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Abstract 
The term creative industries appeared in the 1990s to designate industries where creativity is an essential dimension of business. Creative industries include, without limitation, activities related to film, drama, music and the arts. In this article we show the term's emergence within the scope of public economic development policies, analyze the literature on creative industries and attempt to systematize the term's different definitions, setting them apart from similar concepts, such as, in particular, the concept of culture industries. We hold that the phenomenon may be a fruitful field for investigation by Organizations Studies researchers, and point out avenues of investigation to be explored.
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INTRODUCTION

The appearance of the term creative industries is associated with developments that took place in certain countries since the 1980s. Economic and social changes shifted focus from industrial activities to knowledge-intensive ones located in the services sector. The concept originally arose in Australia in the early 1990s, but gained greater momentum in England (Blythe, 2001). 
The English case is often used as reference due to its being unprecedented and associated with a political and economic agenda. England produced a detailed map of the country's creative activities (DCMS, 2005) and maintains a Ministry of Creative Industries. The English government categorizes the following industries as creative: advertising, architecture, the arts and antiques market, crafts, design, fashion design, film, software, interactive leisure software, music, performing arts, the publishing industry, radio, TV, museums, galleries and activities associated with cultural traditions (DCMS, 2005 – see Chart 1). 

Creative industries have an increasing economic relevance. They are estimated to have generated US$ 2.2 trillion in sales in 1999, equal to 7.5% of the globe's GDP (Howkins, 2001: 116). In the United States, creative industries are estimated to have answered for 7.8% of GDP, 5.9% of jobs and US$ 89.0 billion in exports (Mitchell et al., 2003: 20). In the United Kingdom, creative industries are responsible for 5.0% of GDP, 1.3 million jobs and £ 10.3 billion in exports (DCMS, 2005). In the 1997-1998 period this industry grew 16% in the United Kingdom, as compared to 6% for the remainder of the economy (Howkins, 2005; Landry, 2005; DCMS, 2005). According to estimates from consultants PricewaterhouseCoopers (apud ONU, 2005), creative industries have growth potential close to 10% per year, far greater than the 2% average GDP growth seen among developed countries in the past 10 years (UNCTAD, 2005).

Besides being regarded as an economic phenomenon related to public development policies, appearance of the concept of creative industries is also associated with the “cultural turn” (Bonnell & Hunt, 1999; Gibson & Klocker, 2005), a social and cultural values shift had in the late 20th Century. The cultural turn is the result of two simultaneous phenomena: the emergence of the knowledge society and a transition from materialistic to post-materialistic values. 

The emergence of the knowledge society (or information society) is related to the passage from the industrial to the post-industrial society (Lash & Urry, 1994). This passage is due to the change from an economy seated on the intensive use of capital and labor, and oriented towards mass production, to an economy where capital is based on the intellect and seated on the individual and its intellectual resources and ability to form social networks, and on the exchange of knowledge (Beck, 2000; 2002). 

This change is accompanied by a new rhetoric that emphasizes the imperatives of originality and creativity (e.g. Howkins, 2001) and celebrates the cult of change, breakthroughs and innovation. N fact, the discourse of the period encloses and inflection from the collective to the individual, reflecting changes in terms of values, personal tastes, life- and work-styles, and consumption profile. Leadbeater (2000) and Florida (2002), two creative industries ideologues, argue that individuals are drawing away from traditional focal points and behaviors, such as wages (for the sake of wages), standardized consumption, lifelong hard work, submission and resignation, and embracing attitudes and behaviors that reflect a desire to take full control over one's life. 

In a materialist society, interests revolve around satisfying basic and elementary needs, such as economic well-being and social cohesion. In a post-materialist society, individuals are concerned, first and foremost, with meeting aesthetic, intellectual and quality-of-living needs, as well as a need to become involved with autonomous decision-making processes, which may take place either at work or at the level of the political system (Inglehart, 1999).

For its economic importance and relationship with the “spirit of the times”, the phenomenon of creative is of obvious interest to Organization Studies researchers. But the literature available is fragmentary and dispersed. Our goal in this article is to introduce and discuss the phenomenon of creative industries, advocating its consolidation as a promising field for investigation by Organization Studies researchers. 

The remained of the article is structured as follows: section two, after this introduction, attempts to characterize the phenomenon, conceptualizing and outlining it; section three presents similar concepts and discusses the similarities and differences between the concepts of creative industries and culture industries; and section four suggests possible areas of investigation in the field of Organization Studies.

DEFINING CREATIVE INDUSTRIES

Several authors attempt to conceptualize the phenomenon of creative industries (e.g., Caves, 2000; DCMS, 2005; Hartley, 2005; Howkins, 2005; Jaguaribe, 2006; Jeffcutt, 2000; Jeffcutt & Pratt, 2002; O’Connor, 2006; Blythe, 2001; Matheson, 2006; Cornford & Charles, 2006; HOTN, 2000). Chart 1 summarizes these definitions. An analysis of these definitions enables perceiving four main components present therein.

< < < Insert chart 1 about here > > >

Firstly, the concept of creativity is identified as a central element to the definitions. In the context of creative industries, creativity is conceived of as a means to generate intellectual property and regarded as something of a commodity in an interdependent relationship with structures of performance, transmission and distribution that is driven by commercial values (Gibson & Klocker, 2004). 

Secondly, in the context of creative industries, culture is treated as cultural objects. Such objects are defined by the load of socially shared meanings they carry, and derive value from this load, rather than their tangible materiality of utility. That is, the perceived utility generated by the cultural object derives, first and foremost, from the value consumers themselves assign in the act of consumption, and not from physical or material properties (see Negri and Lazzaratto, 2001; Lash and Urry, 1994).

Thirdly , note that creative industries change these meanings into intellectual property and, therefore, into economic value. This idea is based on two assumptions. The first is that immaterial productive chains (Negri & Lazzaratto, 2001) prevail, in terms of economic relevance, in a post-industrial context market by the preponderance of the services industry and the signs economy (Lash & Urry, 1994). The second assumption is that the consumption of signs (or significations) prevails over that of material goods such as those produced and consumed in the industrial society (Bolin, 2005; Blythe, 2001; Lawrence & Phillips, 2002; O’Connor, 2006; Hartley, 2005).
Fourthly, there is an assumed convergence of arts, business and technology. In a way, this convergence is not entirely unprecedented, having been previously observed by the theorists of the Frankfurt School under the label of “culture industry” (Adorno and Horkheimer, 1985). As Hesmontdhalgh (2002) points out, those philosophers argued, at the time, that the failure of human arts, the last refuge of criticism and the liberation of the human spirit, had been accompanied by the commoditization of cultural goods and their absorption by the universe of capitalist rationalization and its means of standardization and distribution. The culture industry (singular) was replaced in the 1960s with culture industries (plural), under the influence of French sociology, which conceived of more complex ties between culture, technologies than the Frankfurt School theorists (Hesmontdhalgh, 2002). Bourdieu (2002), a remarkable representative of this line, noted that the acceptance of capital into the arts did not take place without resistance or shock. Miège (2000), in turn, pointed out that the application of reproduction technologies to the arts had led both to commoditization and to genuine innovations. Miège prefers to describe the situation of culture industries based on terms such as ambiguity, complexity and challenge to arguing that culture and the arts were turned into merchandise. 

In fact, the passage from the term culture industries to creative industries indicates a new attempt at articulating the domains of art or culture, of technology and of business. As can be surmised from some of the definitions in Chart 1, the new distribution technologies, particularly those associated with the Internet, have reduced the concentration of cultural capital with capitalists, making way for alternative means of bringing cultural products to the end consumer (see Blythe, 2001). 

Based on the analysis of the foregoing definitions and on an examination of the corresponding literature, the characteristics of creative industries can be grouped into three major blocs: first, a form of production, where creativity is a key resource whose cultural trait is the appreciation of art for its own sake, that fosters an intensive use of new information and communication technologies, and that extensively uses flexible teams; second, the specific outline of the products generated, such as infinite  variety, vertical differentiation and perenniality; and, third, a peculiar form of consumption with a cultural character and great demand instability. Next we discuss these three blocs in greater detail.

Form of production

Creativity is the first characteristic of creative industries' form of production. Creativity, in a broad psychological sense, can be defined as the expression of the human potential for accomplishment, manifested in activities that generate tangible products, that is, as an individual's ability to manipulate outside world objects based on a simultaneous development of his or her personal resources, fantasies and desires (Winnicott, 1975). Creativity can also be understood as the individual or group ability to manipulate symbols and meanings to generate something innovative (Hesmondhalgh, 2002). Creativity has always been present in human endeavors, but its forms of institutionalization have varied (Bourdieu, 2002; Williams, 1983). At certain times, it is institutionalized as “art”; in others, as “market”. 

Within the scope of creative industries, it is creative individuals who give rise to the conception and development of creative products. But the appropriation of creativity to create market value takes place based on a socio-institutional framework (Hartley, 2005; O’Connor, 2006), that is, the process takes place within social networks, uses technology apparatuses and employs production, promotion and distribution resources (Jeffcutt & Pratt, 2002).
The appreciation of art for its own sake is the second characteristic of creative industries' form of production, and stands as a relevant cultural trait (Caves, 2000). While in traditional industries rationality, functionality and instrumentality tend to set priorities and resource allocation, in creative industries aesthetic and artistic concepts hold great sway over choices and resource allocation. It is worth noting that this leads to ambiguous and potentially conflicting situations, as creative organizations deal simultaneously with artistic and instrumental jurisdictions (Blythe, 2001; Lawrence & Phillips, 2002).

The intensive use of new technologies is the third characteristic of creative industries' form of production. This allows for activities decentralization (Jaguaribe, 2006), where small firms or small producer communities use information and communication technologies to disseminate their creations. This weakens the hold large organizations might have over certain industries, a hold exerted via control means of production and distribution. For example, the use of new technologies has influenced how music is produced, distributed and consumed (Molteni & Ordanini, 2003).
Extensive use of flexible teams is the fourth characteristic of creative industries' form of production. This is as a result of the very nature of these activities, whose production process requires coordinating different competences, specialties and resources.  For example, production of an opera or film demands many specialists providing their knowledge and skills at each stage of the project's development.

Product characteristics

Infinite variety is the first essential characteristic of creative industries' products. According to Caves (2000), there are not limits to cultural production inasmuch as it uses, by order of importance, creative inputs first, and technical resources second. For example, a single song may allow different interpretations with different styles and arrangements.

Vertical differentiation is the second essential characteristic of creative industries' products. Creative products are vertically differentiated, a process Caves calls “A list/B list”: artists compete to attain A0-list status (which gives them more power and prestige), but distributors and intermediaries have a great deal of influence over who will be successful and who will fail. For example, consider art dealers who promote artists after collecting their works in order to achieve capital gains. 

Perenniality is the third essential characteristic of creative industries' products. Creative products are often highly durable. They display the property Caves calls ars longa, which implies that a creative product may pay benefits for a very long period of time. It further implies that these benefits must be managed by specific copyright rules. For example, the copyrights over songs and books can bring benefit to their authors and eventual successors for a very long time. 
Consumption characteristics 

Culture artifacts consumption is the first essential characteristic of consumption in creative industries. In the 1960s, explanations for the phenomenon of culture industries were based on the concept of the “affluent society” (Galbraith, 1998). It was then argued that consumption patterns would increasingly include items such as leisure, entertainment and cultural goods, because, once their basic needs had been met, individuals would focus on superfluous or luxury goods or services (O’Connor, 2006). The 1970s '80s were marked by the dissemination of these trends and the passage from mass consumption habits to a niche consumption pattern. Since the 1990s, however, large areas of consumption gained a cultural character (O’Connor, 2006: 7). Then arose what Bourdieu (1984) identified as a new class of services that combined cultural and economic capital, high culture and popular culture. The focal point of the process was a concern with the body and a reflexive approach to the social construction of identity by means of consumption (Giddens, 1991). As a result, material consumption gradually became cultural within the scope of a process of "aesthetization of everyday life” (Featherstone, 1991). 

Marketing reconstruction of consumers is the second essential characteristic of consumption in creative industries. This process assumes a new politico-economic regime of construction of subjectivity and personal identity. Under this regime, consumers become active agents for economic value generation cycles, based on the construction of individual identity. In leisure, in entertainment, in new symbolic distinction regimes, in the concern with health and being in shape, what stands out aside from product marketing is the construction, or reconstruction, or image and identity (Baudrillard, 2000; Bauman, 2001; Dufour, 2005; Eagleton, 2005; Lipovetsky, 2004; Gay, 1996; 1997; Rose, 1990).
Demand instability is the third c essential characteristic of consumption in creative industries. Cultural product producers and managers have a limited ability to predict commercial success. Their products do not always benefit from previous experiences. As a result, risk is an ever-present component in the marketing of creative industries' products.
SIMILAR CONCEPTS

So far, we have addressed the concept of creative industries and their characteristics, locating the latter within the framework of transformed relationships between culture, technology, the economy and the market. In this section we will address the differences from and similarities with concepts similar to creative industries: entertainment industries, content industries, culture industries and copyright industries. 

In the relevant literature, some authors use one or another of the foregoing concepts, occasionally as synonyms (e.g. Hesmontdhalgh, 2002; Hirsch, 2000; O’Connor, 2006). In general, points of convergence include reference to the fact that all of these mention the immaterial nature of cultural assets, their intangibility, their symbolic nature and their dependence on social networks for value. Points of divergence pertain to how each of these concepts relate to public policy, to the humanistic purpose of culture and art, and to culture and its aspects of consumption, entertainment, leisure and lifestyle. Chart 2 illustrates the similarities and differences between the concepts.

< < < Insert chart 2 about here > > >

But out of all of the se concepts, the main differentiation to consider is that between the concepts of culture industries and creative industries. While the former pertain to industries where commercial goals are no priority, the latter are concerned with business whose priorities lie in commercial and profit purposes (HOTN, 2000). This distinction is used in the domain of public policy to help decide which activities depend on government support to endure, and which do not (Matheson, 2006). 

Another way of identifying the similarities and differences between the concepts of culture industries and creative industries is by observing how they are treated as subjects of academic research. The academic literature on creative industries is recent, mirroring the emergence of the concept in the 1990s. A survey done in November 2006 on the Business Premier Source (EBSCO) database and on the SocINDEX, which references sociology studies, revealed a mere 45 articles published in scientific reviews. The first mention of the term occurs in an editorial in the International Journal of Advertising (Newman, 1990), and a full decade went by before the second article appeared. This was followed by an increase in the number of publications, culminating with nine articles in 2005 and 12 in January-November 2006. The same survey provided 121 references to the term culture industries, from 1969 (1 article) to 2006 (19 articles, January-November). 

Chart 3 draws a comparison between the concepts of culture industries and creative industries based on six dimensions of analysis. A perusal of this chart allows drawing some conclusions regarding similarities and differences. 

< < < Insert chart 3 about here > > >

First, contrary to what the literature advocates, “creativity” does not appear to suffice as a criterion for differentiation (e.g. DCMS, 2005; Hartley, 2005). In addition, both industries deal in symbolic or intangible goods, reinforcing the overlap of the concepts 

Second, recent production on culture industries (particularly in the past two decades) already addresses the impact of new technologies and the so-called creativity economy (or information economy). This is, therefore, an additional overlap between the concepts. 

Third, a difference can be seen between approaches inasmuch as studies on creative industries are more heterogeneous, including critical articles, descriptive articles and positioning and review articles, while studies on culture industries are more homogeneous, including theoretical papers and essays, often on topics related to public policy.

Therefore, there are no strong elements of differentiation between the concepts. At the same time, it cannot be said that there is an identity between them. While the concept of culture industries appeared and developed in association with a critical rhetoric that, over time, developed critical appreciations of the media and other industries, the concept of creative industries arose from public policies and followed a more instrumental, or neutral, path. 

Even the approximation of arts and business is ambiguous and prone to criticism. Shorthose (2004), for example, warns that culture, in the realm of creative industries, has been treated based almost exclusively on an economic and commercial view that is regarded as one-dimensional and reductionist. In a similar vein, Hartley (2005) regards art as public property focused on issues of citizenship and liberty, while are as a business resides in the private domain, and is oriented towards consumption and the satisfaction of specific consumer needs. For some analysts, arte, in the traditional sense, must not be governed by the market's reasoning. This position rests on two arguments: first, because the culture market, due to its own characteristics, is not fully capable of meeting the market's demands – consider, for example, the uncertainty of demand and the "art for its own sake" orientation of many creative workers; and, second, because culture aims at a greater goal than satisfying business needs. This perspective leads to a position favorable to State intervention and to the regulation of access to certain cultural goods. 

CONCLUSION

In this article we presented the appearance of the concept of creative industries and attempted to define and outline the concept. We conclude the paper by suggesting avenues for future development. In fact, due to its characteristics and complexity, the phenomenon of creative industries may offer a promising vein for empirical investigation, as well as for critical reflection studies.

First, scholars might investigate a possible rhetorical dispute between the "defenders" of creative industries and those of culture industries.  In this sense, the concept of creative industries may be regarded as a "semantic renewal" created to neutralize the vision embedded in the concept of culture industries.

Second, an along the same lines of discourse analysis, scholars might analyze how the arts are represented in business literature, in an attempt to identify discourse inflections over the past decades.

Third, it would be desirable to have more empirical investigation efforts, with studies of the grounded research type to evaluate various aspects of management in creative industries, such as: strategy formulation and execution, management models and human resources management.

Fourth, it would also be desirable to have available investigations focusing on the work of artists or creative individuals in the real of creative industries. One might speculate that a critical approach exploring the use of creativity rhetoric as an instrument of power would probably reveal truths and myths about individual work.

Fifth, there might be case studies on the “margins” of creative industries, focusing on the work of individuals and groups of artists, or cultural entrepreneurs that help foster “creative raw-materials” and innovation in their respective industries, but never actually become mainstream consumption cultural objects.

Sixth, studies might be done on the (often turbulent) relationship between the commercial and artistic dimensions of doing business in creative industries.
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Chart 1 – Defining creative industries
	Definition 
	References

	[Creative industries are] those industries which have their origin in individual creativity, skill and talent and which have a potential for wealth and job creation through the generation and exploitation of intellectual property”. Similarly, we retain the same coverage, taking the creative industries to include advertising, architecture, the art and antiques market, crafts, design, designer fashion, film and video, interactive leisure software, music, the performing arts, publishing, software and computer services, television and radio.”

	DCMS (2005: 5)

	“[Creative industries are] a range of commercially driven businesses whose primary resources are creativity and intellectual property and which are sustained through generating profits.”
	HOTN (2000: 5)

	“The idea of the creative industries seek to describe the conceptual and practical convergence of the creative arts (individual talent) with Cultural Industries (mass scale), in the context of new media technologies (ICTs) within a new knowledge economy, for the use of newly interactive citizen-consumers”.
	Hartley (2005: 5)

	“In my view it is best to restrict the term ‘creative industry’ to an industry where brain work is preponderant and where the outcome is intellectual property”.
	Howkins (2005: 119) 

	 “[creative industries] produce goods and services that use images, text and symbols as medium. They are driven by an intellectual property regime and [...] push the technological envelope of new information technologies. Generally speaking, there is a kind of agreement that creative industries have core group, a heart, comprehending music, audiovisual, multimedia, software, broadcasting and all publishing processes in general. But the curious fact is that the boundary of creative industries is unclear. People use the term synonymously with content industries, but one realizes that a broad spectrum of processes, products and services that are based on creativity, but have their roots in much more traditional things such as crafts or folklore, make increasing use of management and information technologies to become widely distributed goods, products and services.”
	Jaguaribe (2006) 


Chart 1 – Defining creative industries (cont...)
	“The Creative Industries, formed from convergence between the media/information industries and the cultural/arts sector, have become a significant (and contested) arena of development in knowledge-based societies. […] working at significant contemporary sites of cultural production and consumption. […] As has already been seen, the Creative Industry ‘sector’ (…) spans a diverse range of activities (i.e., arts, genres, crafts, specialisms and domains of endeavor) all of which have creativity at their core”.

	Jeffcutt (2000: 123; 124)
 

	“The cultural industries span a diverse range of activities (arts, genres, crafts, specialisms, and domains of endeavor) all of which have creativity at their core (…). This produces a terrain with a very mixed economy of forms – from micro-businesses, through micro-enterprises to trans-national organizations – encompassing the range from sole artists to global media corporation”.
	Jeffcutt & Pratt (2002: 227-228)

	“The cultural industries [or creative industries] are those activities which deal primarily in symbolic goods – goods whose primary economic value is derived from their cultural value. […] The definition then includes what have been called the ‘classical’ cultural industries – broadcast media, film, publishing, recorded music, design, architecture, new media – and the ‘traditional arts’ – visual art, crafts, theatre, music theatre, concerts and performance, literature, museums and galleries – all those activities which have been eligible for public funding as ‘art’”.

	O’Connor (2006)

	“Creative Industries activities can be placed along a continuum from those that are wholly reliant on bringing the audience to content (most kinds of live performance and exhibition including festivals) and which tend to be labour intensive and often grant aided, at one end of the continuum and with generally more commercially oriented informational activities based on the reproduction of original content and its transmission to (often distant) audiences (publishing, recorded music, film, broadcasting, new media) at the other end of the spectrum”.

	Cornford & Charles (2001: 17)


Chart 2 – Definition and classification of creative industries and similar concepts 
	
	Creative Industries
	Copyright Industries 
	Content Industries
	Cultural Industries
	Digital Content

	Definition
	Largely characterized by nature of labour inputs: ‘creative individuals’
	Defined by nature of asset and industry output
	Defined by focus of industry production
	Defined by public policy function and funding
	Defined by combination of technology and focus of industry production

	Sectors
	Advertising
Architecture

Design

Interactive software

Film and TV

Music

Publishing 

Performing arts
	Commercial art
Creative arts

Film and video

Music

Publishing

Recorded media

Data-processing

Software
	Pre-recorded music
Recorded music

Music retailing

Broadcasting and film

Software

Multimedia services
	Museums and galleries
Visual arts and crafts

Arts education

Broadcasting and film

Music

Performing arts

Literature

Libraries
	Commercial art
Film and video

Photography

Electronic games
Recorded media

Sound recording

Information storage and retrieval


Source: Hartley (2005: 30).
Chart 3 – Differences and similarities between culture industries and creative industries

	Dimensions
	Culture industries
	Creative industries

	Subject
	Studies investigating issues of cultural consumption, media, cultural identity, public policies, regeneration of cities via cultural productions, and career and work in the cultural industry
	Studies with specific industries, based on cases of cities or regions

	Common questions in articles
	What are the changes culture industries undergo in post-modernity? What is the impact of new technologies? What is the impact of globalization?
	How do creative industries work? How do they represent a (new) solution for compromise between arts and business? How to turn creativity into market value (products, innovation, new consumption cycles)?

	Prevalent approach
	Critical view: market-oriented versus arts-oriented; culture industry and lifestyle; ideology
	Mix of critical view, descriptive approaches and positioning and review articles

	Common assumptions
	Culture industries have great potential for national economic and social development, but depend on the public sphere for support and regulation
	Creative industries are a relevant phenomenon that should be better understood

	Methodological approach
	Case studies, critical essays, content or discourse analyses 
	Case studies, critical essays, content or discourse analyses

	Periodicals
	Concentrated in periodicals involved with cultural studies, economics of culture, communication and urban studies; few Organization Studies publications
	Greater incidence in cultural studies and communications periodicals; few in Organization Studies publications
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