book 
versions of Into the Water. 

More generally, Penguin Random 
House will continue to connect authors 
with readers through online reach or 
at literature festivals held across the 
world. It expects to see a growth in 
sales for e-books across all markets.
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Major policy concerns 

Circulation of publications

To ensure that publishers can continue 
to thrive and grow, any trade agree-
ment with the EU must ensure that no 
tariffs or non-tariff barriers are im-
posed on publications (whether print 
or online) exported to, or imported 
from, the EU or other areas.
 

Free flow of data 

The UK should ensure the free flow of 
data with the EU continues after Brexit 
(explained on page 19).

Intellectual property and growing 
markets

UK publishers find it difficult to protect 
their IP in fast-growing markets such 
as China and India. Additionally, the 
publishing industry is concerned by a 

global trend towards a weakening of 
copyright as common-law countries 
such as Canada, Singapore and Aus-
tralia explore the broadening of excep-
tions of copyright law.

Value Added Tax on electronic prod-
ucts

Cutting VAT on electronic publica-
tions from the current 20% (while 
print books are rightly zero-rated) is 
the biggest benefit the government 
could bring to the sector. Ending this 
anomaly at home would allow UK trade 
negotiators to credibly advocate for 
non-discriminatory treatment of our 
digital exports in international mar-
kets. It could also attract electronic 
booksellers and publishers to invest in 
or set up headquarters in the UK, en-
couraging foreign direct investment. 
 

 

55

Jonny Geller, Joint CEO Curtis Brown 

“[Our greatest concern is that] rights sales 
and IP moves to Europe and traffic that 
comes through London will relocate. At 
present UK publishers control EU countries 
for export and without membership of the 
EU, cheaper US versions of the books we 
sell will enter the market. Authors will suf-
fer as their royalties will decrease sharply 
and UK publishers will lose their hold over 
this market on our doorstep.”

Recommendation:

Agree a reciprocal arrangement to 
ensure zero-tariff circulation of 
publications in the EU.

Recommendation:
 
Secure an adequacy agreement to 
ensure the free flow of data between 
the UK and EU.

Recommendations:
 
Government trade policy needs to 
emphasise the importance of future 
trade partners adopting and enforc-
ing strong IP rights. This should be 
a red line in free-trade agreements. 

We also advocate that the Intellec-
tual Property Office (IPO) should 
continue to have a strong voice for 
UK IP post-Brexit.

Recommendation:
 
VAT on e-publications should be 
brought in line with the zero-rating 
on print publications.



China and Asia-Pacific territories are 
key growth markets but breach IP 
rights. In the US academic market ‘fair 
use’ is increasing. Both factors under-
mine UK confidence in exporting and 
we must move towards a shared copy-
right framework with these countries. 
Copyright regulations and enforcement 
must be prioritised in trade deals. 

Digital exports are increasing. The ad-
vent of digital imaging and the inter-
net has made the licensing of IP easier 
but brings its own challenges, notably 
the problem of infringement and en-
forcement of IP owners’ rights.

56

Photography
Photographers provide the main source 
of the licensed images we see every 
day in print and digital media. The 
sector is diverse, ranging from free-
lancers to global companies such as 
Shutterstock and Getty Images.

While most SMEs are British-owned, 
a significant minority are UK branches 
of companies headquartered elsewhere 
in Europe or America. The largest 
companies are based in the US. The UK 
serves as a creative hub with a large 
number of freelance photographers 
and content providers for these com-
panies. 

Imagery is licensed globally. The UK 
also provides a sales and administra-
tive hub for EMEA operations. As these 
companies also have major offices in 
other European countries, they could 
move jobs in sales and support func-
tions from the UK if barriers are raised 
to international trade.

BAPLA has identified five priority mar-
kets within Europe: 

1. Germany

2. France

3. Italy

4. The Netherlands

5. Spain

 ...and five priority markets world-
wide:

1. China

2. US

3. Japan

4. Autralia

5. Brazil

[Source: BAPLA (British Association of Photographic 
Libraries and Agencies) International Trade Survey to 
members, May 2017]

Paul King, freelance photographer 

“I’ve worked as a freelance photogra-
pher for 37 years across western Europe, 
though I’m based in London. By and large 
this has been easy. But I’m concerned 
about my ability to continue working 
internationally once we leave the EU. As 
a sole trader I’d be unable to shoulder 
additional costs or admin. Perhaps my 
biggest worry is the potential of a peri-
od of stagnant growth while I transition 
my business model to operate under new 
arrangements.” 



Major policy concerns:

Circulation of photographic works

Although most trade is digital, some 
is through printed materials such as 
journals or photography magazines. In 
addition, many SMEs have diversified 
their business from licensing images 
to providing consumer goods including 
canvas and vinyl prints. These should 
be included under artworks (see art 
sub-sector).
 

 
Copyright and enforcement

The Association of Photographers 
highlighted that a large proportion of 
photographers’ income depends on 
their ability to license their images. 
Without harmonised copyright laws 
across their biggest market – the EU 
– licensing images abroad would be 
complex and this would undermine 
SMEs’ confidence to export. Compa-
nies with a hub in the UK would be 
working to different copyright laws 
and this could encourage some to 
move in the long term.
  

Movement of talent and equipment

EU customs rules mean that there is 
no cost and a reduced administrative 
burden on the movement of expensive 
photographic equipment. Documenta-
tion is not required at border crossings 
and for freelancers working on a tight 
turnaround and at short notice this is 
essential.

Outside the EU, documentation such as 
ATA carnets is complex for many free-
lancers and SMEs. It must be applied 
for in advance and equipment must go 
through customs procedures. 

If documentation is required across 
Europe after Brexit, working in the EU 
would be difficult with increased cost 
and delays.

With thanks to BAPLA for their assistance 
with these recommendations.
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Recommendation:
 
Agree a reciprocal arrangement to 
ensure photographic works import-
ed into the UK and exported to the 
EU continue to receive an exemption 
from tariffs and customs regulations.

Recommendations:
 
Maintain and strengthen the UK’s IP 
regime with tighter enforcement to 
reduce IP infringement and ensure 
fair payments to rights holders.
 
Maintain cooperation with the EU 
Intellectual Property Office to ensure 
rights are enforced across Europe.
 
Make the enforcement of IP a priori-
ty in new trade agreements.

Recommendation:
 
Ensure a mutually beneficial trade 
arrangement continues to remove 
burdensome documentation require-
ments, levies and costs at EU border 
crossings for the temporary move-
ment of photographers and their 
photographic equipment.
 



 

The Creative Europe programme is 
the main cultural support mecha-
nism. Between 2014-2020 its remit is 
more likely to support organisations 
setting up multi-partner collabora-
tions or co-productions rather than 
the on-touring of British shows into 
Europe. 

 
Apart from physical touring, many 
performing arts companies are now 
exporting their productions digitally. 
However, concerns have been raised by 
Federation members that arts organ-
isations, especially the smaller ones, 
are not always able to adequately 
monetise this content.

Major policy concerns:
 
Movement of talent, props and cos-
tumes
 
Companies prefer to tour within the 
EU because sets, costumes and spe-
cialist technical equipment can travel 
by road, which keeps shipping costs 
low. Currently no customs documenta-
tion is required except in Switzerland, 
where travel requires an ATA carnet. 
Customs clearance procedures would 
increase time spent at the border, 
costs and admin for all companies, but 
especially smaller ones. There is also 
the risk that a border agency may not 
allow certain equipment through cus-
toms, which would put the success of 
the show at risk.
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Performing Arts
 
UK performing arts organisations ex-
port across the world. Groundhog Day, 
War Horse, Wolf Hall, The Audience 
and Skylight have all travelled from 
Britain to Broadway. International 
dance house Sadler’s Wells currently 
presents 52.5% of performances of its 
touring productions in the EU every 
year..31

 
There are many benefits to exporting 
to the EU in particular. Revenue gen-
eration varies across Europe, but per-
forming on the continent can be more 
lucrative than performing in the UK.
 

• £5,000: Revenue generated by sin-
gle performance in the UK

• €20,000: Revenue generated by 
single performance in France

 
[Source: Estimated difference in fees for performanc-
es in UK/France for Akram Dance Company by One 
Dance UK, the national body for dance in the UK] 32

 
Beyond the EU, the costs of touring 
increase significantly, making margins 
narrower and touring generally less 
profitable. Freight costs increase when 
sets must be exported a larger distance 
by sea rather than by road (they gen-
erally cannot be flown due to size and 
weight which increases costs). Usually, 
this expense is passed on to the pro-
moter.
 
According to a report published by UK 
Theatre, the UK’s leading theatre and 
performing arts membership organ-
isation, touring as understood in the 
UK is not the primary model in main-
land Europe, where co-productions or 
exchanges are the more common mode 
of operating.

The National Theatre broadcasts 
productions to 2,500 screens in 60 
countries



Freedom of movement in Europe has 
made touring far more commercial-
ly viable for many companies. It has 
massively reduced the financial and 
administrative burdens of arranging a 
tour, while the continent’s geograph-
ical proximity means it is a simple 
market to access.
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Recommendations:
 
Ensure a mutually beneficial trade 
arrangement continues to remove 
burdensome documentation require-
ments, levies and costs at EU border 
crossings for the temporary move-
ment of theatrical effects and any 
related technical equipment needed 
for production in European or UK 
locations.
 
Follow the Federation’s Global Talent 
Report recommendations to ensure 
the UK has the best possible access to 
performing arts workers from around 
the world (permanent and tempo-
rary). UK performing arts workers 
must also be able to tour in Europe.



Creative Education
Creative education has been an im-
portant export for the UK. Recent-
ly, London was named as Europe’s 
top-performing city based in part on 
its creative education offer.33 Creative 
degrees and courses at higher educa-
tion level are a key part of this offer 
– with the UK holding world-leading 
institutions in and outside of the cap-
ital. Creative subjects are in demand 
at both specialist institutions and in 
departments within other universities. 
The Federation has more than 50 uni-
versity members, as well as conserva-
toires and arts specialist institutions.

In 2014-15, international students paid 
an estimated £4.8bn in tuition fees to 
UK universities. This accounts for over 
14% of total university income. Some 
88% – £4.2bn – of this fee income 
was paid by students from outside the 
EU.34 Recent analysis by London Eco-
nomics found the total net economic 
contribution of international students 
(EU and non-EU) was estimated to be 
£20.3bn during 2015-16.35 In addition, 
they contribute an average of £31.3m 
to each of the 650 parliamentary 
constituencies across the UK, which is 
equivalent to £310 per resident.36

The export of creative education is 
reliant on the movement of people. 
Therefore any trade agreement must 
go hand-in-hand with free movement 
for staff and students, minimal bar-
riers to entry for both students and ac-
ademic staff, and attractive post-study 
pathways and mobility opportunities 
for UK academic staff.37

Government must also guarantee 
residency rights in the UK for current 
academic staff and their families, and 
simplify immigration processes for 
international staff and students.
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Britain has global ambition and potential. You have just read how the UK, particu-
larly London, is the global centre for the advertising industry. 

How the global success of stars such as Adele, One Direction, Ed Sheeran and Lit-
tle Mix is the envy of countries around the world and gives the UK invaluable soft 
power which should be capitalised and not taken for granted. 

How UK architecture is a global success story, with UK architects behind iconic 
buildings across the world and ground-breaking British buildings on every conti-
nent. 

Literary and talent agent Diane Banks tells how: “Investors are much more in-
terested in our access to North American and Asian markets than the EU as these 
markets offer the highest growth potential, particularly when dealing with an Eng-
lish-language product.” 

Her views are echoed across many of the creative industries, with frequent refer-
ences in this report to the opportunities that Brexit offers. To take just one exam-
ple, new museums with large exhibition spaces in Asia mean increased demand for 
UK exhibitions and consultancy services.

Federation members’ concerns about the post-Brexit world are real, however.

Time and again, our industry repeats the same recommendations to government:

“Ensure a mutually beneficial trade arrangement continues to remove burdensome docu-
mentation requirements, levies and costs at EU border crossings for the temporary move-
ment of … photographic gear / stage sets / design goods.” 

And: “Ensure the UK has the best possible access to music / design / theatre workers from 
around the world. UK workers must also be able to tour / perform / shoot in Europe.”

Freedom of movement is essential to thriving global trade, and government will 
have to work immensely hard to agree sustainable deals both with the EU and our 
worldwide trading partners.

Strong international IP protection is needed to ensure that brilliant British ideas are 
protected. As our publishing members have highlighted, this should be a red line in 
free-trade agreements. Another cause for alarm: rival European cities are already 
promoting themselves as an alternative to London, Liverpool and Glasgow. Default-
ing to WTO rules brings its own dangers.

But our members are, by their very nature, creative problem solvers, optimists and 
achievers. They just need some help. Hence the call to government for export train-
ing initiatives, support for innovation and practical guidance on identifying and 
attending international showcasing and market opportunities.

The UK earns £35 billion in exports – and wields incredible soft power – thanks to 
its creative industries. Now is the time for government to put us at the heart of its 
trade thinking.

Conclusion
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Trade body survey

1. Share any data/evidence you have about how much (or what) your subsector is 
currently exporting. 

2. How do UK exports from your subsector compare to those from other countries? 
(share any evidence you have) 

3. Are there any emerging trends in your subsector in terms of Foreign Direct In-
vestment (FDI) or exports that we should be aware of – e.g. increasing number 
of digital exports, non-linear service exports, or decreasing FDI from China etc.

4. Share any data or evidence you have about Foreign Direct Investment (FDI) into 
your subsector. 

5. What does the EU/UK relationship (service, goods, non-tariff barriers) need to 
look like to allow trade to continue/grow?

6. What must be considered in rolling over existing free trade agreements between 
the EU and third party nations? 

7. New trade deals – what are the sector’s concerns? Where are the opportunities? 

8. Which non-tariff barriers are holding back trade with your subsector? Which (if 
any) non-tariff barriers protect the sector domestically?

9. Are there any policy changes (domestically) which would allow your subsector 
to export more effectively/attract greater amounts of FDI? What are the 5 key 
territories for your subsector in terms of trade? 

10. Please share any additional research you have done on exporting or FDI.

Member survey

1.  Will a no-deal outcome harm your business’ ability to export?

2.  If there is no deal with the European Union, would you consider moving part or 
all of your business abroad?

3.  Are you confident that Britain will maintain its global reputation for creative 
industries exports after we leave the European Union?

4.  In 2017 what percentage of your exports consist of services and what percentage 
consist of goods? “Goods” can be defined as physical copies, “services” covers 
everything else including digital content.

5.  Name up to five main markets that you currently export to. 

6.  Name any markets you are considering exporting to in the future.

7.  If any, what concerns do you have about our future trade relationship with the 
EU beyond Brexit?

8.  Detail any examples of foreign (direct) investment you have received in the past 
year (2017).

9.  How could the future trade agreement with the EU affect investment in your 
business/sector? What are your main concerns, if any?

Addendum
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10. What are your main concerns regarding intellectual property in a future trade 
agreement with the EU?

11. Are there any opportunities to improve IP rules?

12. Do differences in global IP legislation impact your ability to export?

13. Are there opportunities for trade agreements post-Brexit? What/where might 
these be?
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